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Summary

This thesis examines the extent to which such cultural policy Instruments as arts
centres in Britain and Norway are recognising and accommodating the cultural
policy goal of widening audience access and developing new audiences.

After establishing what the cultural policy is that arts centres in Britain and Norw ay are
supposed to deliver against (Chapter 1). I continue to sketch out the histonn of the arts
centres concept 1n the two countries, and to form an idea of what an arts centre is that
aims to transcend national borders and work as a basis for determining how cultural
policies in Britain and Norway have impacted on the role arts centres have as cultural
policy instruments (Chapter 2).

Before taking a closer look at two specific arts centres in Britain and Norwav. I
examine how audience relationships are managed in the arts in general by first mapping
how the arts marketing concept has evolved and then how an engagement with marketing
in the arts has led to the development of the concept of audience development which
seems to be specific to this industry especially in Anglo-American cultural policy debate

(Chapter 3).

Scrutinising the audience development concept 1 discover that in Britain there seems to be
very hittle agreement over what it really means; and with respect to Norway, the concept
has hardly yet started to influence discussion over audience relations. I discuss some key
concepts - commodification, managerialism or governance in the form of new public
management - and their impacts on how arts organisations are expected to relate to their
audiences under current public management ideas and conclude that audience
development simply 1s arts marketing upgraded; and a term concocted to serve political
objectives — 1.€. a term that encompasses both the instrumentality of recent public policies
and the 1deas of cultural policies of the post World War Il era of democratisation of

cultural policies and cultural democracy.

To investigate whether arts centres are accommodating such cultural policy objectives |
conduct case studies of two arts centres in Britain (Colchester Arts Centre. Essex)
and Norway (Ibsenhuset, Telemark). I conclude from my findings that the intluences

of
e the relevance to their communities: and
e their own objectives in supporting the realisation of their mission as arts

organisations
seem to carry more weight than the expressed performance propositions of governmental

cultural policy agencies(Chapter 4).

However, | also conclude that the management style emploved internally and 1n
relations with community partners influence an arts centre's ability to address the
needs of its audiences. Hence I close this thesis by conceptualising a broad audience
relationship management model which has the capacity to maximise the contribution
to artistic value which arts centres are so well positioned to make (Chapter ).



KJELL MAGNE MAELEN: PHD THESIS

Abbreviations

ACE
ACGB
AP
CAC

CEMA/C.EM.A

DCMS
DES
ENSA
FKA

GLC
IBH
KD
KKD

KUD

KUK

KVD

LGA
MAC
MBA
NKr
NOU
NPM
NPO
OECD
RAA

ARTS CENTRES AS AUDIENCE RELATIONSHIP MANAGERS

Arts Council of England

Arts Council of Great Britain.

Arbeiderpartiet/The Labour Party (Norway)

Colchester Arts Centre (CAC).

Council for the Encouragement of Music and the Arts
Department for Culture. Media and Sport

Department of Education.

Entertainments National Service Association

Familie-, kultur- og administrasjonskomiteen, Stortinget/The
Standing Committee for Family. Culture and Administrative
Aftairs, The Norwegian Parliament

Greater London Council

Ibsenhuset

Kulturdepartementet/The Ministry of Cultural Affairs.
Kultur- og kirkedepartementet/The Ministry of Culture

and Church Aftairs

Kirke- og undervisningsdepartementet/The Ministry for
Church and Education.

Kirke- og undervisningskomiteen, Stortinget/The Standing
Committee for Church and Education Affairs, The Norwegian
Parliament

Kultur- og vitskapsdepartementet/The Ministry of

Culture and Science Affairs.

Local Government Association

Midlands Arts Centre

Master of Business Administration

Norwegian krone

Norges Offentlige Utredninger/Norwegian Ofticial Reports
New Public Management

Nonprofit organisation

Organisation for Economic Co-operation and Development
Regional Arts Association

10



KJELL MAGNE MAELEN: PHD THESIS 11
ARTS CENTRES AS AUDIENCE RELATIONSHIP MANAGERS

CHAPTER 1
CULTURAL POLICIES IN BRITAIN AND NORWAY

A brief introduction

1.1 INTRODUCTION

This thesis examines whether such cultural policy instruments as arts centres in
Britain and Norway are recognising and accommodating the cultural policy goal of

widening audience access and developing new audiences.

This objective 1s based on the understanding that cultural policy exists as a specific field
of politics; that arts centres are organisations that emerge out of processes in this field of
politics as specific instruments of this policy: and that widening access and developing

new audiences are cultural policy goals that arts centres are supposed to deliver.

The aim of this chapter is to give a brief introduction to some basic features in British and
Norwegian cultural policies in order to be able to establish what the cultural policy is that

arts centres in Britain and Norway are supposed to deliver and by that to create a common

frame of reference for the rest of the thesis.

A widespread definition of politics is that it is the actions of governments — e.¢. the

voverning of a political entity, such as a nation. and the administration and control of
its internal and external affairs. But this thesis will define the term more broadly - as

the process by which groups make decisions — meaning that political actions can be

observed in all organised human group interactions. including governmental.

corporate. and non-public private institutions and organisations of diverse kinds.
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Geir Vestheim starts his attempts to define cultural policy by placing it in line with
the general definition referred to above when he writes: "generally speaking modern
cultural policy is about the role government plays in supporting production and

distribution of works of art” (Vestheim, 1995. p.13). But he is quick to add that this
definition 1s too narrow. The decision to support the creation and distribution of
works of art will involve value judgements; hence the cultural policy of a state will
encompass the shaping and managing of a society’s values and living standards.
Oliver Bennett concurs as he briefly discusses the definition of the term in the
introduction to an article on cultural policy in the United Kingdom (Bennett. 1995).
In another article on British cultural policies 1970-1990 (Bennett. 1991) he divides
cultural policies into two types — the first being planned actions “(d)eveloped in the
public sector, or those developed by organisations supported by the public
sector "(1bid., p.294). The second type of politics Bennett finds is growing out of
actions 1n the private sector which he then locates in two spheres. the first being
small private arts organisations, and the second national and multinational culture

industry companies (Ibid., p.294).

The importance of non-governmental non-profit group actions in cultural politics 1s
the underlving purport in Chris Bilton's study on the origins of the community arts
movement (Bilton, 1997). He sees cultural policy as “(t)he product of an analogous
conflict benveen opposing factions with different aims, moulding cultural policies
and institutions to their own interest” (Bilton. 1997. p.4). Following Bilton's
understanding. power to influence political institutions and organisations such as

covernments and their political instruments will shift between opposing forces. and

1.2
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consequently extra-governmental political groups will align their actions to try to

move their own priorities up and onto the political agendas of government.

Dahl seems to follow the same line of thought when he argues that from a historical point
of view cultural policy may be defined as the way the physical objects and goods as well
as immaterial benefits and values of culture and art that alwavs has existed. is gradually
absorbed by public sectors and government, consequently embraced and made an object
of public policies (Dahl. 2003, p.24). Over time and in retrospect it is possible to identify
patterns of such cultural policies or political and social actions in the field of culture.
which can be described and announced as mechanisms. Mechanisms are neither
consistent regularities nor mere descriptions, not predictions but more ordered patterns

that will surface under specific conditions and have unpredictable consequences (Dahl.

2003, p.25).

Bennett (1995). however, occupies himselt with the motives behind what turns ordered
patterns into cultural policies, and suggests that they expose dominant sets of 1deas that
act as doctrines or rationales used to justify governmental and other group actions.
Accordingly cultural policies are aspects of general public policies, and as such they are

best understood against the backdrop of these (Belfiore. 2004, p.187), which 1s partly

what will be demonstrated throughout this thesis.

13
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1.2 THE EARLY FOUNDATIONS OF BRITISH AND MNORWEGIAN
CULTURAL POLICIES

It 1s not the subject of this thesis to give a detailed and inclusive account of developments
in the cultural policies of Britain and Norway. Authors like Bennett (1991. 1995). Bakke
(2001. 2003), Belfiore (2002, 2003. 2004). Bilton (1997). Dahl (2003. 2004. 2006).
Duelund (Duelund, 2003), Hewison (1995). Mangset (1992. 2000). Minihan (1977) and
Vestheim (1995) have made important contributions available to interested readers. In
this briet account I will restrict myself to pointing out some features. which indicate how
the development of cultural policies in the two countries intercepts with specific reference
to the 1ssues of widening audience access and arts centres. Bennett's (1995) rationales —
laissez-faire, national prestige, economic importance, civilising mission and correcting the
market — and Dahl’s (2003, 2004, and 2006, pp.268-271) mechanisms — imitation,
donation, redistribution, bureaucratisation and market regulation — serve as guides to

understanding this development of cultural policies in the two countries.

According to these authors cultural policy actions have been part of both the public
and private repertoire of activities in Britain and Norway for at least two centuries.
Although the preceding British and Norwegian history was very different, it seems
that the role cultural policy actions played in government and private organisational
life from the beginning of the nineteenth century up to the Second World War have
been more alike than different if one compares them with the situation in continental
Europe. Based on Bennett (1991, 1995). Bjornsen (Bjornsen. 2003 Bjornsen. 2006).

Dahl (2006). Minihan (1977) and Solhjell (Sothjell. 2005: Solhjell. 2006) one can

sum up the following similar traits:

e Economic importance. Both in Britain and Norway the enhancement of

formative arts (industrial design) is a prime motivation behind the

14
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establishment of art societies, national galleries and museums as well as
visual arts education. These institutions are set up both to provide and
enhance professional skills in order to improve crafts and industry

production. but also to enrich and inspire a general interest for the inherent

dignification of arts.

e Laissez-faire. Governmental reluctance to financially support the arts
permeates British cultural policy history. Arts and cultural activities are seen
as primarily a private pastime. The feeling for the need to establish a
reputation as a national state on its own terms motivates more decisive
interventions for the advancement of arts in Norway. but up until the 1880s
governmental spending on the arts was met with liberalistic opposition

especially from non-urban quarters in government and parliament.

e (Civilising mission. From the beginning of the nineteenth century the idealistic
assumption that cultural experiences can have civilizing and humanising
etfects on the public at large, i1s a running theme. It is the preoccupation with
the general effects of industrialisation, the growing urbanisation and decline
in morals that spurs this advocacy for the arts in Britain. In Norway these
concerns also play a part, but the main motivation behind both governmental
and private action in the field of cultural policies 1s the need to educate the
people. From the 1880s on, large popular movements with distinct ideological
programmes® become important forces in the creation of a modemn
Norwegian democracy and the enlightening and transforming effects of
artistic and cultural activities become important parts of their educational and
political operations. In Britain the same can be said about the activities of the
British Institute of Adult Education, University Extra Mural Departments and

the Workers' Educational Association of the 1920s and 1930s. Both countries

also establish national broadcasting companies with the same aims of

civilising their populations.

> Programmes based on tectotalism, rehgious Puntanism. the creation of a separate written Norwegian lanyuage as an altermative to a norwegianised Danish

and finallv the orgamsing of the working class

15
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1.3 CULTURAL POLITICS AND THE INFLUENCE OF THE SECOND
WORLD WAR
The long, more or less non-interference. approach towards government intervention

in the cultural field in Britain and Norway was dramatically changed during the

Second World War.

1.3.1 Britain

Wartime 1n Britain opened up public support for the arts on a scale that was
unprecedented. The turmoil, the suffering, the pressure both authorities and people
all over the country experienced, needed counter-weight. Providing a widespread and
Inclusive access to enjoyment and encouragement of high quality live entertainment
were seen as proper remedies and two organisations were created to serve as brokers
of cultural opportunities in urban as well as rural areas throughout the country, in
factories and 1n army service camps — the Council for the Encouragement of Music
and the Arts (CEMA) and the Entertainments National Service Association (ENSA).
While ENSA was wound up after the war, its more than two and a halt million
performances of mainly light entertainment made a significant contribution to the
positive standing live music and theatre had in British society after the war and

prepared for the coming of governmental decisions to continue to widen access to

works of art.

It is CEMA. however. that history deems the most important wartime cultural policy
plaver. It was instigated as early as December 1939 by a private imtiative. but was

soon supported by covernmental funding and incorporated into the governmental

16
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portfolio. Its chairman for most of the wartime vears. Lord Keynes. later — in the

summer of 1945 — described CEMA s role as follows:

(...)(t)o carry music, drama and pictures to places which otherwise would be cut off from all
contact with the masterpieces of happier days and times: to air-raid shelters. to war-time hostels.
to factonies, to mining villages. (...); the duty of C.E.M.A. was to maintain the opportunities of

artistic performance for the hard-pressed and often exiled civilians™ (Keynes. 1946. p.20).

Robert Hewison (1995) argues that this substantiation of what Bennett (1995) calls
“civilising mission” or “culture’s civilising powers . which was CEMAs objective
right from its inception, contained an in-built conflict between “(w)idespread
provision of opportunities for hearing good music and the enjoyment of arts
generally” and “(1)he encouragement of music-making and play-acting by the people
themselves” (1995, p.32°). By 1945 Hewison, however, argues that this conflict was
resolved in that the rationale conveyed by Keynes in the citation above — the

civilising mission of the arts — had won.

CEMAs success was so evident that immediate steps were taken to secure its further
existence as soon as the war was over. No one — not in Parliament — disputed state
support for the arts any more and the committee was made permanent under the
name of the Arts Council of Great Britain (ACGB). The ACGB set out to achieve its
task “(w)ith the policies, programmes, and to a great extent, the personnel which it

inherited form CEMA™ (Minthan 1977, 230). and under the chairmanship of Lord

Kevnes. thence enshrining the civilising mission in post-war cultural policies.

R e o e
3 Hewason 1s here citing the clauses in the CH M A memorandum
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1.3.2 Norway

In Norway the transformation had begun in the 1930s. when hich unemplovment
coupled with prospects of increased leisure time as industrial rationalisation spread.
and the emergence of mass entertainment through cinema and broadcasting. raised
concerns for the general well-being of the people. In both countries the Labour

movements gained growing support and established themselves as governing parties.
but while the Depression of the 1930s in effect put an end to growing government
support for the arts in Britain, in Norway a government-appointed task force in 1934
presented a wide range of initiatives with the aim of enlightening the people and

bringing about a wider and more planned access to the inherent values of intellectual

life, thought, arts and cultural activities (KUD, 1934).

These policy objectives were so unanimously received and supported that even the
World War [l Nazi government in occupied Norway seized upon them and then

twisted them into Nazi propaganda administered by its Ministry for Culture and
Enlightenment. (Dahl and Helseth. 2006; Solhjell, 2005). This fact 1s important to

recognise because 1t shows that the institutionalisation of cultural politics has been an

ongoing affair in Norway from the 1930s and through the war years.

Emerging out of the Second World War and the Nazi occupation came a unified and
stronger feeling of community and patriotism across all strata of Norwegian society
than before the war. A common national attitude had emerged that the Noregians had
more to defend than just their territory — a common way of life and human dignity. as

Helge Sivertsen. a former Minister of Church and Educational Aftairs. once put it

(Sivertsen, 1985, p.20).
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Soon after the liberation a joint political platform was worked out between the main
political parties of left and right. It became the basis for the formation of a national
coalition government and influenced much of Norwegian policies for vears to come.
Important 1n this context i1s that the platform picked up the initiatives from the
governmental task force of 1934, and emphasised among other things the importance
education and science, sports and cultural institutions had in motivating the people to
take a positive perspective on the future. Hence, these proposals became actual
references for the Storting” in 1947 when it asked the government to propose a policy
for active support to voluntary organisations organising cultural, social and sports
activities for young people (Roshauw. 1980. p.97) which we may categorise as the
Norwegian equivalent of the CEMA-objective “(1)he encouragement of music-making

and play-acting by the people themselves — see the above reference to Hewison

(1995, p.32).

1.4 CULTURAL POLITICS IN THE POST-WAR YEARS

The Labour movements in Britain and Norway that capitalised on the new
progressive political mood in society after the war were influenced by proposals put
forward in The Beveridge Report of 1942°. The Norwegian government was ¢xiled
in London during the war and was of course well informed about the British political
discourse. The report proposed a comprehensive social welfare system which
resonated well with social democratic and liberal ideas at the time. Consequently 1n
the aftermath of World War Il the policv and decision makers from all parties in both

Britain and Norwav joined forces in the construction and building of what has

4 The name of the Norwegan Parhament

S htp /awww spartacus schoolnet o uk TW i bevendgereport htrn
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become known as the welfare state. Arts and cultural activities were recognised to as

having prominent places in the new welfare state. vet the cultural policies that

emerged were fundamentally biased.

1.4.1 Britain

Chris Bilton (1997, pp.14-15) agrees with Hewison (1995) that in Britain's case
ACGB inherited the contradictory ideological grounds that CEMA had been built on
— on the one hand amateurism and participation born out of the adult education
initiatives and programmes of the 1920s and 1930s: and on the other the idealistic
idea of the transforming powers of professional arts based on “access’ and cultural
consumption. This dualism characterised the shaping of governmental cultural
policies in the post-war years and had crucial impacts on arts centres’ operations. as |

will show later.

Minthan (1977) describes how the Labour Government of 1945-51 stepped up the
funding for the arts, entertainment and recreational activities. In this respect its 1948
Local Government Act was a very important cultural policy move that over decades
to come worked to keep social and participatory aspects alive in cultural politics. The

Act allowed local authorities other than county and parish councils. the discretionary

powers to levy the equivalent up to a sixpenny rate for the support of arts.

But as the financial predicament of the British national economy evolved in the late
1940s and early 1950s caused by a crumbling Empire. the Korean War and latcr the
Suez crisis. the Conscrvative Party came into power and traditionalist inspirations

came to dominate the cultural policy debate. The Nobel Prize laurcate in Literature.
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1. S. Eliot, became a dominant figure in a campaign against the welfare state cultural
policies (Bennett, 1995, p.212) which he saw as “a threat 10 Culture because of 'the
dogma of equal opportunity’ and the potential changes that could be brought about
through state control of education” (Hewison. 1995. p.53). Equal opportunity would

deprive the elite of its predominant right to education. The elite was the onlyv force in
society that could defend Culture

‘(a)gainst the corruptions of industrialisation and mass society that threatened to blot out all
sweetness and light. All classes in society might have some share in the values of this Culture. but

the preservation of these values was the specific responsibility of the elites which occupied the

high ground. (Hewison, 1995, p.53)

The change in the financial support and public cultural policy discourse made it
opportune for the ACGB to shift its priorities from an ambitious programme of
encouraging regional diversity, participation and building of new arts venues to
supporting and initiating national centres of artistic excellence mainly in
metropolitan London (Hewison, 1995, pp.56 and 120). In addition to this the Soviet
invasion of Hungary and the Cold War had a striking influence on cultural policies in
Britain. The role artists played in the totalitarian Eastern Europe brought back the
inherent scepticism in British public opinion towards official patronage. Minihan
writes: “Centuries of governmental indifference to the problems of art support and
maintenance have nurtured a feeling that art must be financially independent of the

state in order to be entirely free of official regulations and control<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>