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CHAPTER 1 INTRODUCTION 
 
1.1 Why this report?  
 
Technology is changing faster than ever and impacts not only on what we do but how we 
think about what we do.  This document addresses the fact that institutions (public and 
private) , set up to carry out a public purpose, now find that through the impact of 
digitisation  and the internet tools, they are, in many cases, lagging behind.  The reason for 
this is not always obvious ɀ leadership, structures, resources, access to training - and the 
solution is not always to change leadership, to increase spending or to bring in expertise.  
There is a growing sense, confirmed through the research carried out for this report, that 
there needs to be a recalibration within organisations and institutions. Previous 
assumptions about knowledge, power, trust and authority with in our cultural ecosystems 
need to be rethought and the repository of these values may no longer be with in 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 ideas for reflection as well as some 
recommendations for change. It suggests that a wide ranging approach is needed, going 
beyond the institutional and encompassing policy making on the national and EU level as 
well.  It sees new technologies as offering great potential 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 stronger, more sustainable communities and 
that culture and cultural engagement can play 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 general, hold true.  
 
1.2 Operational framework for the OMC group 
 

EUROPEAN AGENDA FOR CULTURE 
 
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 policies, while 
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 
ÃÕÌÔÕÒÁÌ ÆÉÅÌÄ ÁÍÏÎÇ ÔÈÅ %ÕÒÏÐÅÁÎ 5ÎÉÏÎȭÓ -ÅÍÂÅÒ 3ÔÁÔÅÓȟ ÁÌÌÏ×ÉÎÇ ÆÏÒ ÅØÃÈÁÎÇÅÓ ÏÎ 
topics of common 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, through a Multiannual Work Plan.  
The 2015-2018 Work Plan for Culture, adopted by EU Culture Ministers in December 
2014, set out four main priorities for European cooperation in cultural policy-making.  
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 2015-2016 and prepare a common report 
ɀ this document. It  was prepared by experts nominated 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 facilitator for the processbut 
without interfering in the content of ideas expressed and presented by the group 
members. 
 

MANDATE 
 
The full mandate of the OMC group, 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 group is linked to a series of other related OMC groups convened, for example 
ÔÈÅ ÇÒÏÕÐ ÏÎ Ȱ0ÒÏÍÏÔÉÎÇ ÂÅÔÔÅÒ ÁÃÃÅÓÓ ÁÎÄ ×ÉÄÅÒ ÐÁÒÔÉÃÉÐÁÔÉÏÎ ÉÎ ÃÕÌÔÕÒÅȱ from 2011-
20121 and also an OMC ÇÒÏÕÐ ÆÏÃÕÓÉÎÇ ÏÎ ȰPromoting reading in the digital environmentȱ 
which was convened in 2015 as a sub-group to work alongside the OMC group on access 
to culture via digital means2.  Despite the fact that these groups had different membership 
and chairs, their work has also been relevant to the subject of audience development and 
digital shift .   

VOICES OF CULTURE / STRUCTURED DIALOGUE 
 

The OMC group was keen to gather the views of practitioners current ly working in the 
field and to integrate their thinking as far as practicable ÉÎÔÏ ÔÈÅ ×ÏÒËÉÎÇ ÇÒÏÕÐȭÓ 
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 of the 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 specifically an emphasis on the need for a systemic approach 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 time and effort put in by the structured 
dialogue participants.  
 

1.3  Scope of this report 
 
Throughout this report, we have used the definition of audiences as outlined by 
previously mentioned ȰReport on Policies and Good Practice in the Public Arts and Cultural 
Institutions to Promote Better Access to and Wider Participation in Cultureȱȟ ×ÒÉÔÔÅÎ ÂÙ ÏÎÅ 
of the OMC working groups of EU Member States' experts in 20123.  Here it describes the 

                                                 
1 The report prepared by the group can be found here: http://ec.europa.eu/assets/eac/culture/policy/strategic-

framework/documents/omc-report-access-to-culture_en.pdf 
2 The report prepared by the group can be access here: https://bookshop.europa.eu/en/promoting-reading-in-the-

digital-environment-pbNC0116151/ 
3 http://ec.europa.eu/assets/eac/culture/policy/strategic-framework/documents/omc-report-access-to-

culture_en.pdf 

http://ec.europa.eu/assets/eac/culture/policy/strategic-framework/documents/omc-report-access-to-culture_en.pdf
http://ec.europa.eu/assets/eac/culture/policy/strategic-framework/documents/omc-report-access-to-culture_en.pdf
https://bookshop.europa.eu/en/promoting-reading-in-the-digital-environment-pbNC0116151/
https://bookshop.europa.eu/en/promoting-reading-in-the-digital-environment-pbNC0116151/
http://ec.europa.eu/assets/eac/culture/policy/strategic-framework/documents/omc-report-access-to-culture_en.pdf
http://ec.europa.eu/assets/eac/culture/policy/strategic-framework/documents/omc-report-access-to-culture_en.pdf
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classical division of audiences into four groups: core audiences, occasional audiences , 
potential audiences  and non-users. Although all audiences are important, we are 
particularly aware of the need to attract and maintain new audiences.  
 
The OMC group looked at a range of definitions for "audience development" and found that 
there was a great deal of similarity between 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 well as a concept:  
  
Ȱȣa 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 ambitions."4 
 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 1: Audiences come in all shapes and sizes 
 

Audience development in all definitions relies on acquiring an in-depth knowledge of, and 
relationship with , current and potential audiences.  Some definitions distinguish between 
audience engagement ɀ 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 and from there looks 
at the range and diversity of potential audiences and creates ways to reach those 
audiences either through marketing and promotion, through ancillary activity or through 
targeted evidence-based activity . 
  

                                                 
4 https://www.theaudienceagency.org/insight/guide-to-audience-development-planning 

https://www.theaudienceagency.org/insight/guide-to-audience-development-planning
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In either case, it could be argued that audience development can easily be done with 
pencil and paper. So what, then, is the specific impact of digital technology? Is it a question 
of scale rather than a fundamental concept? Or has the digital shift also had a fundamental 
impact on the mind-set of people? 
  
One of the greatest impacts of the digital shift has been on data - the creation, retrieval, 
interrogation and storage of data.  It  has changed the scale of data sets, the amount of data 
available, the speed and depth of data collection (volume, variety and velocity).  It has also 
allowed instant interrogation of data and ease of access and retrieval by multiple agencies 
as well as creating 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 experts and their relationship with their public have changed. 
 
With regards to the knowledge itself, this informs and transforms the creators and the 
creative process. Having Á ÇÒÅÁÔÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÐÅÏÐÌÅȭÓ ÐÒÅÄÉÌÅÃÔÉÏÎÓ ÁÎÄ 
predisposition has given creators the 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, 24/7  virtual museums and galleries and 
direct marketing of artists' work online to new audiences. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 2: Digitorial ɀ 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 archives, libraries, museums, galleries, art centres et al. as well 
as institutions for live performance or contemporary artistic and audiovisual creation. In 
this report, they are all referred to ÁÓ ͼÃÕÌÔÕÒÁÌ ÉÎÓÔÉÔÕÔÉÏÎÓȱȢ  (Ï×ÅÖÅÒȟ the OMC group 
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. 
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CHAPTER 2   THE IMPACT OF THE DIGITAL SHIFT ON AUDIENCE DEVELOMENT  
 
The OMC group looked at the impact of the digital shift on cultural institutions through  
the lenses of: 
 
Ɇ People ɀ as creators, curators and audiences  
Ɇ Products , production  and services  ɀ the cultural resources 
Ɇ Promotion and d istribution, payment  and property  - access options, channels, 
business models 
Ɇ Processes - management of user data and collection data 
 

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

 
 
 
 
2.1    People 
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Technologies have changed user behaviour quickly and radically. A significant example of 
this is the short timeframe within which handheld devices have become the dominant 
interactive platform for a large majority of the population. Virtual Reality, Augmented 
Reality, Internet of Things or Robotics are fast becoming ubiquitous. It is not possible to 
predict the next change, but it is possible to anticipate and prepare for the unexpected. 
 
It could be claimed that the widespread use of social media and other interactive tools 
and platforms is related to the fundamental nature of human beings as communicative 
species. With these tools, people are offered new opportunities to participate, create and 
re-create. 
 
With the new internet-based, interactive environment, people now have access to a new 
communication landscape. Horizontal networks, based on common areas of interest, tie 
together individuals as well as institutions.  
 
 

For this report, close to a hundred case studies has been selected. They represent both 
established good practice and innovative approaches to audience development. All of the 
case studies with further references can be found in the Annex C of this report. 
 
As can be seen from the tag cloud (figure 4) that summarises the selected case studies, online 
portals with digital collections from institutions have been the dominant approach. In recent 
years, there has been a sharp rise in the use of social media, apps and games to increase and 
encourage participation. The effects of the use of these new media on digital culture are 
being researched in projects like CHESS (www.chessexperience.eu) and meSch (www.mesch-
project.eu) ɀ see Annex C for reference. 

 
 

http://www.chessexperience.eu/
http://www.mesch-project.eu/
http://www.mesch-project.eu/
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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 have complete control over the messages that are 
sent out about their organisation and their products and collections.  In addition, vertical 
processes emerge where citizens can readily put themselves in contact with policymakers 
and experts. This affects the preconditions for audience development.  
 
As people have access to more information, they show a greater desire to exercise more 
control over various parts of their lives. The evidence for this has been seen in recent 
political shifts as well as cultural and societal changes. We now see: 
 
¶ People as creators/ curators  ɀ from passive to active 
¶ People as new audiences ɀ where and how to find them and engage with them 
¶ People as critics and commentators  ɀ the feedback loop 

 
 

PEOPLE AS CREATORS/CURATORS 
 
People are no longer 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 have been particularly effective in 
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programmes of art and science to engage people actively in the processes on the one hand 
and in the collection of data on the other.  
 
 
In the Mobile Albums project, camera-phone 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 tool 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/ 

 
 

 
Fig. 5: The website of the Irish Community Archive Network  

 
 

The Irish Community Archive Network, initiated by the National Museum of Ireland, involves 
communities of volunteers collaboratively collecting, preserving and recording historical material 
including photographs, documents, material objects and oral histories, and curating this local 
history cÏÎÔÅÎÔ ÉÎ ȬÃÏÍÍÕÎÉÔÙ ÁÒÃÈÉÖÅȭ ×ÅÂÓÉÔÅÓȢ #ÏÍÍÕÎÉÔÉÅÓ ÁÌÌ ÏÖÅÒ ÔÈÅ ×ÏÒÌÄ ÁÒÅ ÅÎÒÉÃÈÉÎÇ 
these websites with their own content thereby creating connections between these communities 
in Ireland and abroad.  

www.ouririshheritage.org  

 
 

http://valokuvataiteenmuseo.blogspot.be/
http://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 prevalent or 
effective method. Audiences are dispersed throughout the internet. Organisations use a 
multiplicity of platforms and channels and this has an impact on how organisations and 
institutions communicate and, crucially, how they allocate their 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 by offering a 
multitude of new ways to engage with people. Digital technologies allow a fundamental 
disentangling of what used to be understood as mainstream and hard-to-reach groups. 
The digital development has resulted in tools with the capacity to overcome what used to 
be considered barriers of physical, mental or social nature.   
 
67% of EU citizens use the internet daily to access information and services5 . An 
important milestone in making Europe more inclusive for all is the Directive on making 
the websites and mobile apps of public sector bodies more accessible (2016)6.  
 
Accessible digital cultural services result in a better user experience for all, including 
users with disabilities. Groups of people now identify through communities of specific 
interests. They can consist of ethnic or linguistic minorities  as well as of people who are 
economically or geographically disadvantaged. They can include young people (e.g. 
students), older people (a rapidly  increasing audience, progressively more and more 
active), people with mobility issues, people excluded from society or put under pressure, 
people from an immigration background, people who are unemployed, etc. Thanks to the 
use of digital technology, some of those groups that are digitally literate can be reached 
more easily. At the same time, the new groups that are hard-to-reach and at risk of 
exclusion are more likely to be those who are not digitally literate or who have limited  
access to the internet. 
 

  

There is a growing attention in European countries to 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, Romania and Spain have provided case 
studies (see Annex C) related to projects that helped those with visual impairment to read 
books, touch 3D-reproductions of art or to move freely within museums.  

 
 
 

                                                 
5 European Commission Staff Working Document: Europe's Digital Progress Report 2016, 

https://ec.europa.eu/transparency/regdoc/rep/10102/2016/EN/10102-2016-187-EN-F1-2-ANNEX-2.PDF 
6 http://eur-lex.europa.eu/legal-

content/EN/TXT/?uri=uriserv:OJ.L_.2016.327.01.0001.01.ENG&toc=OJ:L:2016:327:TOC 

https://ec.europa.eu/transparency/regdoc/rep/10102/2016/EN/10102-2016-187-EN-F1-2-ANNEX-2.PDF
http://eur-lex.europa.eu/legal-content/EN/TXT/?uri=uriserv:OJ.L_.2016.327.01.0001.01.ENG&toc=OJ:L:2016:327:TOC
http://eur-lex.europa.eu/legal-content/EN/TXT/?uri=uriserv:OJ.L_.2016.327.01.0001.01.ENG&toc=OJ:L:2016:327:TOC
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Fig. 6: 4 ACES urban scavenger hunt project 

 

As part of an urban art project 4 ACES, Ars Electronica Solutions in Linz (Austria) 
programmed an interactive scavenger hunt through imperial Vienna from the Albertina and 
the Kunsthistorisches Museum, Spanish Riding School, Imperial Treasury and the Hofburg. 
While solving problems using a mobile app, their attention is drawn to the history and art 
in their surroundings.  

https://www.aec.at/press/en/2014/12/11/4 -asse-eine-moderne-schnitzeljagd-in-der-
wiener-hofburg/  

 
Although the digital shift appears to be liberating and democratic in scope, there are 
hidden dangers associated with the widespread use of technology. The development of 
the semantic web together with big data, which allows organisations to predict the 
interests of a particular person and target marketing towards them, also creates a filter 
bubble. This means that information is pre-filtered by algorithms that, rather than 
broadening the potential outreach, limit  it to a narrow group of interest defined through 
prior use. This is a threat in many ways and a challenge for institutions trying to develop 
audiences when, for example, a search via an online search engine gives different results 
according to the personal history of a given internet user. The issue of data (incl. the 
protection of personal data) is explored further in part 2.47. 
 

PEOPLE AS CRITICS AND COMMENTATORS 
 
4ÈÅ ÉÎÆÌÕÅÎÃÅ ÏÆ ÐÅÏÐÌÅȭÓ ÏÐÉÎÉÏÎÓ ÁÎÄ ÃÏÍÍÅÎÔÓ is growing as platforms carry instant 
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 products. It can 
also distort and create unrepresentative views. 
 
 
 
 

IMPACT ON INSTITUTIONS, THEIR INTERNAL AND EXTERNAL RELATIONSHIPS 

                                                 
7 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 international organizations with stated aims of upholding human rights, democracy and rule of 

law. In 2017, Council of Europe published Guidelines on the protection of individuals with regard to the 

processing of personal data in a world of big data (https://rm.coe.int/16806ebe7a). A Draft Recommendation of 

the Committee of Ministers to member states on the Challenges of Big Data for Culture, Literacy and Democracy 

is also under development at the time of drafting of this report (https://rm.coe.int/168070e95e). 

https://www.aec.at/press/en/2014/12/11/4-asse-eine-moderne-schnitzeljagd-in-der-wiener-hofburg/
https://www.aec.at/press/en/2014/12/11/4-asse-eine-moderne-schnitzeljagd-in-der-wiener-hofburg/
https://rm.coe.int/16806ebe7a
https://rm.coe.int/168070e95e
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In addition to changes and growth in content, there are also challenges to the orthodoxy 
of knowledge within institutions. Technologies and the growth of new media mean that 
information and knowledge permeate organisations at all levels of organisation and 
management. There can be substantial variations in digital knowledge and skill across the 
institution creating an imbalance and challenge to traditional hierarchies. The culture 
within organisations needs to change to 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 and unencumbered 
as possible. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 7: Onassis Cultural Centre Athens ɀ see page 52 (Annex C) for reference 
 
 
Managing digital tools, systems and workflows in constant flux requires different skill sets 
and attitudes. New systems are needed to deal with metadata, big data, open data and the 
management of data all along the digital life cycle.  This means that the new systems need 
to be integrated into institutions and their work ( for details, see sub-chapter 2.4). This 
data not only provides evidence of recent practice, it also delivers 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 two-way information 
flow. This validates the Audience Agency UK definition  (quoted earlier) of audience 
development ×ÈÅÎ ÉÔ ÔÁÌËÓ ÏÆ Ȱa planned, organisation-wide approachȰ. In other words, it 
is an approach as well as a procedure.   
 
Successful cultural institutions now integrate digitisation and digital communication into 
their strategies and workflows in every part of the organisation. This creates the 
conditions for greater information sharing, forging bridges within and across institutions, 
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and at a cross-sectoral level (e.g. with tourism, research or social services) as well as 
fostering cross-border and transnational cooperation.   
 

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

http://www.den.nl/english  

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

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

One way to acquire more resources is to participate in public-private partnerships, such as 
the cooperation of some major Romanian museums with Google. Over 800 exhibits ɀ 
paintings, drawings, folk art items, religious artefacts, photographs and documents ɀ are 
available on the platform of the Google Cultural Institute. Also, three buildings belonging to 
the Brukenthal National Museum can be visited virtually using Street View technology. 
 

https://www.google.com/culturalinstitute/beta/partner/national -museum-of-the-
romanian-peasant 

 
 
2.2 Products, production and services  
 
In the early days of digitisation, the cultural products themselves were hardly changed. 
They were enhanced with wraparound explanations or enhancements, but essentially the 
product remained the same. The main shift was in accessibility, the ability to distribute 
the goods more widely through digital means. 
 
 
 
 

http://www.den.nl/english
https://www.google.com/culturalinstitute/beta/partner/national-museum-of-the-romanian-peasant
https://www.google.com/culturalinstitute/beta/partner/national-museum-of-the-romanian-peasant
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Fig. 9: CESNET Association and 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 books, music and audiovisual content that were 
distributed by digital means, but also Ȱintangibleȱ goods ɀ such as live performances being 
recorded and streamed. One of the most popular examples came from the opera, ballet 
and theatre world and, more recently visual art exhibitions, where live streaming of 
events creates a new experience halfway between the live show and a recording. These 
methods are primarily designed to attract an audience that is already interested in the 
particular offerings, but due to geographical and or financial restrictions, are unable to 
participate. Live-streaming means that many more people have access to these cultural 
events, which is particularly pertinent to the audiences liv ing in remote rural locations. 
More recently, the works are available on a multiplicity of channels, streams and social 
media as well as different platforms and devices.    
 

 
Fig. 10: The website of the Opera Platform  
 
 

A fine example of European co-operation to promote culture via digital means is The Opera 
Platform, an online portal that contains recordings of performances in fifteen opera houses 
and other contributors. TV-Channel Arte is also one of the partners in this project.  
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http://www.theoperaplatform.eu/en  

 
New technologies have also produced opportunities to create different kinds of works 
that reach new, hard-to-reach or non-traditional audiences.   

 

An interesting example of seeking new opportunities is the work of the National Theatre of 
Wales. This organisation, started in 2010, launched online and has no building or venue.  The 
work is carried out in non-traditional venues around the country, but a lot of cultural 
content is also offered online as well as productions using technology and real time events.  
An example of this is the theatre piece Bordergame where the audience use mobile phones 
to navigate a real and fictional story. 
 

www.ntw.org.uk. 

 
Other changes to products and services lie in strategies that intensify the connection with 
an existing audience, e.g. online newspapers with more in-depth 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 
audiences with visual impairment .  
 
Products have also been changed through the active engagement of the audience in co-
creation or by triggering activities, e.g. co-creation for theatres, gamification, fan fiction, 
crowdsourcing of heritage material8. Gamification, in particular, has made its way into 
areas where the arts struggle to reach younger people or in more difficult cross-sectoral 
works such as the arts and science where engagement with the public has previously been 
considered as problematic 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. -ÉÁ 2ÉÄÇÅȭÓ ÄÅÆÉÎÉÔÉÏÎ ÏÆ ÃÒÏ×ÄÓÏÕÒÃÉÎÇ ÉÎ 
ÃÕÌÔÕÒÁÌ ÈÅÒÉÔÁÇÅ ÉÓ Ȱ!ÓËÉÎÇ ÔÈÅ ÐÕÂÌÉÃ ÔÏ ÈÅÌÐ ×ÉÔÈ ÔÁÓËÓ ÔÈÁÔ ÃÏÎÔÒÉÂÕÔÅ ÔÏ Á ÓÈÁÒÅÄȟ ÓÉÇÎÉÆÉÃÁÎÔ ÇÏÁÌ ÏÒ 
ÒÅÓÅÁÒÃÈ ÉÎÔÅÒÅÓÔ ÒÅÌÁÔÅÄ ÔÏ ÃÕÌÔÕÒÁÌ ÈÅÒÉÔÁÇÅ ÃÏÌÌÅÃÔÉÏÎÓ ÏÒ ËÎÏ×ÌÅÄÇÅȢȱȢ 

http://www.theoperaplatform.eu/en
http://www.ntw.org.uk/
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Fig. 11: Oiid ɀ an application developed in Norway for creative music editing  
 

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

http://www.oiid.com/  

 
 

 
Fig. 12: Schoolgirls working on a creative project for Weimarpedia  

http://www.oiid.com/
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Weimarpedia is an interdisciplinary education project that allows student to not only learn 
about Weimar's history, but to also to upload and share films, articles and photo stories 
resulting from their research. 
 

www.weimarpedia.de 

 
 
2.3 Promotion and distribution, payment and property  
 
More than half of European citizens now order goods and services online. Promotion and 
distribution of cultural content, products and activities online is also growing. 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 the internet. On the other hand, user-centred, participatory digital promotion 
and distribution of cultural content and production can be used by cultural institutions to 
reach new audiences, to deepen the relationship with present audiences and to contribute 
to the well-being and cohesion of communities more efficiently than ever before.  
 

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

The international co-production mockumentary "Houston, We Have a Problem!" (Slovene: 
Houston, imamo problem!) by the Slovenian ÆÉÌÍÍÁËÅÒ ¼ÉÇÁ 6ÉÒÃȟ ÐÒÅÍÉÅÒÅÄ ÁÔ 2016 Tribeca 
Film Festival, leaves it to the audience to decide what is fact and what is fiction. The 
filmmakers used YouTube during pre-production to catch the interest of viewers (and HBO). 
 

http://www.houstonfilm. net/  

 
With the growing importance of search engines, mobile applications, digital 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 sources of digital information 
and provide valuable digital products and services, but they are seldom sole owners of 
the whole information life-cycle from production to consumption, use and possible re-use 
or the sole owners of the stream from the institution to the user.  Users co-produce, tailor 

http://www.weimarpedia.de/
http://www.houstonfilm.net/
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and re-use the content to better serve their needs for self-expression, community 
building, learning and fun9. 
 
 

The Scandinavian countries are implementing extended collective 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 licensing is also 
currently being investigated by other countries to 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 Visual Arts Copyright Society in Sweden10. 

 
Other competitors have emerged, in 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 and should also provide 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 the public. 
 

NEW BUSINESS MODELS THROUGH THE DIGITAL SHIFT 
 
Digitisation has changed not only the means of production and the complementary goods 
and services, but has also altered their financing. Previously business models were based 
on exclusion and scarcity and predominantly, units 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, etc. are now neither scarce nor 
can exclusion be made possible and they can be accessed immediately. Hence new 
business models have emerged. 
  
Cultural institutions now build new business models in the complex digital market and, 
at the same time, make their offerings accessible for all or for wider audiences. With the 
Public Sector Information Directive, Member States of the European Union are 
encouraged to make materials (written texts, databases, audio and visual files, film and 
audiovisual content) held by the public sector bodies (including libr aries, museums and 
archives) available for re-use11. However, this Directive 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 , see 

also the Council of Europe Recommendation on the Internet of citizens http://www.coe.int/en/web/culture-and-

heritage/recommendation-on-the-internet-of-citizens 
10 For reference, see http://www.digisam.se/wp-

content/uploads/2016/04/Recommendation%20for%20theSwedishCulturalHeritage%20Authorities_Instiutions_

ExtendedCollectiveLicences.pdf (English), http://www.digisam.se/juridiska-fragor (Swedish), 

http://www.digisam.se/leveranser/avtalsmallar (Swedish) 
11 https://ec.europa.eu/digital-single-market/en/european-legislation-reuse-public-sector-information 

http://www.coe.int/en/web/culture-and-heritage/recommendation-on-the-internet-of-citizens
http://www.coe.int/en/web/culture-and-heritage/recommendation-on-the-internet-of-citizens
http://www.digisam.se/wp-content/uploads/2016/04/Recommendation%20for%20theSwedishCulturalHeritage%20Authorities_Instiutions_ExtendedCollectiveLicences.pdf
http://www.digisam.se/wp-content/uploads/2016/04/Recommendation%20for%20theSwedishCulturalHeritage%20Authorities_Instiutions_ExtendedCollectiveLicences.pdf
http://www.digisam.se/wp-content/uploads/2016/04/Recommendation%20for%20theSwedishCulturalHeritage%20Authorities_Instiutions_ExtendedCollectiveLicences.pdf
http://www.digisam.se/juridiska-fragor
http://www.digisam.se/leveranser/avtalsmallar
https://ec.europa.eu/digital-single-market/en/european-legislation-reuse-public-sector-information
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Participatory methods in the promotion and distribution of cultural products and 
productions are also becoming more common and allied to this is the growth of 
crowdfunding as a method to pre-finance production. This offers opportunities for 
cultural institutions to build new kinds of partnerships with communities and individual 
users.  

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

Crowdfunding4culture.eu is an EU-financed 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 & tips and tricks on crowdfunding campaign. The website also 
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 economies of scale are being found through sharing of resources 
and spaces leading to lower originating costs. 
 
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 1990s, copyright 
legislation was lagging behind and distribution companies, in particular, faced illegitimate 
competition that proved to be very flexible and quick in serving large audiences. However, 
after a number of years, the industry came up with new models and adaptions of old 
models to provide content online in an efficient and effective manner that also generated 
revenue.  
 
Two-sided markets - that were widely used in broadcasting from very early on - focus not 
only on one group of customers, ÂÕÔ ÏÎ Ô×ÏȢ /ÎÅ ×ÈÅÒÅ ÔÈÅÙ ÒÁÉÓÅ ȰÁÔÔÅÎÔÉÏÎȱ ÁÎÄ ÁÎÏÔÈÅÒ 
ÏÎÅ ÔÈÅÙ ÃÁÎ ÓÅÌÌ ÔÈÅ ȰÁÔÔÅÎÔÉÏÎȱ ÔÏ, e.g. for advertising purposes.  In the same way, another 
model became popular with the omnipresence of smartphones and apps. This model 

https://www.crowdfunding4culture.eu/
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provides information or services (sometimes for free) and gathers information that helps 
to carry out customer profiling and identifying target groups. All the free mobile 
applications available via their respective distribution platforms  finance themselves by 
aggregating data on their  customers, systematising the data and feeding them into 
algorithms that serve the purpose of improving target groups. Some companies combine 
all elements, e.g. by selling a phone for a given price (price per unit model), while including 
preinstalled apps that cannot be erased, which in turn collect data.  Such companies also 
act as gatekeepers for other enterprises that create applications for mobile devices that 
need to be compatible with the most common operating systems (iOS or Android).  
 
Another model that is often used in the software industry is the so-called white licenses 
where a minimal product is free of charge, but the adaptation to personal needs requires 
assistance or tools that the companies charge for. This ranges from statistical web tools 
(e.g. Surveymonkey or Wordpress) and 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 way, subscription 
models have changed to Ȱ&ÒÅÅÍÉÕÍȱ ÓÉÔÅÓ ÔÈÁÔ ÇÉÖÅ ÌÉÍÉÔÅÄ ÁÃÃÅÓÓ ÆÏÒ ÆÒÅÅ ÂÕÔȟ ÔÈÒÏÕÇÈ 
payment of a subscription, people can access more in-depth information, have easier 
access to booking or 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 ACCESSIBILITY AND CUSTOM-MADE OFFER 
 
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 writing 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 used to customer 
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 these developments 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 about 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 the concept of spreadable 
media12 and also when it comes to shaping the profile of the audience and the potential to 
create new income streams.  It is, also, changing the way performance is measured. Now, 
Ȱlikesȟȱ ȰÓÈÁÒÅÓȱȟ ÁÎÄ ȰÆÏÌÌÏ×ÅÒÓȱ on social networks are a new currency that is valuable to 
institutions and organisations and these are, nowadays, 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, visual or audio information does not need to be replicated 
perfectly in order to display the characteristics of spreadability, rather the original can be manipulated or 
maintained in its original form and still be a product of this process. 



23 

 

 

 
Fig. 15: DailyArt ɀ a mobile app for learning about fine art  

 

The example of the mobile application DailyArt demonstrates that not only people are 
interested in a free version of an app, but they are also eager to pay for increased 
functionality and additional features if they like the product well enough. The app, 
developed by a Polish tech entrepreneur , allows users to learn about art history by 
receiving one masterpiece of fine art per day. 
 

http://www.getdailyart.com/  

 
2.4 Processes 
 
In this context, 'processes' refers to key issues concerning the management, 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 this chapter are not linear, but interact with each other on 
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) produces new data 
that can lead to a better understanding of the use of digital culture, which in turn may 
affect the production of new or revised cultural products. 
 
The utili 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. 
 
 
 
 

http://www.getdailyart.com/
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Fig. 16: Europeana collections  
 

Europeana is the flagship project of the European Union to support collaboration and 
innovation in the cultural heritage sector. While in the early days of Europeana the focus 
was very much on creating a large digital offering (currently over 50 million digital objects 
are available through the portal), nowadays Europeana is creating an Impact Framework 
to better understand how users value the digital content and are enriched by having access 
to the Europeana Collections .13  
 

http://www.europeana.eu  

 
In the commercial information sector, the importance of user data has even outgrown the 
importance of new information products. All the major ICT-driven 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 attention 
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 such 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 key success factor for cultural 
institutions in the digital world.  
 

The Audience Agency is 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 involvement. The Agency provides advice, facilitation, research & intelligence 
and data & software, in order to strengthen audience-focused practice 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.eu/files/Europeana_Professional/Publications/Europeana%20strategy%20impact.
pdf 

http://www.europeana.eu/
http://pro.europeana.eu/files/Europeana_Professional/Publications/Europeana%20strategy%20impact.pdf
http://pro.europeana.eu/files/Europeana_Professional/Publications/Europeana%20strategy%20impact.pdf
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https://www.theaudienceagency.org/ 

 
The processes in relation to the use of cultural data can be divided into 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  

 

Fig. 17: Processes related to the use of cultural data  
 
These three processes are described in more detail below. 
 

THE COLLECTION OF AUDIENCE DATA 
 
The collection of audience data should be based on the strategic aims of the organisations 
or the domains in question. There are three aspects of data collecting that relate to these 
strategic aims, that we would like to single out here:   
 
1. User & user behaviour statistics. This not only relates to current audiences, but also to 
potential audiences. The data can be collected about the (non-)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) is also 
needed. Data collecting and analysis of data gaps and overlaps across cultural domains 

https://www.theaudienceagency.org/
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and even at the international level can contribute to cultural policy making at the national 
and EU level. Proper data collecting about users is not a one-off activity, doing it 
consistently could help to 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 face-to-face interviews, user panels, focus groups 
etc. Social media provide good opportunities to collect immediate user feedback. Quality 
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 data. Academia, research 
institutes and private sector organisations can be valuable partners for the cultural sector 
while conducting such in-depth user research.  
 
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 the European Union to reform data protection rules14. 
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 data should be fully transparent. In general, the principle of data 
avoidance and data economy should apply for all institutions that are state-run or 
financed, which means that institutions shall only collect data that is necessary for the 
provision of a particular service.  
 

THE MANAGING AND SHARING OF THE DATA 
 
Once the data on the use and users of digital culture has been collected by a cultural 
institution, there are several ways to manage the data and use it for the institution's own 
purposes. Data management and handling metadata in particular should 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 mid-size 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.g. for libraries it is imperative to understand which person has which 
book on loan), but there may very well be different systems, managed by different 
departments. The smaller institutions usually do not have large scale ICT-facilities and 
use standard desktop and office software for recording visitor data and collection data. 
Securing a sustainable use and re-use over time requires an infrastructure that supports 
the managing of data along the whole digital life-cycle.   
 
Although there are quite a 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  ɀ that is, the ability 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 EU: http://ec.europa.eu/justice/data-protection 

http://ec.europa.eu/justice/data-protection
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shift in audience development.  Recommendations for standardisation remain a priority 
at every 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 directives, 
which on a European level, promote Open Data, Open Access or Open Science15.  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

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

ENUMERATE, originally an EU-funded thematic network but now funded through 
Europeana, is a statistical framework to map the progress of digital heritage in Europe. 
ENUMERATE coordinates biennial surveys among memory institutions, documenting the 
growth, sustainability and use of digital heritage collections. The results of these surveys 
show that 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. Other ways of 
tracking digital user behaviour (e.g. database statistics, social media statistics and 
qualitative user surveys) are far less common. 
 

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

 

                                                 
15 Digital single market: https://ec.europa.eu/digital-single-market/en/the-strategy-dsm 

Open data: https://ec.europa.eu/digital-single-market/en/open-data; 

https://www.europeandataportal.eu/en/providing-data/goldbook 

Public Sector Information (PSI): https://ec.europa.eu/digital-single-market/en/european-legislation-reuse-public-

sector-information 

 

http://pro.europeana.eu/structure/enumerate
https://ec.europa.eu/digital-single-market/en/the-strategy-dsm
https://ec.europa.eu/digital-single-market/en/open-data
https://www.europeandataportal.eu/en/providing-data/goldbook
https://ec.europa.eu/digital-single-market/en/european-legislation-reuse-public-sector-information
https://ec.europa.eu/digital-single-market/en/european-legislation-reuse-public-sector-information
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Fig. 19: WeAreCulture24 project  
 
 

Culture24's action research projects show how institutions like museums can move from 
analysing use statistics as output to evaluating success online. This approach to move from 
understanding output to understanding impact deserves 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 DATA ANALYSIS 

 
Once audience data has been collected and analysed, it can be used to inform decisions 
regarding future target audiences and how to create value for them with cultural content. 
This relates not only to the institutional level, with its own planning and control 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 meaning by comparing it to 
other data sets (e.g. between different cultural sectors, to general population data etc.).  
Many institutions are looking for comparability to measure their digital activities against 

http://weareculture24.org.uk/projects/action-research
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their peers. These can only come about if more institutions are willing to invest in better 
data analysis and share their results openly.  
 
Sharing analysed data on users (existing audiences), non-users (potential audiences) and 
user behaviour enables organisations to improve the value-chain of producing digital and 
non-digital cultural products and services, to develop new products and services, to tailor 
marketing, and to develop the whole ecosystem together so that it will  achieve its full 
potential.  
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CHAPTER 3   MAPPING OF EXISTING POLICIES 
 

The previous chapter described the potential impact of the digital shift on audience 
development. This chapter addresses the current situation and state of reflection among 
policy-makers and institutions in Europe, while asking questions on how the potential of 
improving access to culture via digital means is reflected in existing strategies and funding 
mechanisms and within 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. Representatives of Norway in the group were 
also asked to provide their answers to the questionnaire (see the Methodology part for 
information) . 
 
Of the five questions posed by the questionnaire, four asked experts to describe the 
current strategic and organisational arrangements in their countries/territorial entities  
with regard to audience development via digital means, while the fifth question related to 
their judgement of what were the most pertinent challenges for audience development 
via digital means. 
 
The following  MSs/territorial entities responded to the questionnaire: AT, BE (Flanders), 
HR, CY, CZ, DE, DK, EE, FI, EL, IE, LT, MT, NL, NO, RO, SI, ES, ES (region of Valencia), SE, UK 
 
The sections below correspond to the questions asked and synthesise, in a general 
manner, the answers 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 examples of 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 C. They 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, the subject of audience development via digital tools is indirectly 
addressed and appears in strategic documents and policies, although to varying degrees. 
This topic appears in sectoral and thematic papers, digitisation and e-administration 
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 approaching the queÓÔÉÏÎ ÏÆ ȰÄÉÇÉÔÁÌȱ ÆÒÏÍ ÔÈÅ 
ȰÄÉÇÉÔÉÓÁÔÉÏÎȱ ÐÅÒÓÐÅÃÔÉÖÅ ÒÁÔÈÅÒ ÔÈÁÎ ȰÁÕÄÉÅÎÃÅ ÄÅÖÅÌÏÐÍÅÎÔȱ ÐÅÒÓÐÅÃÔÉÖÅȢ  
3. 2 Which institutions are responsible for it?  
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In most cases, public cultural institutions have the autonomy to shape their own 
strategies, in some cases with in the overarching strategy of a culture ministr y. The 
audience development via digital means can be considered to be rather decentralised, 
with ministries or key institutions suggesting certain standards or establishing, for 
instance, digital portals. 
 
Competence centres responsible for digitisation are also referenced and said to be set up 
on different levels ɀ national, regional, sectoral. Digital Heritage Network in the 
Netherlands, regrouping large national institutions dealing with digital 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 development from 
their own budgets. Private-public 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 pre-requisites for 
receiving public funding. In some cases, the financing of audience development-related 
activities is also said to come partially from the institutions' own budgets and partially 
ÆÒÏÍ ÔÈÅÉÒ ȰÆÒÁÍÅ×ÏÒËȱ ÁÇÒÅÅÍÅÎÔÓ ×ÉÔÈ ÃÕÌÔÕÒÅ ÍÉÎÉÓÔÒÉÅÓȢ 
 
European Economic Area (EEA) & Norway Grants as well as European 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 Is there a system for collecting relevant data?  
 
Many of the countries that responded indicated that there is no specific nation-wide 
system for data collection or that 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 tools. However, the results of such 
mapping exercises are also likely to focus on public cultural institutions rather than target 
private operators.  
 
 
 
 
 
3.5  What are the challenges to audience development specifically via digital 
means? 
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The challenges enumerated by OMC group members that responded to the questionnaire 
can be grouped in several sub-categories. 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 was related 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 means. It 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 
ÕÓÅÒÓȭ ÎÅÅÄÓȢ 4ÈÅÒÅÆÏÒÅȟ ÔÈÅ ÎÅÅÄ ÆÏÒ ÏÒÇÁÎÉÓÁÔÉÏÎÁÌ ÁÎÄ ÓÔÒÁÔÅÇÉÃ ÃÈÁÎÇÅÓ ÉÎ ÉÎÓÔÉÔutions 
(sometimes ȰÌÅÁÄÅÒÓÈÉÐȱ ÃÈÁÎÇÅɊ ×ÁÓ ÍÅÎÔÉÏÎÅÄ ÁÓ ÏÎÅ ÏÆ the key challenges, paired with 
the necessity to conceive long-term strategies for audience development through digital 
means. Cultural operators should also be more open to share resources and experiences 
among themselves ɀ 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 mindset-related 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 concÒÅÔÅ ÉÎÆÏÒÍÁÔÉÏÎ ÏÎ ÁÕÄÉÅÎÃÅÓȭ ÐÒÏÆÉÌÅÓȟ ÌÁÃË ÏÆ ÃÈÁÎÎÅÌÓ ÆÏÒ ÃÏÌÌÅÃÔÉÎÇ 
ÆÅÅÄÂÁÃË ÏÎ ÕÓÅÒÓȭ ÄÉÇÉÔÁÌ ÂÅÈÁÖÉÏÕÒȟ ÌÁÃË ÏÆ ËÎÏ×ÌÅÄÇÅ ÏÆ ÄÉÇÉÔÁÌ ÖÁÌÕÅ ÃÈÁÉÎÓ ÁÎÄ ÌÁÃË ÏÆ 
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 of ÄÉÇÉÔÁÌ ÁÎÄ ÔÅÃÈÎÏÌÏÇÉÃÁÌ ÁÂÉÌÉÔÉÅÓ ÏÆ ÃÕÌÔÕÒÁÌ ÏÒÇÁÎÉÓÁÔÉÏÎÓȭ ÓÔÁÆÆ ×ÁÓ ÐÏÉÎÔÅÄ ÏÕÔ 
by several of the respondents. Furthermore, it was specified that the public sector 
(cultural institutions and policy -makers) has considerable difficulties with 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 audiences. This connects to a more general challenge that 
cultural institutions in Europe (and worldwide) are faced with ɀ lack of stable financing 
for such targeted activities, which in many cases are currently carried out as one-off 
initiatives. Finally, some cultural institutions do not have the relevant infrastructure to 
allow them to carry out digitisation of their content. At the same time, when 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 searches, does not grant interoperability 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 mentioned: difficulties in offering comprehensive 
online presentation of collections given restrictive copyright law for digital content, 
difficulties in accessing cultural heritage under copyright and the question of property 
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 defined as 
ÍÏÒÅ ÈÏÒÉÚÏÎÔÁÌ ÉÎ ÓÃÏÐÅ ÁÎÄ ÂÙ ÔÈÅÉÒ ÎÁÔÕÒÅȟ ȰÃÕÔÔÉÎÇ ÔÈÒÏÕÇÈȱ ÔÈÅ ÐÒÅÖÉÏÕÓÌÙ ÍÅÎÔÉÏÎÅÄ 
challenges: 
 
ƴ How can the institutions  maintain current audiences while attracting new 
audiences? 
 
ƴ 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?  
 

ƴ How the institutions c 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 ? 
 
ƴ How the decision -makers and public institutions could work with conten t from 
private institutions?  
 
ƴ How to tackle the issue of digital exclusion? 
 
ƴ 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 profound, widespread and systemic impact that the digital shift has on 
cultural  and creative sectors across Europe, the European Union should consider: 

¶ Continued p rioritising  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 should remain a pivotal element for European funding opportunities offered 
to cultural operators. At the same time, particular emphasis should be put on 
innovative audience development and engagement (including through digital 
means). Additional priority should also be given to future-oriented capacity-building, 
related to the use of new technologies and digital opportunities in a fast-changing 
environment with rapid technological progress and fast-changing user behaviours. 

 

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

NOTE: Such guidelines could be proposed as a voluntary code of practice that would 
encourage collecting data about cultural and creative sectors, including their 
cultural and economic impact, for comparability and the development of further 
funding programmes.  The model used by the Audience Agency from the United 
Kingdom (or a similar approach) could be examined.  Once the voluntary guidelines 
are conceived on the EU level, it could be promoted at the national and regional level. 

 

¶ 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: The emphasis should be put on participatory and co-creation-focused models 
& opportunities offered by digital tools, including crowdsourcing and crowdfunding.  

 

 

 

 

 

 

 

 
National and regional level  

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

 

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

 

¶ 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 should acknowledge that the shifts in resource 
allocation within institutions are nowadays becoming necessary in order to create, 
maintain and promote new digital approaches to audience development. 

 

¶ 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. 

NOTE: The 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 non-exhaustive manner, these could include, for instance, young people 
and elderly, but also ethnic minorities, migrants or socially excluded groups, people 
with disabilities, etc. 

 

¶ 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.  

 

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

 

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

 

 
Cultural operators ' level  

Realizing that in order to best adapt to the digital shift, a change needs to come from 
within  cultural institutions . Cultural 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 inside 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, but make their digital assets accessible for others (e.g. creative 
industries or scholars) to use in other digital products that are not controlled by the 
cultural institution itself. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
ANNEXES 
 
A. Methodology 
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Meetings. Five plenary meetings (23 March, 19-20 May, 15-16 September 2015, 1-2 March, 30 
November 2016) took place in Brussels, while one of the meetings (27-28 June 2016) was held in 
Amsterdam at Allard Pierson Museum, back-to-back with the conference of the Dutch Presidency 
of the Council of the European Union, 29-30 June, on the topic closely linked to the subjects 
discussed and analysed by the group ("Ready to Reach Out: 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 co-chairs, 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 policy-making bodies. They 
were also asked to research and identify relevant case studies in their own countries ɀ the 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 Chapter 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 Vaughan Jones ɉ5+Ɋ ÁÎÄ )ÒÅÎÁ /ÓÔÒÏÕĤËÁ ɉ3)Ɋ ×ÅÒÅ ÅÌÅÃÔÅÄ ÂÙ ÔÈÅ ÇÒÏÕÐ ÄÕÒÉÎÇ 
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 covering the travel expenses of 
participants. The leading facilitator role was played by the Directorate-General for Education and 
Culture (DG EAC). Colleagues from DG Communications Networks, Content and Technology (DG 
CNECT) also participated in some of the meetings 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 representative 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 fields of expertise. 

! ÆÕÌÌ ÌÉÓÔ ÏÆ ÔÈÅ ÇÒÏÕÐȭÓ ÍÅÍÂÅÒÓ ÁÎÄ ÁÌÌ ÉÎÄÉÖÉÄÕÁÌ ÉÎÖÉÔÅÄ ÅØÐÅÒÔÓ ÔÈÁÔ ÔÏÏË ÐÁÒÔ ÉÎ ÔÈÅ ÍÅÅÔÉÎÇÓ 
is annexed to this report (Annex B). 

 

 

 

 

 

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 

of Austria to the EU 
Counsellor for 
Cultural Affairs 

AT Paul Stepan FOKUS - Austrian Society for 
Cultural Economics and 
Policy Studies 

Chairman 

BE 
(Wallonie) 

Jean-Louis Blanchart Ministry of the Wallonia- 
Brussels Federation 

Director 

BE (Flemish 
Community) 

Simon Smessaert Flemish Department for 
Culture, Youth, Sports and 
Media 

Policy Officer 

BG Axenia Boneva Ministry of Culture Expert 
CY Zachos Polyviou Ministry of Education and 

Culture, Cyprus 
Coordinator of 
Europeana Projects 

CZ Pavla Petrova Arts and Theatre Institute, 
Prague 

Director 

DE Sebastian Saad Federal Government 
Commissioner for Culture 
and the Media 

Head of Division K16 

DE 
(Thuringia) 

Carsten Pettig State Chancellery of 
Thuringia - 3ÔÁÔÅÓȭ 
Representative from 
Thuringia on behalf of the 
Federal Council 

Desk Officer 

DK Preben Aagaard Nielsen Danish Agency for Culture Special Adviser 
EE Mirjam Rääbis Estonian Ministry of Culture Chief Specialist of 

Cultural Heritage 
ES Mónica Fernández 

Muñoz 
State Secretariat for Culture Deputy Director 

General for Book, 
Reading and Spanish 
Letters Promotion 

ES Teresa Reyna Calatayud State Secretariat for Culture Counsellor in Sub 
Directorate- General 
for Books, Reading 
and Spanish Letters 
Promotion 

ES (Valencia 
for 
autonomous 
regions) 

Jorge García Valencian Institute for 
Culture, Music department 

Valencia regional 
government 
representative 

EL Eirini Komninou Hellenic Ministry of Culture, 
Education and Religious 
Affairs 

Head of the 
European Union 
Department 

EL Konstantinos Spanos Hellenic Ministry of Culture, 
Education and Religious 
Affairs 

Administrative  
Officer 

FI Minna Karvonen Ministry of Education and 
Culture 

Counsellor for 
Cultural Affairs 

HR Jelena Rubic Lasic Ministry of Culture of the 
Republic of Croatia 

Head of Department 

HU Istvanne Antal Ministry of Human 
Capacities 

Expert Advisor 
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HU Edina SÖRÉNY Ministry of Human 
Capacities 

Responsible for 
libraries and EU 
affairs 

IE Lorraine Comer National Museum of Ireland Head of Education 
IT Giuliana De Francesco Ministry of cultural heritage, 

cultural activities and 
tourism 

Head of Unit, 
Multilateral relations 
(Europe) 

LT %ÒÉËÁ "ÕÉÖÙÄÉÅÎõ Ministry of Culture Chief Specialist of 
Information Society 
Development 
Division, Cultural 
Policy Department 

LT *ÏÌÁÎÔÁ +ÁÚÎÁÕÓËÁÉÔõ Ministry of Culture Chief Specialist of 
Museums, Libraries 
and Archives 
Division, Cultural 
Policy Department 

LV +ÒÉÓÔĂÎÅ 0ÁÂóÒÚÁ Centre for Culture 
Information Systems 

Senior Officer 

MT Toni Sant Spazju Kreattiv, St James 
Cavalier Centre for Creativity 
(Fondazzjoni Kreattività) 

Artistic Director  

NL Marco de Niet Digital Heritage Netherlands 
(DEN Foundation) 

Director 

NO Bernt Martin Schjerven Norwegian Ministry of 
Culture, Department for the 
Arts and Museums 

Senior Advisor 

NO Tonje Johansson Norwegian Ministry of 
Culture, Department for the 
Arts and Museums 

Advisor 

NO Geir Rege Norwegian Ministry of 
Culture 

Advisor 

PT Nuno Gonçalves   
PT Mafalda Folque Permanent Representation 

of Portugal to the EU 
 

RO Nicoleta Rahme The National Library of 
Romania/The Ministry of 
Culture 

Head of department 
"Development of 
Collections" 

SK Peter Csordás Slovak Film Institute Expert in Digitisation 
SI )ÒÅÎÁ /ÓÔÒÏÕĤËÁ Ministry of Culture Senior Adviser, 

Media Directorate 
SE Rolf Källman Digisam / Swedish National 

Archives 
Head of Department 

UK Yvette Vaughan Jones 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 Manager, 
European Union Youth Orchestra 

 
Guest experts 

Name and family name Function/affiliation  

Niels Righolt Managing Director, Danish Centre for Arts and 

Interculture 

Anne Torreggiani Chief Executive, Audience Agency, UK 

Franco Niccolucci Professor, University of Florence 

Elvira Marco Director, Acción Cultural Española 

Gerda Sieben Director, jfc Medienzentrum, Cologne 

Zuzanna StaŒska Digital entrepreneur, founder of DailyArt and 

Moiseum 

Wim Hupperetz Director, Allard Pierson Museum, Amsterdam 

 
 



C. Answers to questionnaires  
 

Work Plan for Culture 2015-2018 

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

Questionnaire (contributions by OMC group members) 

EU Member 

States + 

Norway 

 

 

Is there a strategy for audience development via 

digital means at the national/regional level in your 

country? 

Which institutions are 

responsible for it? 

How is audience development via digital means 

financed or co-financed? 

Is there a system for collecting relevant 

data? 

AUSTRIA  There is no national or regional strategy in place, but more 

and more institutions use digital audience development all 

over Austria. 

Cultural institutions in 

Austria are autonomous in 

their strategies how to present 

their collections. 

The cultural institutions are financing audience 

development with their own budget. A few 

institutions have PPPs. 

No 

BELGIUM/  

FLANDERS 

There is currently no strategy for audience development 

via digital means at the national level. Culture is the 

responsibility of the communities in Belgium, so a 

regional strategy would be more feasible than a national 

strategy - but there are no plans for this at the moment.  

 

However, there are some sectorial and thematic concept 

papers that have been published or will be published by 

the Flemish Government, where audience development 

(via digital means) is or will be mentioned. 

 

For example, in the óvision text on the artsô by Minister of 

Culture Sven Gatz (spring 2015), there is a chapter on 

participation and diversity and also one on digitization. 

In the vision text on cultural heritage and the concept 

paper on digitization and e-culture in particular (both in 

development), audience development will also be a topic. 

 

Currently, it is the 

responsibility of each cultural 

institution to decide if and 

how they work on audience 

development, via digital 

means or not.  

 

A regional strategy would be 

a responsibility for the 

Flemish Government, but 

would be developed in 

interaction with key 

(intermediate) organizations 

in the cultural sector, such as 

VIAA , CultuurNet or Demos.  

There is no separate financing for audience 

development via digital means. Cultural 

organizations have to do this within their general 

budget. However, for most organizations, audience 

development and engagement are important 

criteria in order to obtain funds from the Flemish 

government. 

 

There are no exact total figures known about 

investments in audience development, via digital 

means or not.  

The Participation Survey gathers 

longitudinal data on cultural participation. 

It shows the degree of participation (in 

percentages) of the Flemish population on 

every aspect of culture (museums, film, 

theatre, literature, librariesé). There is 

however no data on individual level and 

items towards digital participation are 

limited.  

 

 

 

CROATIA  There is no national or regional strategy that involves 

audience development explicitly. 

 

The Ministry of Culture is about to carry out the 

Digitisation of Cultural Heritage Strategy. The Strategy is 

accompanied by five key concepts essential to the 

realisation of its objectives: infrastructure, digital content, 

interoperability, e-services and competitiveness. 

Conditions will be created for audience development 

models that will foster production and distribution of 

creative and cultural digital content. Incentives will be 

given to developing the national infrastructure for 

The national digital cultural 

heritage Strategy includes all 

the relevant institutions and 

organizations, which, 

through complex mutual 

interactions create long-term 

preservation, availability, 

searchability and 

recognisability of the 

Croatian cultural heritage and 

national identity in the 

community of European 

All cultural heritage digitisation projects financed 

by the Ministry of Culture need to be publicly 

available. One of the main criteria for funding is 

audience involvement. 

There is no unique national system for 

collecting audience data. Each cultural 

institution and organisation collects its 

individual data. 

http://viaa.be/en/
http://www.cultuurnet.be/en
http://www.demos.be/english
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digitisation of cultural heritage in cooperation with other 

interested institutions, ministries and academic 

institutions. 

 

The Ministry of Administration shall carry out the e-

Croatia Strategy. The General e-Croatia Strategy 

approaches also include e-culture service. By e-culture 

service Croatia is developing conditions for audience 

development via digital means.  

 

The 2020 e-Croatia Strategy is a strategic document 

composed with the intention to enhance the quality of life 

of citizens in the Republic of Croatia by raising the 

competitiveness of economy with the help of information 

and communications technology, and using high quality 

electronic public services in line with valid strategies and 

legislation of the Republic of Croatia, EU directives and 

recommendations of the profession. The purpose of the 

Strategy is to create a coherent, logical and efficient 

information system of the state by providing high quality 

and cost-effective electronic services at both national and 

European level. It also focuses on the insurance of 

interoperability between current and new ICT systems in 

public administration, including the elimination of 

duplicated functionalities. The realisation of its objectives 

will be measured on the basis of the percentage of citizens 

and companies using public e-services as well as the 

users' satisfaction level. 

 

peoples and the European 

Union via cultural, research, 

scientific and educational 

models and processes 

through electronic 

information systems and 

network services. 

CYPRUS Currently, there is no national or regional strategy. The 

Cyprus Ministry of Education and Culture has prioritized 

the need to elaborate an effective and targeted strategy for 

audience development via digital means. The Cyprus 

Ministry of Education and Culture supports regional 

programmes related to local and national cultural 

developments. Under this initiative the Ministry will 

examine the possibility of involving cultural institutions 

by inviting them to provide their digital collections so as 

to engage audiences and develop infrastructures which 

will enable access to valuable content.    

 

Each cultural Institution in 

Cyprus is independent to 

establish their own strategy in 

regards to their collection 

management as long as the 

ownership of the content of 

their collection is under their 

respective regulation(s)     

Since Cyprus has no regional or national strategy 

for audience development via digital means, any 

form of financed or co-financed project is subject 

to the projectôs description and/or partnership 

framework. The majority of Cultural Institutions 

are financing audience development under their 

own financial management by using their own 

resources under the supervision of the Ministry of 

Education and Culture and/or other competent 

authorities. 

No. Each cultural Institution in Cyprus 

has their own data collection schema(s) 
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CZECH 

REPUBLIC  

We don´t have any specific strategy of this kind. In 2015, 

the Czech Government approved the new State Cultural 

Policy 2015-2020, where some of the tasks are focused on 

access to culture via digital means.  

 

Ministry of Culture 

 

Mostly from foreign resources especially from 

EEA Financial Mechanism and the Norwegian 

Financial Mechanism. Partly also through EU 

Structural Funds. 

 

At the Ministry of Culture occasionally 

mapping the situation, but without any 

relevant system and only on the level of 

state institutions. Each cultural institution 

has its own data collection scheme. 

DENMARK  The Ministry of Culture has a general "Digitization 

Strategy 2012-2015" (in Danish only). This strategy 

focuses mainly on the technical aspects aiming the 

provision of effective services that collect, preserve, 

disseminate and make culture available in a contemporary 

digital form, as far as possible matching the demand of 

the target groups.  

 

Digitization is also a key area for the cultural institutions, 

but there is no overall national or regional strategy 

specifically focusing on audience development, in general 

or via digital means. 

 

 Ministry for Culture is 

responsible for an overall 

strategy. The specific content 

of projects and other 

initiatives, including 

digitization initiatives, is 

designed by the individual 

cultural institutions. 

Typically, digitizing is part of the cultural 

institutions' core tasks. Therefore, for the major 

cultural institutions the financing is often a mix of 

the institutions operating funds and funds from the 

framework agreement that the institutions enters 

with the Ministry of Culture. 

No overall system for collecting data 

(except e.g. the above mentioned 

registries on the Danish museums and 

their collections, and others like that ï but 

I donôt think it is that kind of systems the 

question is directed to). 

ESTONIA  On national level the Ministry of Economics and 

Communication has worked out principles called Digital 

Agenda 2020 for Estonia. The main objective for cultural 

heritage in this document is that the most valuable part of 

the cultural heritage has been digitised ï digitisation, 

preservation and dissemination will be supported. The 

Ministry of Culture has worked out principles of cultural 

policy until 2020 in a strategy document Culture 2020. 

The use of digital cultural heritage in education, e-

services and creative industries is promoted. 

  

There is no strategy directed only towards audience 

development. So far we have worked more with the 

passive part of digital cultural heritage - making it 

available for as wide audience as possible. How to engage 

audience is still a responsibility of cultural institutions 

who has heritage to make available. 

 

For national digitization the Ministry of Culture together 

with different stakeholders has put together an 

Operational Programme for Digitization 2015-2018. It is 

a first time in Estonia we are going to use structural funds 

to digitize cultural heritage. The Ministry of Economic 

Affairs and Communications will open a call for 

digitization in the end of 2015. In the operational 

Every institution (museums, 

libraries, archives, 

associations etc.) is 

responsible for their own 

audience development. But it 

is possible to apply finances 

for audience development 

projects on national level. 

 

Competence centres for 

digitization are ï 

Conservation and 

Digitization Centre Kanut 

(museums), National Library, 

National Archive, Academic 

Library of Tallinn University, 

Tartu University Library, 

National Broadcast. Every 

institution also has its own 

digitization plan. 

 

On national level projects involving audience 

development are held in favour. There are no calls 

that are directed only on audience development, 

but there are several calls in the Ministry of Culture 

and other ministries, where it is possible to apply 

for co-financing. 

For several times now the Ministry of 

Economics and Communication has 

commissioned  a survey to determine the 

use of public sector e-services and portals 

by Estonia internet users and their 

satisfaction with services offered by the 

public sector in the electronic 

environment This incorporates also such 

services like online catalogue for 

libraries, museum information system and 

archive information system. 

 

Statistics Estonia (a government agency) 

collects statistics on culture, but not about 

e-services and portals. However together 

with the Ministry of Culture a new 

methodology to collect statistics of the 

use of culture has worked out. This 

methodology is also meant to collect 

statistics on e-services and portals. 

Statistics Estonia will monitor the use of 

culture and participation in culture on 

Estonian people in every 3 years, starting 

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
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programme we have prioritized what should be digitized 

during next years in different fields of cultural heritage: 

art, objects, publications, audiovisual material, 

photography and documents. 

 

In 2013 a new Museum Act was passed. It was fixed in 

the Act that all the state museums under the Ministry of 

Culture and museums who use state owned collections 

have to digitize all of the collections by 2018. By now it 

is clear, that this ambition was too optimistic. Even if 

digitizing collections at the Conservation and Digitization 

Centre Kanut doesn´t cost anything for the state museum 

or the museum that uses state owned collections. It is 

being financed by the Ministry of Culture. 

 

Almost every cultural institutions with 

portals or e-services also monitors how 

many visitors they have and where are 

they from. 

FINLAND  

 

 

In Finland, there is no overall strategy for audience 

development via digital means at the national nor regional 

level.  

Digitalisation is a cross-cutting theme in the government 

strategy of Finland (2015). In the government strategy it 

is stated that ñPublic services will become user-oriented 

and primarily digital.ò 

Various policy documents and action plans include aims 

and actions which are closely linked to audience 

development via digital means: 

¶ Strategic Programme of Prime Minister Juha 

Sipilªôs Government  

¶ Action plan for the implementation of the key 

project and reforms defined in the Government 

Strategic Programme (incl. the key project on 

digitalisation) 

¶ Strategy for Cultural Policy (Ministry of 

Education and Culture) 

¶ National Open Data Programme (Ministry of 

Finance) 

¶ National Digital Library Project (Ministry of 

Education and Culture) 

¶ Enterprise Architecture in the Public Sector 

(Ministry of Finance) 

As part of the Government, 

the Ministry of Education and 

Culture develops cultural 

policy. Art and cultural 

services must be accessible to 

all, irrespective of their place 

of residence and financial 

status. In order to ensure 

equality and equity, the 

Government supports and 

develops conditions 

conducive to creative activity 

and the operation of art and 

cultural institutions. 

Arts and cultural institutions 

are responsible for 

developing their strategies 

and action plans of audience 

development, taking into 

account national guidelines. 

Tools of audience education 

and audience development 

via digital means are various 

ï talks, presentations, 

workshops, events, co-

creation of performance / 

concert / exhibition, 

marketing via digital means, 

The major role in financing the arts and culture in 

Finland is played by municipalities and the state.   

State funding for culture is mostly the 

responsibility of the Ministry of Education and 

Culture. Most of the allocations to culture in the 

administrative sector of the Ministry are directed at 

national art culture institutions and municipalities 

as statutory and discretionary state subsidies. A 

substantial part of the financial support granted by 

the Ministry for culture comes from the proceeds 

of the Finnish national lottery. 

European unionôs Structural funds and Rural 

Development Program funding is being used to 

develop digital services.  

 

Vast majority of funding for audience development 

comes from these public sources. Public-private 

partnerships and sponsorships are rare. 

 

National museum statistics; the future 

ISO standard will include an instrument to 

monitor virtual events and virtual 

programmes 

 

Google analytics  

 

E-services and portals of libraries, 

museums and other cultural institutions 

include analytic tools measuring user 

actions, web traffic etc. 
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Regional level:   

¶ Some of the regions and municipalities have 

done their own digitalisation strategies.   These 

regional and local actors are active in testing 

and developing digital cultural services (e.g. 

City of Mikkeli). 

¶ Some culture institutions have also developed 

their own digital cultural services (e.g. Tampere 

Hall). 

¶ The aim digitalise cultural services is also 

included in some strategies to provide health 

and social services by digital means. 

 

digital distribution of cultural 

contents, and marketing and 

customer care via digital 

means. 

Regions and municipalities 

are implement regional / 

local strategies together with 

cultural organisations and 

other stake holders. 

  

GERMANY  

 

 

In Germany there is no national strategy for audience 

development. 

The principal responsibility for cultural policy lies with 

the federal states (Länder). The federal level has 

competence only for specific cultural issues explicitly 

mentioned in the constitution. A central goal of the 

cultural and artistic outreach efforts of the Federal 

Government Commissioner for Culture and the Media 

(BKM) is to reach also those who have so far taken a 

limited part in cultural life. In this context, the relevant 

divisions of the BKM are asked to include the specific 

wording in the funding notifications they send to the 

recipients of permanent grant funding, stipulating that the 

federal funding is linked to the goal of active cultural 

outreach and special priority is to be given to persons who 

currently use the services of public cultural institutions 

rarely or not at all.  

In the federal states and in the cities and communities ï 

though responsible for a wide range of arts and cultural 

institutions ï there are political recommendations but no 

binding programmes for audience development. It is up to 

the institutions whether they try to build new audiences 

strategically or not. Nevertheless, a 2007 survey which 

In Germany there is no public 

institution ï for example as 

part of a ministry ï which 

develops or commissions 

programmes, studies or 

evaluations on cultural 

participation. So audience 

development in Germany is 

in most cases a limited 

initiative of special cultural 

providers. People have strong 

reservations against public 

interventions in the cultural 

sector. 

The leadership of each 

cultural institution is 

responsible for developing 

and implementing specific 

measures intended to achieve 

the horizontal goal of 

enabling persons of all ages, 

regardless of their social or 

cultural background or 

disability, to access their 

Although the German Constitution assigns 

responsibility for culture to the federal states, it is 

the task of the Federal Government to create the 

framework conditions in which culture and the arts 

can thrive. In line with this division of tasks, the 

Deutsche Digitale Bibliothek (German Digital 

Library) is funded equally by the Federal 

Government, on the one hand, and the federal 

states, on the other hand. The Deutsche Digitale 

Bibliothek went operational in 2014 as the central 

networking platform of the German culture and 

knowledge institutions and as a major contribution 

of Germany to Europeana. In addition, the Federal 

Government also finances cultural institutions and 

projects of national significance. Federal 

Government grants are explicitly tied to the 

expectation that these cultural institutions conduct 

a proactive cultural education and public relations 

work to make their wide range of offerings known, 

and actively reach out especially to those who have 

so far taken little or no advantage of what they have 

to offer. Generally speaking, however, the cultural 

institutions are themselves responsible for devising 

digital strategies for audience development. 

Since the 1990s the number of visitor 

polls and participation studies has 

increased in Germany. For economic 

reasons, the cultural institutions started to 

ask their audience in order to optimize 

their marketing management and gain 

more visitors. 

Moreover, the ministries of the federal 

states, public broadcasting institutions 

and different lobby organizations 

financed some important general 

participation studies, asking the German 

population about arts participation, their 

attitudes towards and images of arts and 

culture. 

 

Some of the most relevant studies on 

participation in Germany include: 

Zentrum für Kulturforschung/Keuchel 

(ed.) (2003): 7. Kulturbarometer. 
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included all major cultural institutions showed that 50% 

of the museums and 60% of the theatres had made 

audience polls. 

One special programme on intercultural audience 

development was set up by the state of North Rhine-

Westphalia, giving extra money for six public theatres and 

one public museum to engage diverse, new audiences, 

with a focus on young people with different migration 

backgrounds. 

 

services and provide 

feedback. To do so, outreach 

experts helped draw up 

questions to inspire 

productive discussion in the 

institutionsô supervisory 

bodies. This issue should be 

dealt with not only in written 

reports, but should be 

discussed as a separate 

agenda item at least once a 

year. 

The Deutsche Digitale 

Bibliothek (DDB) plays a 

significant role as it is the 

central digital portal to 

Germany's cultural and 

scientific heritage. It gives 

everyone free access to 

books, images, paintings, 

monuments as well as films 

and music. The Federal 

Government Commissioner 

for Culture and the Media 

(BKM, 50%) and the German 

states (Länder, 50%) provide 

financial support for this 

project, which is gradually 

digitizing the stocks of more 

than 30,000 cultural and 

research institutions and 

making them accessible via a 

web portal.  

Bundesweite Bevölkerungsbefragung, 

Bonn 

Zentrum für Kulturforschung/Keuchel 

(ed.) (2005) 8. Kulturbarometer. 

Bundesweite Bevölkerungsumfrage, 

Bonn 

Zentrum für Kulturforschung/Keuchel 

(ed.) (2012) 2. Jugendkulturbarometer, 

Bonn 

Kulturforschung/Keuchel, Susanne (ed.) 

(2012): Das 1. InterKulturBarometer, 

Cologne. 

Zentrum für Audience Development 

(2007): Besucherforschung in 

öffentlichen Kulturinstitutionen, Berlin 

ARD/ZDF Medienkommission/Frank, 

Bernward (ed.) (1991): Kultur und 

Medien. Angebote, Interesse, Verhalten. 

Baden-Baden 

Deutscher Bühnenverein (ed.)(2003): 

Auswertung und Analyse der 

repräsentativen Befragung von 

Nichtbesuchern deutscher Theater. Eine 

Studie im Auftrag des Deutschen 

Bühnenvereins. Cologne 

Föhl, Patrick/Glogner, Patrick 

(eds.)(2011): Das Kulturpublikum. 

Fragestellungen und Befunde der 

empirischen Forschung. 2nd edition, 

Wiesbaden 

Mandel, Birgit (2013): Interkulturelles 

Audience Development. 

Zukunftsstrategien für öffentlich 

geförderte Kultureinrichtungen. Bielefeld 

Mandel, Birgit/Renz, Thomas (2010): 

Barrieren der Nutzung kultureller 
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Einrichtungen. Eine qualitative 

Annäherung an Nicht-Besucher. Institut 

für Kulturpolitik, Universität Hildesheim, 

available at: www.kulturvermittlung-

online.de 

Mandel, Birgit/Timmerberg, Vera (2008): 

Kulturelle Partizipation im Ruhrgebiet in 

Zeiten des Strukturwandels. University of 

Hildesheim in partnership with Ruhr 

2010, Hildesheim/Essen, available at: 

www.kulturvermittlung-online.de 

GREECE 

 

 

The Hellenic Ministry of Culture and Sports and its 

competent services have recognised the need of 

elaborating an effective strategy for audience 

development via digital means and have decided to work 

towards this direction, after consulting the relevant 

stakeholders of the civil society. 

 

Special emphasis will be given to the identification of the 

needs of more target groups, such as individuals from 

remote and isolated areas, pupils and young people, 

elderly people and individuals with disabilities.    

 

However, a concrete strategy has not been completed and 

entered into force yet, at national or regional level.  

 

The Creative Europe Desk Greece, which belongs to the 

Directorate of International Affairs and European 

Union/European Union Department, organised a big info-

day on Audience Development in Athens, in July 2015, 

where the concepts of access to culture and audience 

development were presented to public and private 

organisations, along with best practices from Creative 

Europe funded projects, and this was the initiation of a 

period of thought about how to proceed in the future. 

 

The services of cultural 

heritage and modern culture 

of the Hellenic Ministry of 

Culture and Sports, the 

private cultural institutions  
as well as the civil society 

actors have implemented 

several programmes for 

audience development via 

digital means, through -inter 

alia- their participation in EU 

Programmes.   

 

For example, private 

institutions such as the 

Piraeus Bank Group 

Cultural Foundation , the 

Planetarium of Eugenides 

Foundation and the Onassis 

Cultural Centre have 

undertaken several initiatives 

for expanding their audience 

and implement innovative 

programmes for attracting 

new target groups, using 

digital means. 

 

 

The audience development via digital means is 

usually financed by public funds, private funds, 

sponsorships and EU grants from the relevant EU 

programmes. 

 

A system for collecting relevant data on 

audience development has not been 

developed yet by the public authorities, 

though we are aware of its importance and 

explore the possibility of establishing 

such a system, with the cooperation of our 

National Statistical Agency, which 

measures other data in the field of culture, 

like the number of visits in museums and 

galleries.   

 

IRELAND  

 

 

In Ireland there is no overall national strategy related to 

audience development in arts and culture via digital 

means.    

It is the responsibility of each 

cultural institution to decide 

on whether it will develop a 

strategy on audience 

Financing the arts and culture is the responsibility 

of the Department of Arts, Heritage, Regional, 

Rural and Gaeltacht Affairs. Funding from this 

There is no national system in place that 

collects data on audience engagement 

with culture.   

 




