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Abstract
This dissertation was written as part of the MA in Art Law and Arts Management at the
International Hellenic University (2019-2021). It aims to add to the vibrant scholarly
discussion regarding the role of museums and relevant cultural organisations in our day,
by highlighting the means through which said institutions can expand their space and
subsequently ‘develop’ their audiences.
By way of introduction, the paper renders a brief historical account on the museum,
tracing its evolution to date. Drawing from the rich literature on the subject, it then
sets out to investigate the multi-faceted concepts of the museum ‘product’ and
‘experience’, in order to pinpoint the marketing and programming practices need to be
embraced by organisations to reinforce their status as the public’s primary space of
encounter with the Arts & Culture.
The dissertation explores a wide range of topics and debates related to museum theory
(museology) and practice (museography), such as museum accessibility, education,
tradition vs. innovation, etc. With a special focus on the Arts scene of the Greek capital,
the paper also presents valuable insights from museum professionals of the Athenian
cultural sector, as well as primary research findings from a museum visitor survey.
Based on the aforementioned methodologies, this dissertation intends to indicate the
most prevalent fields of museum work, which shall play a pivotal role in the redefinition
of museum space in the 21st century. Written amidst the second wave of the COVID-19
pandemic, the paper invites museum practitioners to imagine a trans-cultural future of
museal institutions, in the hope of inspiring new standards and models for inclusive and
engaging museum experiences.

Keywords: museum space, institutional critique, accessibility, audience development,
cultural synergies.

Christina Tsima
January 2021
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Preface
Visiting museums and navigating myself through their programs and exhibitions started
as a family activity, turned childhood memory and pastime preference later on. Studying
Art History was the first big step I took in pursuit of a professional career in the cultural
sector and the museum field, specifically. My educational background, in combination
with my continued interest in art and its institutions, have lead me to participate in the
MA Art Law & Arts Management study programme at IHU. During this learning
experience, a couple of modules drastically impacted my perception of the arts sphere,
namely that of “Arts Management” and “Marketing for Cultural Organisations”. Apart
from equipping me with invaluable knowledge, these two courses have also revealed
attractive career paths, on which I would like to base my future endeavours toward a
professional trajectory in the art world. It is in this spirit that I have decided to
undertake this particular dissertation project, with a specific focus on the art scene of
my hometown, Athens. The impetus of this dissertation was triggered when I attended a
Late Night Event of live music and DJ sets at the Museum of Cycladic Art in October
2019. In my experience of the Greek museum sector thus far, this initiative was a highly
innovative one and thus bemused me with questions. The purpose of the present paper
is to investigate the expansion of the museum space and audience by evaluating the
potential of programming development, cultural synergies, and strategic marketing
practices. I sincerely hope my essay proves a useful and inspirational contribution to
museum research, for all my student colleagues and future fellow cultural workers.
I would first like to express my respect and gratitude to my dissertation supervisor, Dr.
Eleni Mavragani, for all her valuable guidance in this project. I would like to single out
Dr. Themis Veleni for so generously offering me her wholehearted help and advice. I
would also like to express my immense gratitude to the cultural organisations and
practitioners who responded positively to my interview requests, amidst all the dismay
and disruption caused by the pandemic, as well as to all the people who participated in
my audience research survey. I feel grateful towards all those who have unknowingly
served as an inspiration for this essay, and to everyone who assisted me in completing it,
of course. Last but not least, I would like to thank my parents for supporting my decision
to study what I love the most, and especially my father, for always being there to help
me out even with the smallest questions or the slightest of a doubt.
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Introduction
Museums have been in a constant state of evolution from the very moment of their
emergence. On top of that, museums have always been in a constant state of conflict:
that of sheltering the past in the present. As if said friction was not enough, museums
are once again called to redefine their roles and missions in society, in response to the
aftermath of the pandemic. COVID-19 has radically disrupted all structural functions of
everyday life as we knew it before the disease evolved into a multifarious crisis.
Naturally, cultural organisations could not be excluded from its impact. With many
countries enforcing regional and/or nationwide lockdowns since last spring, museal
institutions around the globe have been forced to remain indefinitely closed for the first
time after WWII.1 As museums are still struggling to deal with the consequences of this
situation behind half-opened or even entirely closed doors, the fundamental question of
this essay becomes all the more intriguing: How can museums increase their outreach
and accessibility? How can they remain useful and relevant in our day, in other words,
and what can they do for the public to constructively use more of their ‘space’?
For the purposes of this paper, the effects of the global health crisis on the cultural
sector are fully acknowledged, but will only serve as a secondary subject of
investigation.2 Despite the severe socio-economic repercussions of the pandemic, the
post-COVID-19 era appears as a brilliant opportunity for museums to reinforce their
roles, assume more responsibilities and prove that they do not belong in the past
century. This essay aims to examine the expansion of museums and their audiences by
exploring marketing and programming practices in service of that prospect. The essay
fixates on collection-based art museums, with an emphasis on those dealing with
modern and contemporary art. For the sake of disambiguation, ‘museum’ is used as an
umbrella term referring to all institutions concerned with the preservation and
exhibition of diverse artefacts and cultural expressions, as shall be detailed in the first
chapter.
Chapter 1 renders a brief historical account on the emergence of museums and traces
their evolution to date. It examines different definitions that have been ascribed to the
museum concept throughout time and evaluates the contemporary trend of the cultural
centre. It also offers an introduction to the museum sector of Athens. The following
couple of chapters attempt to illustrate the experience of museums from two distinct
perspectives: of the people who produce it and of those who consume it. Specifically,
Chapter 2 investigates the functions of museums from an esoteric point of view, with
special emphasis on strategic marketing tools, while Chapter 3 analyses central
1

Dominique de Font-Réaulx, “Creativity, Inventiveness, Benevolence in Times of Uncertainty,” in Virtual 10th CoMuseum
International Conference (Session 1: Leadership in Museums & Cultural Organisations), 2 December 2020.
2

As said effects are detailed in: ICOM, “ICOM Follow-up Report: Museums, Museum Professionals and COVID-19,”
https://icom.museum/en/news/follow-up-report-museums-covid-19/.
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approaches to and theories of museum visitors. These two chapters also feature this
dissertation’s primary research: Chapter 2 contains testimonies from a number of
professionals from prominent cultural organisations in Athens, while Chapter 3 presents
the results of an online survey for museum attendants. The fourth and final chapter
seeks to showcase instances of successful museum experiences and try to indicate how
they can be properly adjusted in the context of Athens, before the essay reaches its
conclusive points.
Following this structure, the paper endeavours to touch upon a plethora of issues
surrounding the principal research question. These include: the accessibility of art
museums in comparison with other types of museums; the boundaries between
‘traditional’ and ‘modern’ museums; the relevance of attendance in the digital era; the
idea of ‘inclusivity’ and the inherent paradox of ‘community,’ as well as that of
‘edutainment,’ to name a few examples. In order to respond as accurately as possible to
all such matters, the essay employs a binary methodology that entails both primary and
secondary research. The primary research consists in the interviews and conferences
with museum professionals from Athens and the online survey for museum visitors. For a
fully detailed archive of the interviews and the audience research, please refer to
Appendix A and Appendix B, respectively. The secondary research of this paper draws
upon an abundant bibliography that dates back to the beginnings of the previous century
and includes diverse sources and authors.
The present essay stands in support of the ongoing transformation of museums,
advocating their relevance and usefulness in our times. The practice of programming,
together with the notion of ‘innovation,’ will function as focal points in the essay, and
shall be examined as vehicles for audience development in museums. This essay intends
to serve two objectives simultaneously: first, to update the concept of audience
development and inform its effective applications; second, to map successful case
studies from museums around the world in order to provide proposals for the Athenian
museum sector. The ultimate purpose of this paper is to highlight the universal need to
think creatively about museum space and the ways through which it can be expanded as
for more people to utilise it productively. The paper shall thus present a novel
understanding of how programming development can induce new audience-centred
models for ‘museum experiences,’ in which cultural synergies will be of utmost
importance. It will try to demonstrate how museums should first work with their own
assets from within, in order to form their future audiences. The essay shall further
attempt to show that the museum should be thought of as an open, horizontal space for
the promotion of any artful creation; a social instrument for culture, civic and pedagogic
engagement. For museums are like a mirror of our society; a mirror that must reflect our
past, present and future, all at once.
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1. Museum History & Theory
“The roles assumed by museums are as uncertain and unqualified as the definition of a museum. All that is
agreed to constitute a museum is a collection, although even this assumption has been recently called into
question. Beyond the collection lies uncertainty.”3

1.1 ROOTS &

EVOLUTION

Etymologically speaking, the word ‘museum’ is of Greek origin. It derives from
‘mouseon,’ meaning temple for the Muses, which were the goddesses of creativity and
the arts in Greek mythology. Models of what can be understood today as a primitive
museum concept date back to Bronze Age Mesopotamia, while history accredits Ptolemy
II Philadelphus as the founder of the earliest instance of a museum in Alexandria, Egypt,
third century B.C. The colonial roots of the museum can be traced to Ancient Rome,
where collectionism and display of objects acquired in military campaigns flourished to
the point of converting the city itself into a museum.4 The Medieval Ages —in the
Western hemisphere— witnessed the prominence of the Church as the main patron for
the arts.5 During Renaissance, Italy hosted a great number of private collections, which
included anything from skeleton remains, animal and plant specimens to sculptures and
paintings. Such collections would become more widely known as cabinets of curiosities
among the high-ranking classes of society in the centuries to follow; they, too, were
largely based on the acquisition of objects through expeditions to ‘exotic’ places.6
The consideration of museums as public institutions, open to all members of society,
emerged in mid-seventeenth-century England, whereas the first attempt towards the
formation of a national art museum was realised with the public display of King Louis
XV’s collections, in what would later become one of the most renowned museums
worldwide. The inauguration of the Louvre gave rise to the establishment of numerous

3

Quote by Fiona McLean in: Marketing the Museum (London, UK & New York, USA: Routledge, 2012), p. 1.

4

Recognising the contribution of museums to the perpetuation of social inequities, the present essay embraces their
post-colonial critique in opposition of the white male perspective that has persisted in their narratives. Also supported by:
Jim Richardson, “Covid created a change in mindset in museums, now what will we do with it?,” MuseumNext, 27
October 2020, https://www.museumnext.com/article/covid-created-a-change-in-mindset-in-museums-now-what-will-wedo-with-it/ & Christina Kreps, “Non-Western Models of Museums and Curation in Cross-Cultural Perspective,” in A
Companion to Museum Studies, ed. Sharon Macdonald (Oxford, UK: Blackwell Publishing, 2006), p. 459.
5

Neil G. Kotler, Philip Kotler and Wendy I. Kotler, Museum Marketing and Strategy: Designing Missions, Building
Audiences, Generating Revenue and Resources (San Francisco, CA, USA: Jossey-Bass Inc., 1998), p. 9.
6

The contributions of Edward Said and Simon de Beauvoir in outlining ‘Other’ identities and the notion of ‘otherness’ in
general should also be acknowledged here.
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institutions modelled after it in various centres around Europe.7 London’s Great
Exhibition of 1851 was another critical point in the transformation of museums to public
institutions: subsequently, world fairs convinced countries that the modern concept of
the museum could function in service of social control.8 The next landmark in museum
history saw the outburst of privately owned museums in late-nineteenth century
America, heralding the global museum and gallery boom of the next centennial. The
wide spread of museums during the modern age, however, was anything but unruffled.
Museums faced multiple challenges of institutional critique throughout the twentieth
century, many of which remain unresolved.

1.2 INSTITUTIONAL

CRITIQUE

&

JUSTIFICATION

The first wave of questions posed against museums derives from the cultural expression
of the age of modernity per se: modern art, with several of its avant-garde artists and
movements disputing the rationale for museal institutions. In the new and speedily
changing aesthetic order of his time, Futurism’s father, Filippo Tommaso Marinetti,
viewed and referred to museums as ‘public dormitories’. Not even the brightest
‘futurist’ could envision a future for museums; however, the cultural impact of
modernity, combined with two consecutive world wars, proved otherwise. Museums
regained power as humanity back-shifted towards traditional hierarchy models, which
museums then came to symbolise.9 A radical challenger of such values, Dadaist Marcel
Duchamp opened the way for expanding the institutional space of art, through gestures
as complex as a simple boîte-en-valise [Fig. 1].10 Despite the differences in their
treatments, both artists’ stances indicate significant museum traits. Marinetti’s mistaken
prediction shows that museums possess resilience and that they can reinforce their
status as soft power instruments even in times of uncertainty.11 This alone speaks of the
potential of museums in our day. The very institutionalisation of Duchamp’s brilliant
attempt to break with art’s constitutional boundaries, on the other hand, points to
another positive fact: that the art system can adapt to the mould of those who attempt
to shape it. Precisely as it did during the second half of the twentieth century, when

7

These include: the Galleria dell’ Academia in Venice, the predecessor of the Rijksmuseum in Amsterdam and the
Museo del Prado in Madrid, to name some examples. Information from: Jeffrey Abt, “The Origins of the Public Museum,”
in A Companion to Museum Studies, p. 129.
8

McLean, Marketing the Museum, p. 12.

9

Vittorio Magnago Lampugnani, “Insight versus Entertainment: Untimely Meditation on the Architecture of Twentiethcentury Art Museums,” in A Companion to Museum Studies, p. 245.
10

This is also supported by: Andrew McClellan, Art and its Publics: Museum Studies at the Millennium (Oxford, UK:
Blackwell Publishing, 2003), xvi.
11

A detailed account on the ‘soft power’ attributes and expressions of museums is offered by: Marlen Mouliou, “Το
Μουσείο ως Ποιότητα, Εμπειρία, Αστικό Σύμβολο Και Ήπια Δύναμη,” in Citybranding, 21 December 2016, https://
www.citybranding.gr/2016/12/blog-post_18.html.
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museums once again became the target of critical inquiries that eventually resulted in
their current form, as we shall see below.12

Figure 1: Marcel Duchamp, Boîte-en-valise, 1935–1941/1961.
This artistic composition was conceived as a travelling miniature gallery, reflecting the artist’s intention to
break from the institutional space of art.

How could the present state of museums be described then? In order to shed light on this
question, it should be useful to examine how museums developed during the postmodern
era. Apart from the gigantic museum boom, the 1970s and the 1980s also witnessed the
beginnings of a radical museum reformation project.13 This ‘new museology’, a term
coined by Peter Vergo in 1989, demanded that museums addressed the aforementioned
artists’ remonstrations on a practical level.14 As museums in general had remained
elitist, collection-centred and building-bound institutions of cultural authority, it was
now time for them to redefine their social missions. Initiated by Hughes De Varine and
Georges-Henri Rivière, this new critical discourse would soon be instructed as a mandate

12

Here, the essay is referring to the protests of 1968 and the wider institutional critique of the 1960s and subsequent
decades.
13

Christine Burton and Carol Scott, "Museums: Challenges for the 21st Century,” in International Journal of Arts
Management, Vol. 5, No. 2 (2003), p. 56.
14

Olga Sakali, “Μουσεία και κοινό: Επαναπροσδιορίζοντας την μουσειακή μαθησιακή εμπειρία,” in Το παρελθόν
στο Παρόν: Μνήμη, Ιστορία και Αρχαιότητα στη Σύγχρονη Ελλάδα, ed. N. Papadimitriou and A. Anagnostopoulos
(Athens: Politeia, 2017), p. 264-5.
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by the international organisation of museums.15 In 2007, after approximately six decades
of trials, ICOM’s 22nd General Assembly in Vienna, Austria, concluded on the museum
definition that is commonly used to date:
“A museum is a non-profit, permanent institution in the service of society and its development, open to the
public, which acquires, conserves, researches, communicates and exhibits the tangible and intangible
heritage of humanity and its environment for the purposes of education, study and enjoyment.”16

Museum ‘Public’ & ‘Access’
More than a century after the original conception of the museum as a public space, this
directory forced the universal realisation of said project. For even the alleged ‘public’
museums of the previous two centuries did not always grant automatic access to all
people.17 Yet what does ‘museum access’ truly mean? For some, the notion of the ‘open
museum’ refers to the general public’s supposed accessibility to art exhibits.18 This
understanding could extend as far as to include all the physical attributes that facilitate
the visitor’s experience in museums (ranging from room temperature to audio guides and
other devices). For others, however, access to museums is mainly a matter of the
organisation’s opening hours, which could also involve practicalities such as transport, to
name one example.19 The present paper embraces Caroline Lang’s interpretation of
‘public access’ in museums, proposing that accessibility is understood as a wider term
that encompasses all the above in order to facilitate every aspect of the ‘museum
experience’, as that shall be detailed later on.20

15

Mara Cerquetti, “More is better! Current issues and challenges for museum audience development: a literature
review,” in ENCATC Journal of Cultural Management and Policy, Vol. 6, Issue 1 (2016), p. 32.
16

Definition from: ICOM, “Museum Definition,” ICOM, https://icom.museum/en/resources/standards-guidelines/museumdefinition/. Information from: Theodora Kytani, “Audience Engagement in Contemporary Museum Practices,” Master’s
Dissertation, International Hellenic University (2020), p. 3.
17

McLean, Marketing the Museum, p. 11

18

Andreas Lapourtas and Angela Dimitrakaki, “Μουσειο και Επικοινωνία: Πέρι Όρων και Ορίων,” in Αρχαιολογία, 7
Ιουλίου 2011, https://www.archaiologia.gr/wp-content/uploads/2011/07/48-13.pdf, p. 90.
19

Jennifer L. Novak-Leonard and Alan S. Brown, Beyond Attendance: A Multi-modal Understanding of Arts Participation
(Washington, DC: National Endowment for the Arts, 2011), p. 30.
20

Lang states that: “Access has crept steadily up the agenda and there is increasing professional concern internationally
for issues such as the representation of diversity and the inclusion of previously marginalised sections of society. This
involves making collections accessible to a wide range of people, in an intellectual, physical and cultural sense, meeting
targets and performances indicators in areas such as access, inclusion, cultural diversity and public accountability…”
Quote from: “The Public Access Debate,” in The Responsive Museum: Working with Audiences in the Twenty-First
Century, eds. Caroline Lang, John Reeve and Vicky Woollard (Hampshire, UK & Burlington, Vermont, USA: Ashgate
Publishing Ltd, 2006), p. 29.
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1.3 TERMINOLOGY &

DISAMBIGUATION

Driven by this definition, it should also be useful to note the variable terminology that
has evolved around the museum concept. “Institution,” ICOM explains in a later
publication, “refers to an organism that is public or private, established by society to fill
a specific need.” The museum, it goes on, “is an institution in the sense that it is
governed by an identified legal system of public or private law.”21 Moreover, it adds,
that it “can be organised in an enclosed space, but also in the open air or in situ,”
connoting certain implications for the concept of museum space, which shall be
discussed shortly.22 While these supplements stretch the limits of what is signified by
‘museum’, some theorists have decided to diverge from the tradition that has long
linked museums to the problematics of ‘art’ and ‘institutions’. To this end, they prefer
to use the more neutral ‘cultural organisation’.23

Museums vs. ‘Cultural Centres’
This term, however, is often used to denote a particular type of art institutions that
have gained popularity in recent years: cultural centres. Unlike earlier museum models,
cultural centres do not require permanent ‘sitedness’; they are more versatile and
multidisciplinary in comparison to ‘traditional’ museums, and they are oriented towards
programs and events rather than being collection-based. If the conventional roles of the
museum entail the preservation of heritage, then the cultural centre is in charge of
ensuring the continuance of artistic production. In short, any organisation devoted to
the promotion of the arts and culture in the wider sense can be considered as a cultural
centre. Even ‘traditional’ museums, that is to say. Therefore, the rise of the cultural
centre does not, in the viewpoint of this essay, pose a threat for museums. If anything,
‘old-fashioned’ institutions can continue to enjoy the privilege of their collections and
rest of assets that a cultural centre may lack in. Understanding museums as any space
that hosts or houses manifestations of human culture, in any case, the present essay
admits all above terms as ‘museal institutions’ —used interchangeably with ‘museums’.24
Additionally, it recognises that the need to distinguish between ‘institutions’ and
‘organisations’ depends on the museums’ orientation, as will be fully explained by the
final chapters of this paper. For now, suffice it to say that inasmuch as ICOM’s definition
emphasised the social role, educational purpose and accessible character of museums, it
failed to comprehensively inculcate a common code of practices.
21

Quotes in ICOM, Key Concepts of Museology (Paris: Armand Colin, 2010), p. 43.

22

Quote in Ibid, p. 36.

23

As supported by: Bonita M. Kolb, Marketing for Cultural Organisations: New Strategies for Attracting and Engaging
Audiences (New York, NY, USA & Abington, Oxon, UK: Routledge, 2013), p. 3.
24

As suggested in: ICOM, Key Concepts of Museology, p. 43-4.
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Towards a New Museum Definition
As a result, museum functions enhanced the ineffectual need to differentiate between
‘art’ and ‘cultural’ — ‘institutions’, ’organisations’ and ‘centres’. At this point, it is
important to note that ICOM is in the process of producing a new museum definition. As
proposed by ICOM’s 139th session in Paris, 2019, through its apropos committee, the
alternative museum definition —which is still subject to a vote, declares that:
“Museums are democratising, inclusive and polyphonic spaces for critical dialogue about the pasts
and the futures. Acknowledging and addressing the conflicts and challenges of the present, they
hold artefacts and specimens in trust for society, safeguard diverse memories for future generations
and guarantee equal rights and equal access to heritage for all people…”25

The Significance of Space
The above excerpt may be a helpful reference as the essay proceeds to evaluate
museum programs and practices and even generate its own suggestions later on. For
now, it shall be illuminating to share its understanding of museum space as found in the
following dimensions: a) physical space, meaning the museum’s building or sites, and b)
virtual space, which includes the museum’s online presence and any other digital or
conceptual extensions it may possess. As technology has hastily invaded our daily
routine, it is now more than ever necessary that these two dimensions become synced to
function as one. The essay argues that the ‘physical’ and ‘virtual’ should complement
one another as to provide the most appropriate space for ideal ‘museum experiences’ to
take place. Having contextualised the museum concept into a historical and theoretical
framework, the essay will now move on to a brief introduction to the Greek museum
sector.

1.4. INTRODUCTION

TO THE

GREEK

MUSEUM SECTOR

In modern Greece, the reinvention of the museum is closely linked to the establishment
of the Greek state and the newly formed country’s collective desire to protect its
antiquities, in an attempt to boost its sense of national identity.26 To add to the earlier
discussion of what is embedded in the museum concept, the essay also agrees with the
25

The proposed definition continues: “[…] Museums are not for profit. They are participatory and transparent, and work
in active partnership with and for diverse communities to collect, preserve, research, interpret, exhibit, and enhance
understandings of the world, aiming to contribute to human dignity and social justice, global equality and planetary
wellbeing.” From: ICOM, “Museum Definition.”
26

Eirini Sifaki, “Οργάνωση και Λειτουργία των Σύγχρονων Μουσείων στην Ελλάδα. Συνέργειες και Προβολή της
Σύγχρονης Πολιτιστικής Παραγωγής: Οι Περιπτώσεις των Μουσείων του Νομού Ηρακλείου Κρήτης,” Master’s
Dissertation, Hellenic Open University (2017), p. 44.

14

definition provided by the Greek Ministry of Culture, which states that even services and
organisations with similar purposes and functions can be considered as museums.27 It is
thus difficult to be absolutely certain of the exact number of Greek museums, although
it is estimated that there are about three hundred public institutions, and a similar
number of private ones. Archaeological museums are the greatest in number and
popularity, with the Acropolis Museum boasting the highest number of visitors, followed
by the National Archaeological Museum. This should come as no surprise, given that
Greece has long exploited the asset of its archaeological wealth to the point of
identifying its exported brand and image on everlasting national heritage symbols, like
the Parthenon. Most modern and contemporary art museums, which are the main focus
of this essay, are located in Athens and have a much smaller part in the Greek museum
mosaic.28 As one may predict, these two factors account for the overall visibility of such
institutions amongst the Greek public, consequently impacting matters like visitor
attendance, community engagement, and relevant museum goals, as we shall see
subsequently.
Sustainable development is a major issue encountered by museums around the world, let
alone in Greece. The financial crisis of 2007 had a severe effect on the country, which
had to endure strict austerity measures throughout the following decade. Eventually, the
Greek cultural sector managed to grow in spite of the crisis, during which museums
suffered much due to decreased state funding and donations. The later years of this
period, however, saw the completion of many projects that were long under way. The
opening of the Stavros Niarchos Foundation Cultural Centre (SNFCC) and the
inauguration of the National Museum of Contemporary Art (EMST), to name a couple of
examples, had a significant impact in updating the Athenian culture-scape. Athens rose
to the international map of art capitals also due to specific events that highlighted the
implications of a global art economy on a financially insecure state like Greece. One
could certainly speak of the fourteenth edition of Documenta 14, exceptionally split
between its traditional home in Kassel and Athens, in relation to territorialisation and
forced centralisation. Notwithstanding such negative connotations, the recent
recognition of Athens as a prominent cultural capital also marks a positive shift towards
a more contemporary and user-friendly art space.29 At this point, however, it must also
be mentioned that the implementation of a control instrument for Greek museums,
which will evaluate every aspect of their constitution and operation (i.e. building
facilities, resources, curatorial practices, visitor services, etc), is still pending.30 As

27

Ibid, p. 45-6.

28

Information from: British Council Cultural Skills Unit, Preliminary Research for the Museum Sector in Greece (Athens:
British Council, 2016), p. 7.
29

As supported by: Kasia Maciejowska, “Athens: An Art Capital Arises,” in The Financial Times, 4 September 2020,
https://www.ft.com/content/37d3ee0a-ce90-41ba-b455-e0d8bd0944bf?
fbclid=IwAR12NkU6M89HbpOCPeFpkE1h3S98QKzyMmk7pvA6pp_0FVzEkYNQwYKd7Jk.
30

Information from: Mouliou, “Το Μουσείο ως Ποιότητα, Εμπειρία, Αστικό Σύμβολο Και Ήπια Δύναμη.”
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Greek museums are still dealing with this shortcoming or facing other serious
obstacles,31 at the same time that there is a renewed interest in their upgrade,32 the
development of museum space in and beyond the Greek capital remains an ongoing
project that continues to evolve in times of vast uncertainty.

Chapter 2: Museum Marketing Practices
“Museums, just like brands, need to tighten their connections to their audiences and create compelling
experiences that genuinely attract and hold the attention of today’s audience. In this respect, they have
lessons to learn from the commercial marketing world, just as that world has been immensely successful in
adapting and adopting models from museum practice.”33

2.1. MUSEUM MARKETING: ROLE & DEFINITION
As mentioned earlier, the period from the 1970s onward was critical in museum
evolution. The criticisms posited then lead museums to recognise the chasm between
them and their audiences and thus embrace the practice of marketing. At the time,
museums were also troubled with their visitor attendance rates, which did not see the
increase imaginably promised by the museum boom’s pace.34 As the need for museums to
market their cultural products was becoming all the more palpable, a discussion was
incited on their contradictory position. The matter at hand this time was the ostensible
conflict between the strategic demand to focus on consumer-oriented services and the
political doctrine to accomplish social goals as public institutions.35 The essay
acknowledges this tension merely on a theoretical level, supporting that museums ought
to cohesively enforce their cultural and commercial functions, as long as the latter are
devised to compliment the former.36 It thus renders a positive view of museum
31

Here, the essay refers to issues such as the under-developed digital infrastructure of museums, to name one
example, which has been acknowledged by the Hellenic Republic’s current Minister of Culture, Lina G. Mendonis in her
opening remarks to: Virtual 10th CoMuseum International Conference, 2 December 2020.
32

Here, the essay refers to the establishment of the Greek-born CoMuseum global museum network, as well as the
British Council’s research project on the Greek museum sector, whose findings have served as an invaluable source for
the present text.
33

Quote András Szántó in: Naomi Rea, “As Museums Fall in Love With ‘Experiences,’ Their Core Missions Face
Redefinition.” Artnet News, 14 March 2019, https://news.artnet.com/art-%20world/experience-economymuseums-1486807.
34

This is believed to be partially ascribable to the technological advancements experienced by the baby boom
generation, such as the vast spread of broadcast programs and mass media, and the proliferation of the internet.
Information from: Burton and Scott, "Museums: Challenges for the 21st Century,” p. 58.
35

Ibid, p. 64 & Eva M. Reussner, “Strategic Management for Visitor-Oriented Museums,” in International Journal of
Cultural Policy (March 2003), p. 96.
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marketing, which can act as a catalyst for a variety of museum goals.37 It would thus be
irrational and unjust to think that marketing jeopardises the integrity of museum when
it can even effectually contribute to the fulfilment of its social missions.38
Commonly confused with promotion, which is only one of its elements, marketing has
been defined as the “activity, set of institutions, and processes for creating,
communicating, delivering, and exchanging offerings that have value for customers,
clients, partners, and society at large”.39 In the museum field, marketing encompasses a
broad gamut of liturgical divisions, like collection management, exhibition design,
facilities’ optimisation and audience growth. The importance of marketing is further
heightened upon considering the market environment of museums. Museums are not only
‘threatened’ by other museums and cultural or educational institutions, but also by any
type of outdoor activity and stay-at-home behaviour.40 How is a museum then expected
to stand out in a milieu full of leisure-time options, but in a world so scarce of leisure
time? The answer may not be a simple one, but on a first level, it certainly requires us
to accept that not all people are interested in museums. As the reasons behind this are
not relevant to the subjects of this paper, however, it is apt to recite the fundamental
museum rationale that demands for public access. Museums —let alone art museums,
may not appeal to everyone, but this does not in any way imply that they should not be
made for everyone. To back this statement, it is important to comprehend art as a
universal language that should be available to everyone, as well as to remind ourselves
that participation in culture has been declared a human right.41 The extent that
museums may go to attract visitors should thus come as no surprise at times that call to
“Disrupt… or be disrupted!”42

37

…Ranging from producing engaging programs and increasing earned revenue to expanding audiences and building
stronger relationships with stakeholders. Information from: Neil, Philip and Wendy Kotler, Museum Marketing and
Strategy, p. 459 & Neil Kotler and Philip Kotler, “Can Museums be All Things to All People?: Missions, Goals, and
Marketing’s Role,” in Museum Management and Curatorship, Vol. 18, No. 3 (2000), p. 275.
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As also supported in: McLean, Marketing the Museum, p. 2-3.
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Definition provided by American Marketing Association. Encountered in: Kolb, Marketing for Cultural Organisations, p.
20.
40

Neil, Philip and Wendy Kotler, Museum Marketing and Strategy, p. 166. Here, it should me mentioned that said
competitive forces highlight the need to fully acknowledge museums as a leisure-time activity, suggests Zahava D.
Doering in: “Strangers, Guests or Clients? Visitor Experiences in Museums” (Washington, D.C.: Smithsonian Institution,
1999), p. 5.
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John Reeve and Vicky Woollard, “Influences on Museum Practice,” in The Responsive Museum: Working with
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p. 31.
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in Virtual 10th CoMuseum International Conference (Session 3: Digital Transformation and Digital Skills), 2 December
2020.
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2.2. AUDIENCE

DEVELOPMENT

Audience development, however, is not only a question of increasing the number of
museum attendants. Understanding museum space as something that goes beyond a
museum’s walls means, by implication, that visitor attendance alone can not be an
indicator of museum success, let alone during a pandemic.43 This essay supports that
effective audience development reaches beyond attracting consumers, towards creating
a reciprocal exchange loop between museums and their publics, which shall permit the
former to develop its offerings according to the needs and desires of the latter. For
success, it argues, is indicated by the value offered by museums in all their interactions
with their audiences —something that can certainly be controlled by marketing. It should
now thus be useful to analyse the components of museum marketing and study how they
contribute to audience development.

Strategic Marketing Plan
Not to be mistaken with the overall strategic planning, the strategic marketing plan can
be devised for any of the aforementioned functional areas concerning short-term actions
that are relevant both to the museum’s mission and its audience’s needs. In order to be
executed, all marketing strategies must follow a plan, which usually consists in the
following: 44
1.
2.
3.
4.
5.
6.
7.
8.

Environmental scans (SWOT for internal and PESTEL for external)
Mission statement and goals definition
Strategy formulation
Marketing research
Strategic marketing
Tactical marketing
Promotion and product distribution
Monitoring and evaluation 45

Strategic Marketing Tools
A holistic analysis of the above list has been artfully presented by the Kotler family of
marketing pioneers in their seminal museum textbook [Fig. 2]. Although most marketing
strategies tend to rely heavily on consumers, when it comes to museums, they depend
43

Novak-Leonard and Brown, Beyond Attendance, p. 21.

44

Kolb, Marketing for Cultural Organisations, p. 11-12.

45

These steps are the author’s combined interpretation of Kolb’s Strategic Market Planning Process (‘STMPP’) as
outlined in: Marketing for Cultural Organisations, p. 12 and Neil, Philip and Wendy Kotlers’ list in Museum Marketing and
Strategy, p. 45.
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on the wider orientation of the institution. Notwithstanding such particularities, a
certain degree of an audience-centred focus will always be vital to the sustainability of
museums. It should be highlighted, though, that museums will never be entirely
independent in the definition of their missions and values, since they will always be tied
to external stakeholders and governed by cultural policies.46 Any institution must
therefore thoroughly examine its internal and external environments upon restating its
marketing mission and goals. Yet even the most painstaking external scan [Fig. 3] could
not immediately produce a proper response to an unprecedented situation like the
COVID-19 outburst. The global health crisis showed that museums must flexibly adapt to
changing conditions. But how could the same level of elasticity be expected from all
museums, regardless of their size and scope? We shall return to this question while
considering cultural synergies later on. Regarding Kotlers’ roadmap cited above, it is
definitely a practical tool to keep handy; the pandemic, however, has marked the need
to constantly reassess data and their impact on the entire planning process [Fig. 4]. The
distinct marketing tools embedded in this procedure also merit inspection.
Figure 2:
Outline for Strategic Marketing Planning Process

46

ICOM, Key Concepts of Museology, p. 44-6.
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Figure 3: PEST Analysis Template

Figure 4: Marketing Planning Cycle
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There are three major approaches to museum marketing: mass marketing, segmentation
marketing and niche marketing. Having established that museums can not appeal to
everyone, the first approach, which treats all people as potential museum consumers,
seems rather impractical.47 The last one, on the other hand, can not be used on a
regular basis for reasons of economic sustainability. All institutions should therefore
benefit from utilising the STP model.48 STP stands for: a) segmentation, the process of
identifying different sets of members within the current and future audiences of a
museum; b) targeting, choosing segments to include in the museum audience, that is,
and c) positioning, the formulation of an image that will differentiate an institution in
the mind of the informed user.49 Based on this method, museums can generate several
tactical marketing programs that correspond to different target segments.50 Although
segmentation marketing may seem more fitting for larger institutions, even smaller
museums can profit from its use.
As far as product promotion and distribution are concerned, there are three approaches,
all based on segmentation. Concentrated targeting aims at the audience members who
will be most interested in a certain product; multi-segment targeting can be achieved by
‘repackaging’ the same cultural product for different groups, while micro-segmenting
concerns a museum’s online interactions with audiences of different groups and
geographical locations.51 The essay recognises the effectiveness of employing any
(combination) of the above methods depending on the the product marketed on each
occasion. Moreover, it argues for the importance of micro-segmenting due to its
potential to contribute to cultural tourism and diversity among museum audiences. Since
cultural diversity has become a key policy in the agendas of deontological museum
practices, market breadth has been increasingly turning into a marketing goal per se.
The essay speculates that museums solely focusing on their market depth are more likely
to be traditional in terms of programming development, as shall be discussed below.
To conclude with the elements of the marketing mix, the 5P’s have also been brilliantly
illustrated by the Kotlers for the museum context [Fig. 5]. The essay supports that these
experiential components, which essentially shape the overall ‘museum experience’, are
of utmost importance for audience development. It thus invites readers to think of their
engagements with any of the museum offerings that have been carefully listed in the

47

Neil, Philip and Wendy Kotler, Museum Marketing and Strategy, p. 115.

48

The present paper agrees with the idea that museum marketing should be targeted, as presented by: James Heaton,
“Museum Marketing for Non-Marketers,” in Tronvig, 10 April 2012, https://www.tronviggroup.com/museum-marketing/.
49

Neil and Philip Kotler, “Can Museums be All Things to All People?” p. 286.

50

Neil, Philip and Wendy Kotler, Museum Marketing and Strategy, p. 115.

51

Kolb, Marketing for Cultural Organisations, p. 90-91.
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Kotlers’ Taxonomy of Museum Offerings [Fig. 6] as a potential ‘museum experience’.52 At
this point, it should be noted that this essay uses the terms museum ‘consumers’ and
‘attendants’ as equal with the museum audience and public. Where the word ‘visitors’ is
used, it is done with reference to the people attending a museum’s physical space. On a
relevant note, the essay proposes that professionals and institutions avoid abusing the
word ‘community’, a contradictory term aiming to present museums as sympathetically
progressing according to social policy issues like unity and inclusion, while
simultaneously raising questions about division and exclusion.53 Returning to its main
subject, the essay shall now analyse the concept of the museum product. By
deconstructing the museum product and mapping distinct practices from around the
globe in its remaining chapters, the essay will pinpoint elements of effective museum
experiences, that shall be memorable and sustainable for museum consumers and
institutions, respectively.

Figure 5: Museum Marketing Mix (5P’s)

52

This can be supported by the analysis of the museum as a provider of experience services in: Jennifer Kim Lian
Chian, “The Consumption of Museum Service Experiences: Benefits and Value of Museum Experiences,” in Journal of
Hospitality Marketing & Management, 18 (2009), p. 174-176.
53

Elizabeth Crooke, “Museums and Community,” in A Companion to Museum Studies, p. 171-173.
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Figure 6: Taxonomy of Museum Offerings

2.3 THE MUSEUM ‘PRODUCT’ & ‘EXPERIENCE’
Marketing theory proposes that a product is understood as “any combination of a
tangible good, a service, an idea and an experience.”54 The Kotlers have offered a threepart analysis of the museum product. First, there is the core product, which stands for
the benefits sought by the consumer, which will be scrutinised in the following chapter.
Second, the actual product includes all the tangible features of the museum, ranging
from its architecture to exhibitions. Last, augmented products represent any other
profits offered by museums, like membership or special viewings.55 Exploiting this
deconstruction to produce its own thesis, the present essay credits the museum as an
experiential product per se, to be consumed along with any of the sub-products it may
bear.56 For consumers then, the museum product does not solely involve its cultural
goods and events, but rather extends to entail all aspects of their experiences with the

54

Kolb, Marketing for Cultural Organisations, p. 123.

55

Neil, Philip and Wendy Kotler, Museum Marketing and Strategy, p. 28-29.
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As inspired from: Doering, “Strangers, Guests or Clients?” p. 1.
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museum’s space, either physical or virtual.57 Institutions thus ought to embrace an
audience-centred viewpoint as to be able to facilitate the audience’s ‘museum
experiences’. The essay understands the audience-centred museum as any institution
where the exhibits are of equal importance with the consumers.58 Further, it proposes
that museum programming is understood in two equally important levels: that of
planning for attribute optimisations in the actual and augmented aspects of the museum
experience, and that of designing and producing specific museum programs. The latter
can be considered as museum experiences in their own right, and are of particular
significance in our day. Needless to mention, the coronavirus pandemic has capsized the
operation of museums around the globe, so it remains to be seen if and when the
museum visit experience as we had known it to date will return. For experience is not
only the basis of how people create and apprehend meaning, but also the foundation of
today’s economy.59
In the words of Pine and Gilmore, authors of the heavily influential Experience Economy,
an experience is created when “a company intentionally uses services as the stage and
goods as props, to engage individual customers in a way that creates a memorable
event.”60 Drawing parallels with Debord’s ‘spectacle society’, this definition implies that
museum attendants are attracted to offerings that can be enjoyed in the form of
storytelling-worthy experiences. The value of storytelling is sharpened upon
acknowledging that people today are used to providing their own interpretations of
anything they consume, on a literal or metaphorical level.61 This alone should lead
museums to renew the framework of the audience’s participation in the creation of
cultural products. Anna Sailer, Director of Frankfurt’s Museum für Moderne Kunst, who
also views experiences as an integral part of museums, supports that museums should
treat visitors as the highest of stakeholders.62 Elevated to cultural participants,
attendants acquire ownership over the production of museum experiences, denoting
that museums can grow together with their audiences through mutual cultural
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Idea also supported by Neil and Philip Kotler in “Can Museums be All Things to All People?” p. 276-7.
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Peter Samis and Mimi Michaelson, Creating the Visitor-Centered Museum (New York, NY, USA & Abingdon, Oxon,
UK: Routledge, 2016), p. 4-5.
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Based on information from: David Sibbet, “Visual Intelligence: Visual Language and Cognitive Skills,” in Theory Into
Practice, Vol 47, No. 2, Digital Literacies in the Age of Sight and Sound (Spring, 2008), p. 119 & Rea, “As Museums Fall
in Love With ‘Experiences’.”
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Niki Nikonanou, ed., “Introduction,” in Μουσειακή Μάθηση και Εμπειρία στον 21ο Αιώνα (Athens: Association of
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enrichment.63 The importance of the audience’s insights is hence heightened in light of
tracking and informing successful programming practices.64 Museums can therefore be
distinguished in terms of their investment in audience and programming development,
and the quality of museum experiences they offer as a result.65 Which brings us back to
a key issue of this essay and museography in general.

Tradition vs. Innovation
This paper apprehends that the contrast between tradition and innovation can be
detected in the museum fields that it attempts to touch on below:
•
•
•
•
•

Collections (tangible, intangible, or even absent)
Audience targeting agenda (open and inclusive or closed and exclusive)
Audience input and participation (in programming and programs, respectively)
Programming outlook (education and/or entertainment)
Partnership prospects

In the sense of devising museum programs, programming is relevant to an institution’s
audience outreach orientation; museums produce programs largely based on their target
segment priorities. Historically speaking, ‘traditional’ art museums have fixated on their
collections and the production of scholarship around those.66 Subsequently, museology
established traditional programming as encompassing heritage collection, preservation,
exhibition, research and education.67 This positioning caused a schism between museums
and their audiences, for museums were viewed to impose their art ‘from above’,
constraining attendants to a rather intimidating experience of merely passive
observation. Yet this has started to change along with the public’s expectations of
museums in the past decades.68 The word ‘innovation’ is often used to characterise this
programming shift, but stands for all “new and enhanced processes, products or business
models by which museums can attain their social and cultural missions.”69 Although
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The desire of today’s audience for interactive engagement has been acknowledged in: Kolb, Marketing for Cultural
Organisations, p. 13 & Tom Gregory, “The Big Trends Transforming Libraries, Museums and Archives in 2019 and
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exhibits, whether tangible or intangible, temporary or permanent, shall always be
central to the programming of art museums, new age institutions tend to think more
inventively about how to utilise them —or even not, in an attempt to ‘open’ themselves
to more diverse audiences.70 Today, more and more art museums are turning to
‘hybrids’: collecting institutions that further aim to serve as open spaces for social
interactions, recreation, etc.71 While the notion of ‘rational entertainment’ traces back
to eighteenth-century museum pioneer Charles Willson Peale, the proliferation of
‘edutainment’ only began some decades ago, reflecting the shift from collection- to
audience-centred practices.72
The programming of art museums may thus vary along a spectrum of activities ranging
from ‘traditional’ to ‘innovative’. As explained above, traditional museum programs
relate to the fundamental museum functions; they usually aim to promote intellectual
stimulation and the educational aspect of the museum experience. Such programs
include art exhibitions per se, as well as the various affairs that have typically
accompanied them: exhibition opening and closing events, guided tours, lectures, artist
and/or curator talks. Depending on the nature of their exhibitions (i.e. the art form
presented), museums may additionally offer behind-the-scenes tours and educational
experiences tailored for distinct groups. For instance, a ceramics exhibition could come
with pottery workshops for adults and play-with-clay activities for children.73 As
museums continue to prime their educational mission, they seek to offer programs that
provide education in lively, accessible and enjoyable forms.74 This approach is linked to
the conception of museums as places for lifelong ‘learning-by-doing’, a method of
experiential education expressed by John Dewey in early twentieth century.75
Innovative museum programs, on the other hand, are not always straightforwardly tied
to the educational mission of museums, nor do they exclusively involve museum-specific
practices. Instead, they often emanate from other industries (i.e. entertainment) and
the wider sphere of cultural and leisure time activities. Some indicative examples that
are extensively cited in international literature include: social gatherings with food and
drink for young adults; special activities for elderly people; independent arts&crafts
70
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workshops; art sale events; film screenings; immersive installations and interactive
happenings; musical, theatrical and artistic performances that may be relevant to
exhibitions or stand alone, etc. Although art museums increasingly embrace innovative
practices as such, it is advisable that they do so with mindfulness of their pedagogic role
in society. Primarily recognising museums as places for non-formal education, this paper
commends all institutions whose programming carefully balances learning experiences
and recreation opportunities, in their efforts to expand their audiences whilst
maintaining the integrity of the museal mission.

Ancillary Amenities
At this point, it is important to reexamine how the programming identity of a museum is
framed by the additional services it may render. Improving the audience’s overall
museum experience, not just their encounter with art, depends on where the
interaction takes place. With regard to museums’ physical space, it seems as if they
have retained their temple-like state; museal buildings, whether newly commissioned or
historically old, automatically become architectural landmarks regardless of their
surroundings. On top of this, most museums tend to offer different amenities that aim to
accommodate their visitors as per the highest of standards, starting from the very
welcome moment and extending to include: orientation services, seating, storage,
restrooms, food and beverage (dispensers and/or bar-restaurant), museum shop, lostand-found, Wifi, and so on.76 On the virtual dimension, one could definitely speak in
terms of the overall user experience as far as museum websites are concerned. The
contents of which vary amongst institutions, as some may be unable to digitise (parts of)
their collections due to copyright implications, while others may not do so by choice. On
a relevant note, social media have turned to an indispensable tool for audience
development, serving as interactive platforms for museum promotion. Having examined
the above factors’ contributions to museum programming, the essay shall now move to a
relative issue that is also worthy of inspection.

Cultural Synergies
Another type of museum programs come in the form of partnerships. Museums can
create partnerships to co-produce events and activities with a diversity of external
entities, like (non-)governmental organisations, businesses, universities, local
community groups, embassies and other cultural institutions or museums.77 Museum
partnerships could thus be local, national or international, within the same sector or
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encompassing different sectors. Partnerships can assist museums in many areas including
audience development, since they, too, serve as distribution systems for the museum
product, therefore allowing museums to reach new audiences.78 Museum partnerships
are constantly increasing, as they permit participating parties to gain visibility from
audiences and the media, while reducing costs by combining resources.79 Museums may
additionally seek cost-cutting relief through sponsorships and corporate support, which
also count as a specific category of cultural synergies, in the viewpoint of this essay.
Here, it is important to note that most art museums rely on a mixed funding system, i.e.
both the public and private sectors, by means of state funding and donations,
respectively. Given this, it should be easy to understand how partnerships and other
synergies can contribute to a museum’s economic sustainability, especially during times
of financial instability.80 Museums may enjoy high status amongst societies, but this does
not necessarily connote financial wealth. Foreseeably, the prospect of such
collaborations becomes all the more desirable for museums with limited financial assets.
Considering all the above, however, any museum can profit from investing in the capital
of cultural synergies. This essay argues that cultural synergies are crucial for the
viability of all museums in the 21st century, let alone for those lacking in financial
means. It further proposes that museums treat their synergistic nature as an inherent
asset, ready to be exploited when needed.81 For their highly-esteemed position amongst
communities results in a limitless cooperative capacity that could itself be viewed like a
competitive advantage in its own right. As a contemporary saying quotes, collaboration
is the new competition.

2.4. THE ATHENIAN ARTSCAPE
To continue with the outline of the cultural sector in the Greek capital, it should now be
useful to present the preeminent art museums of Athens. With a specific focus in
modern and contemporary art, the essay shall mainly consider institutions that produce
discourses relevant to these artistic periods. It is important to note that the short case
studies presented below all derive from the private sector. The basis for this decision
was the fact that the state’s museums for modern and contemporary art are yet to be
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fully operational.82 Given this, it is sensible to consider the organisations presented
hereunder in a frame freed from the state’s direct influence over their programming and
marketing practices.
• Benaki Museum
Founded in 1931 by Antonis Benakis, the Benaki Museum is dispersed in nine satellite
locations around Athens, featuring a vast collection of artworks dating from prehistoric
to modern times. Throughout its evolution to date, the Benaki Museum has lead the way
of museum programming in Greece; it was amongst the country’s first museums to
launch a specialised educational section, in 1978.83 It is with great pride that this essay
presents first-hand insights from the Benaki Museum’s current Director of Educational
Programs, Maria-Christina Destouni. Due to their impact as liveable experiences per se,
Destouni supports that program offerings can efficiently conduce to audience
development, but also stresses the importance of a museum’s wider efforts to form
strong bonds and build reciprocal relationships with its audiences. She highlighted the
contributions of the Benaki Museum’s educational department in the production of
impactful programs for different target groups, including teenagers, a seemingly hardto-please segment, as well as people with disabilities or any other accessibility issue. As
one may guess, the Benaki Museum employs an inclusive agenda and seeks to expand its
audience by reaching out to diverse social groups, who may not identify themselves with
the cultural environment of a museum. When asked about the role of learning and
entertainment in programming development, Destouni noted that the Benaki Museum
always aims to offer pleasant experiences, but that it is impossible to surpass their
educational component, due to the Museum’s very own nature and academic character.84
Here, it should be noted that the Benaki Museum is a co-organiser of the annual
CoMuseum international conference and museum platform, which promotes the
development of successful museum practices worldwide.
• Museum of Cycladic Art
The Museum of Cycladic Art was another pioneer in the birth steps of Greek museum
education. The Cycladic Museum has also been distinguished for its innovative
programming: it regularly hosts temporary exhibitions of modern and contemporary art,
aiming to frame its ancient collections by means of parallel conversation. The
simultaneous promotion of cultural heritage and contemporary artistic production is not
only a strategic goal to attain, but a marketing strategy to praise, too.
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• Β&Μ Theocharakis Foundation
Just a few blocks away from the Cycladic Museum and the Benaki Museum’s central
building, one will encounter the Bassilis & Marina Theocharakis Foundation. As is a
common motif in the genealogy of modern Greek museums, this institution was the fruit
of a visionary couple’s mission to contribute to the world of visual arts and music. The
B&M Foundation opened its gates in 2007, with a particular emphasis in aiding new
audiences to familiarise themselves with the museum space.85 The Theocharakis
Foundation was one of the institutions to accept the essay’s invitation for a virtual
interview, answered by its General Director, Dr. Fotis Papathanasiou. In response to a
general enquiry on audience development, the organisation stated that it has always
approached this goal by offering a range of events that include exhibitions, concerts,
lectures and educational activities. Regarding programming development, its offerings
include programs specifically designed for families with children, while the rest can be
costumed for different age groups. On facilitating the museum visit experience, the
foundation stated that it is utilising new digital means, like the Clio Muse application of
self-guided audio tours, while it stressed the importance of social media for
communicating with its audience.86
• B&E Goulandris Foundation
The B&E Goulandris Foundation opened its doors to the public in October 2019, only to
close down less than six months later due to the COVID-19 crisis. Founded by Basil and
Elisa Goulandris as the metropolitan extension of their Contemporary Art foundation on
the island of Andros, the museum features part of the couple’s outstanding collection of
modern and contemporary art. Already by the second month of its operation, the
museum articulated its radically innovative orientation by launching a cycle of yoga
classes that took place amongst its exhibit installations, following a paradigm set by
internationally acclaimed institutions like the Met and Centre Pompidou.87 The museum
later hosted its first temporary exhibition, which solely included children’s art. All
artworks on display were created in response to an online engagement campaign during
the first wave of the pandemic, explained its president, Fleurette P. Karadontis, in a
panel discussion of last year’s CoMuseum online edition. Cases as such only attest to the
fact that experience-oriented programming practices may serve as marketing strategies
per se. It is also worth to note that the Goulandris Foundation often partners up with
local designers for its Museum Shop’s projects, as do the Benaki and the Cycladic
museums.88
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• Onassis Stegi
Branded as “the place where contemporary culture meets aesthetics and science,” the
Onassis Stegi was created as part of the homonymous foundation, as per the will of
Greek shipping tycoon, Aristotle Onassis.89 Unlike all aforementioned institutions, it
comes under the ‘cultural centre’ category and is distinguished for its diverse agenda
and multidisciplinary programming. What is particularly praiseworthy is the
organisation’s marketing proposition to “stay close not closed” amid the second wave of
the pandemic. In face of another lockdown, the Onassis Stegi initiated a number of
programs that defy the limits of self-isolation. For example, in December 2020, it
adopted the Consultations poétiques initiative by Théâtre de la Ville (Paris). To
participate, audience members book their appointment and then receive a call by
acclaimed actors who shall engage them in twenty-minute-long therapeutic poetry
sessions.90 More recently, Stegi launched Stages A/live, a series of pre-recorded live
performances by musical groups and artists of the Greek indie scene. Hosted across
various underground venues in Athens to be enjoyed on demand from the comfort of the
audience’s homes, this alternative type of concerts may not be the same as ‘the real
thing’, but it is certainly a quick-witted way to keep Athen’s profuse gig culture alive.91
• Stavros Niarchos Foundation Cultural Centre (SNFCC)
Established upon the death of Greek shipping magnate Stavros Niarchos to carry on his
for-public-benefit legacy, the SNF announced the creation of an educational park that
would also house the National Library and Opera in 2006.92 The SNFCC was delivered to
the Greek state in 2017 and has been producing over three thousand events on a yearly
basis ever since. Its programs encompass various art forms and cultural activities that
aim to engage people in the idea of a ‘public space’ similar to that of the ancient greek
agora. Upon the outburst of the pandemic, the digital transmission of past and new
events naturally became a requisite of the organisation’s final products. While its
Programming and Production Director, Gabriella Triantafylli, views the pandemic as an
opportunity for institutions to enlarge their audiences and build on international
partnerships beyond their physical reach, she also advocates physical presence as a vital
aspect of cultural participation.93
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As, however, cultural participation rates in Greece have been persistently low in the
past decades [Fig. 7], the effects of strategic programming on audience development
remain to be seen.94 What could certainly be deduced from the contents of this chapter,
though, is the necessity of a teamwork alliance between the programming and
marketing departments of any organisation. With the museum product quality directly
influencing the audience’s perception of and engagement with art institutions, market
involvement should play a critical role both in programming and audience
development.95 To formulate strategies that feed this interchange, museums must first
understand what motivates their attendants, which will be the main subject of the
following chapter.

Figure 7: Cultural Participation during the past 12 months in EU
countries, by cultural activity, 2015.
(% share of population aged ≥ 16 years).
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Chapter 3: Museum Spectators
“Historically the arts sector has said ‘we’re providing this because it’s good for you, and it’s good
for you because we say so.’ But now it’s more important to listen […]”96

3.1 THEORETICAL

APPROACHES TO MUSEUM VISITOR STUDIES

Segmentation Methods
As mentioned above, the museum audience contains different members, who can be
divided into target groups via the segmentation process. There are many variables that
can result in the identification of distinct segments. Demographic segmentation
categorises the audience on the basis of personal data like age, sex, ethnicity,
education, income and occupation. Psychographic segmentation distinguishes consumers
according to their social class, lifestyle and personality traits, while behavioural
segmentation focuses on the market’s knowledge of and attitudes towards the museum’s
products and services. Museum consumers may also be segmented based on: the
occasions that they choose to engage with the museum space (Occasion); the outcomes
they seek in these engagements (Benefits sought), as well as their user status,
depending on which they can be further identified as non-users, light users and heavy
users (Usage).97 As far as audience development goals are concerned, therefore,
museums are tasked with converting non users to light users and light users to heavy
users, all whilst engaging diverse segments.98 Reasonably, this challenging task requires
that institutions apprehend the reasons behind the audiences’ intention to attend
museums —or not.

Motivational Grounds
Motivation research is only one part of a major museum project known as visitor studies,
or audience research, as this essay prefers. For many museums, audience research is a
relatively new tool, in spite of the fact it emerged as early as a century ago.99 Audience
research can be understood to encompass another quartet of frequently coinciding
fields, namely: exhibition design, programming development, building and facilities
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planning, and additional services provided.100 Apart from the audience development
research per se, in other words, all remaining areas relate to distinct facets of the
museum product, as that was detailed earlier. Subject to the degree that audience
research seeks to determine the quality of experiences offered by a museum, a great
portion of museum research can be regarded as marketing research.101 Within this
context, the volume of motivation research existing today shows that people choose to
attend museums mainly due to the reasons outlined below, which also correspond to
different aspects of the museum experience:
a) cognitive/intellectual, such as acquiring new knowledge or enhancing one’s
understanding;
b) introspective, as in experiencing different emotions through or reflecting on the
meaning of art;
c) aesthetic, grounded on taking pleasure in the viewing of art;
d) social, like spending time with loved ones or meeting new people, and;
e) recreational, meaning for leisure. 102

Access Barriers
On the opposite side, there also are various causes that may prevent a potential
consumer from using the museum product. Cultural theory has borrowed from the
sociological notion of disability to describe anything that could act as a barrier between
the audience and their access to museum space.103 More specifically, access barriers can
be: physical/sensory (mainly concerning old people and people with disabilities);
intellectual (like insufficient exhibit interpretation); cultural (e.g. non-relatable
exhibition themes); attitudinal (like experiencing behavioural pressure or unfriendliness
from museum staff), and cost-related (ticket price, transport time, etc). According to
Maslow’s theory on the hierarchy of human needs, average museum attendants are likely
to be above middle class and well educated. The connotation of this hypothesis is that
only individuals who satisfy their lower-order physiological and safety needs are able to
develop additional social needs, which is essentially the foundation of the negative
critique of museums as elitist institutions.104 More recently, however, new community
theories have designated museums as third places, a term used to describe social
surroundings that are open to the public and distinct from the common environments of
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homes and workplaces. Considered as civic and participatory venues, museums are now
entering a new era, which seeks to redefine social norms, rather than reproduce
them.105 Even this argument, though, does not negate that the key for an individual’s
decision to engage in a museum space is the identification of their personal needs with
this very space and the activities related to it.106 Museums should therefore utilise both
aforementioned theories towards the end of expanding their space in ways that will
allow them to ‘accommodate’ a wider portion of the population, or the breadth of
audience foreseen by their mission statements. To actualise this upgrade, museums have
to do more than merely imagine what their visitors want: they have to ask them directly.

3.2. MUSEUM VISITORS SURVEY
Executive Summary
Conceptualisation
The primary research was devised as to entail both sides participating in the envisioning
of the museum experience: that of museums per se, as has been attempted in the
previous chapter, and that of the museum audience. The decision to undertake an
audience research survey was also based on the fact that visitor studies are still in a
premature stage in Greece, which served as an inspirational opportunity for the essay to
provide original findings relating to parts of the museum sector and audience in
Athens.107
Limitations
Owing to the pandemic-driven situation during which this essay was written, the
audience research had to take the form of an online questionnaire. Inasmuch as this may
be a practical way to conduct a survey, it poses severe limitations on the scope of the
respondents’ sample. Naturally, the people who are most likely to respond to any survey,
are usually the ones already interested in its subjects and hence inherently inclined to
share their opinions.108 By implication, the opinions of less invested individuals, which
are generally thought to be more valuable, are much more difficult to obtain, let alone
when approached through open invitations to online surveys. Seeing as circumstances
made it impossible to distribute the questionnaire otherwise, the survey was posted on
various social media platforms by the author, which means that its findings are
susceptible to systematic bias.109 Unsuccessful in overcoming extraneous sampling
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factors (frame & selection bias), the research presented below can mainly be effective
with regard to the distinct segments detected in its sample.
Design, Goals & Piloting
The survey was designed according to the Kotlers’ principles for museum marketing
research and Earl Babbie’s general guidelines for social research. The survey’s main
objectives were to depict the profile of detected segments in the museum audience of
Athens and to record their views regarding the offerings and services of local
institutions. More specifically, the questionnaire intended to shed light on the following
questions:
• What prompts audience members to attend museums? What could prevent them from
doing so?
• What does the audience look for in a museum experience? Which of said experience’s
aspects are most exciting?
• What is the audience’s desired level of participation in museum programs?
• What kinds of programs are expected to be on offer and what types of synergies could
be pursued by local museums?
• What are the amenities sought after by the public in museums and what other places
could serve as an extension of the museum space?
Drawing on the range of visitor studies and relevant material of this essay’s bibliography,
the survey commenced with an intriguing lead question and continued with a relevantly
‘easy’ set before moving to more intricate ones. Demographics were enquired last and
accounted for a sum of eight (seven plus an optional sub-question) out of the survey’s
total 28 and mostly closed-ended questions. The remaining twenty were either formed
as multiple choice and matrix questions or rating and Likert scales. The survey
deliberately excluded the target audiences automatically attracted by museums (i.e.
school-aged children and tourists) as to emphasise the views of local communities and
stress the need for museums to form strong bonds with them, especially when
international cultural tourism is a problematic option.110 The target audience of the
questionnaire were therefore adults with variant levels of exposure to the Athenian
artscape, and/or some rudimentary record of the Greek museum sector. Although there
was no intended limitation on nationality, gender and education, the distributional
restriction greatly affected the draw of the sample. In order to reach respondents, the
survey was posted on the author’s Instagram, Facebook and LinkedIn profiles, as well as
in a public art related group page on Facebook. Although not effective in avoiding
sampling error, this approach proved to be successful regarding the number of
participants. The survey ran from 16th to 30th November 2020 and received 250
responses. It was set up on Google Forms, which mainly serves for data collection
110
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purposes. A limitation relating the representation of data was due to many questions
demanding the ability to select multiple options as answers, which unfortunately was
not supported by the tool’s ability to filter separate options. As a result, it was generally
difficult to produce pivot tables that could bring together different data sets from
distinct questions. Upon reconsideration, it would also have helped to publish the
survey’s link in more public groups on social media, whether art-related or not. A ‘draft’
version of the questionnaire was piloted with four individuals, two of whom work in the
Greek museum sector, while the other two are only familiar with it as consumers. The
average completion time of the questionnaire at that stage was 8’. The final version was
achieved after three pretests and is based on the pilot participants’ optimisation
suggestions. The collected data will mainly be analysed with descriptive statistics due to
the length and scope of this dissertation project, which also affects the number of
questions that shall be fully detailed below.111 For future reference, audience research is
a time demanding and resource consuming project that unfortunately can not be
supported by all museums. The paper thus invites art institutions to host research
programs that could incorporate emerging cultural workers into the museum sector,
even through voluntary work.

Survey Results & Research Findings
The survey’s participants were mainly Greek (97,2%), with the remaining seven people
coming from different ethnic groups. Most participants resided or had resided in Athens,
while out of the 37 participants who never did, only two of them were foreigners whose
knowledge of the Greek museum sector could be called into question. While women
accounted for 201 of the survey’s 250 respondents, the sample’s age groups seemed to
be more equally distributed. Specifically, 41,2% were aged between 40-59; 34,4%
between 25-39; 17,6% between 18-24, and 6,8% were over 60 years old. Accessibility
issues to internet technology is a probable reason behind the relatively small percentage
of seniors. The sample’s education level was generally very high, with 84,4% having
obtained higher education degrees. From the remaining participants, 28 had some
college education, eleven had achieved high school diplomas, while just one individual
had only completed their primary education. The questions analysed below are divided
in two groups, independent from the questionnaire’s sections. The first set explores the
sample’s profile, as rendered through their general attitudes and beliefs about art.
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Part I
The opening question asked participants whether they would describe themselves as art
lovers, to which the vast majority (92,8%) responded affirmatively. Interestingly, though,
only one of the eighteen non-art lovers had not been in an art museum in the last twelve
months, along with ten other individuals, meaning that an impressive —considering the
circumstances, portion of the sample (95,6% ) had visited a museum at least once during
the past year [Table 1]. Question 3 sought to specify the audience’s degree of
participation in art programs and exhibitions, with almost half of the respondents
placing themselves between fully active participants and totally passive visitors [Table
2]. This should come as no surprise given that today’s museum audiences are more
educated and demanding compared to older generations; as cultural strategist Bonita
Kolb supports, this particular type of “cultural participants” are interested in the arts,
but also insist on being entertained, and more importantly, on being involved.112

Table 1: Frequency of Museum Visits in the Past 12
Months
57.60%

27.60%
10.40%
4.40%
No visits in the past year

Just once

Two or three times

More than three times

Table 2: Desired Level of Participation during Museum Visits

16.40%
In-between
Active Participant
Passive visitor
48.40%

35.20%
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As mentioned previously, social media pages have evolved to the principal
communication channel between museums and their audiences, possibly due to the
leeway they provide for the latter to have their voices heard; it is no wonder that social
media were voted as the most popular means for museum promotion, counting 218 ticks,
followed by traditional media (145), word of mouth (133) and newsletter subscriptions
(122). Question 5 investigated the reasons that lead to a museum visit, with respondents
primarily indicating their general interest in art or in particular art forms and programs
as the most probable causes. “Lack of interest,” however, was the response to hit most
clicks in the immediate question demanding the reasons for avoiding a museum visit
[Table 3]. This paradox indicates that the audience’s predisposition to attend museums
is not always met with their expectations of museum offerings, thus denoting a grave
gap between the producers of the museum spectacle and its spectators. Considering the
above results, the sample also seems to possess a high level of cultural literacy, arguably
prompting more reliable responses.113

Table 3: Reasons Preventing a Museum Visit
Lack of interest

112

Cost

109

Time-consuming activity

Uncomfortable expirience in the past

Venue rules

86

19

17

To conclude with the sample’s profile, the next couple of questions (7&8) aimed to
determine the benefits desired by museum attendants, as well as the most stimulating
takeaway values of the museum visit. Once again, participants were able to select more
than one responses. The ‘aesthetic’ and the ‘cognitive’ emerged as the most appealing
elements of the museum experience (206 and 189 counts respectively), with learning,
inspiration and creativity marked as the most popular outcomes amongst more than 70%
of the sample. Advantages linked to the ‘introspectiveness’ of the museum visit, such as
meaning-making, spirituality and sense of belonging, were favoured more than the pure
enjoyment of museum-going as a pastime activity. Curiously, the social aspects of the
experience were the least sought after by the sample. The above results diverge from
113
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previous research presenting the social and recreational as equally or even more
important than the educational and cerebral facets of the museum experience.114 More
precisely, they imply that this portion of the population chiefly associates museums with
traditional values like knowledge, learning and improvement. Further, it could be
assumed that the museum is primarily perceived as a space for aesthetic and intellectual
experiences to be enjoyed in solitary, rather than a public place for communal
encounters and interactions with art.

Part II

Table 4: Sample’s Comparative Perspectives on
Overall Quality of Museums in Athens
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Τhe second set of the survey’s questions was devised to investigate the sample’s
perspectives on the overall quality of museums in Athens, their current and prospect
program offerings and services. Asked to rate local institutions in terms of their
openness and accessibility (Question 10), more than half of the participants (57,6%)
responded “To some extent,” with 95 of them (approx. 66%) having ambivalent views on
the user-friendliness of museum architecture (Question 17).115 Questions 11a&b asked
respondents to compare the “resources, services, programs and products of museums
and cultural centres in Athens” with “those of other European capitals” and “other
Greek cities and places,” respectively. Although the results can be seen above [Table 4],
it should be interesting to consider them jointly to another couple of questions.
Specifically, Question 12 called participants to indicate their overall satisfaction with
the offerings of museums in Athens on a Likert scale: 110 individuals (44%) stated they
were ‘Neither satisfied or dissatisfied’, while the option ‘Satisfied’ ranked second by a
narrow margin of two votes (43,2%). At this point, it should be noted that participants
primed product variety when asked to pinpoint the areas (5Ps) in need of most
improvement (Question 19) for museums to offer better services [Table 5].

Table 5: Impact of 5P’s in Museum Experience
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Question 13 invited participants to select the programs they would like to accompany art
exhibitions. The available responses are cited below, along with the votes they received:
•
•
•
•
•

Behind-the-scenes tours (186);
Meet-the-artist opportunities (133);
Participatory experiences (133);
Age-specific educational programs and workshops (120);
Film screenings (87)

Interestingly, the three top options are also amongst the least frequent programs to
occur within the Greek museum sector. As said programs are far more typical in large
institutions abroad, the outcomes of this query are consistent with the sample’s
responses to previous Question 11a. Moving forward, Question 14a sought to determine
the sample’s liking of common offerings in Athenian museums. Guided tours and gallery
talks gathered the most votes (229), highlighting the universal need to aid the art
interpretation process. Independent arts&crafts workshops and special exhibition events
(e.g. preview) were also highly favoured, counting 225 and 219 votes respectively.
Commercial events like Museum Shop sales and bazaars were also well liked (208 votes),
while the venue hire service received the least votes (161).
The following questions are the most relevant to the central topic of this paper.
Question 14b presented participants with a catalogue of thirteen ‘extracurricular’
museum programs and events, asking them to state whether they would like to attend
them. Some of the agenda’s items are more typical within the museum context (e.g.
‘Children’s events’), while others might be seen as radically innovative and perhaps not
at all museum-specific (e.g. Food&beverage tastings). The participants’ responses can
be viewed in the graph below [Table 6]. As the implementation of such programs is
usually conducted on the basis of target segmentation by demographic variables, the
audience’s preferences by age group are shown in the next figure [Table 7]. Contrary to
the belief that the youth rejects museums for being reminiscent of cultural
hierarchies,116 younger demographics appeared to be open to both conventional and
novel programming ideas. In general, the average of positive responses declined as the
age ranges of the segments increased, denoting that older people possess decreased
receptiveness. Notwithstanding the above, certain proposals were quite popular amongst
all age groups, namely: activities for elderly people; seated concerts and dance shows,
and to some surprise, literary events. Site-specific and live music performances also
received many upvotes, while cocktail nights, dance parties and physical activities were
the least liked activities for all ages. The responses to this question shall serve as the
foundation for the programming propositions of the essay’s last chapter.
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39

218
211
73

46
46

204
204
201

177

150
114
116

136
134

Dance parties

196

Physical activities

49

Cocktail parties

32

Tandem language meetups

I would like that

Celebratory events

225

Art sales

228

Art therapy sessions

25

231

Live performances from local artists

22

Children's events

19

Literary events

Site specific performances, video projections

Activities for elderly people

Seated music concerts and/or dance shows

Table 6: Popularity of Additional Museum Programs

I would not like that

54

100

43

Table 7: Popularity of Additional Museum Programs by Age Group
Age group
Program/Event type

18-24

25-39

40-59

60+

(44)

(86)

(103)

(17)

Would like
that

Would
NOT like
that

Would like
that

Would
NOT like
that

Would like
that

Would
NOT like
that

Would like
that

Would
NOT like
that

Seated music
concerts and/or dance
shows

93.2%

6.8%

91.9%

8.1%

93.2%

6.8%

88.2%

11.8%

Live performances
from local artists (DJ
sets, band gigs, etc)

90.9%

9.1%

88.3%

11.7%

71.8%

28.2%

82.4%

17.6%

Site-specific
performances, video
projections on the
museum's/
organisation's
building

90.9%

9.1%

94.2%

5.8%

88.3%

11.7%

76.5%

23.5%

Celebratory events for
UN 'World Days',
national
anniversaries, etc

79.5%

20.5%

74.4%

25.6%

81.6%

18.4%

76.5%

23.5%

Children's events (e.g.
game evenings and
movie/sleepover
nights)

79.5%

20.5%

83.7%

16.3%

85.4%

14.6%

94.1%

5.9%

Activities for elderly
people (e.g. creating a
living archive off their
memoirs)

88.6%

11.4%

90.7%

9.3%

91.3%

8.7%

100.0%

0.0%

Literary events
(poetry nights, book
clubs, etc)

93.2%

6.8%

83.7%

16.3%

86.4%

13.6%

94.1%

5.9%

Tandem language
exchange meetups

72.7%

27.3%

73.3%

26.7%

66.0%

34.0%

82.4%

17.6%

Art therapy & mental
well-being sessions

88.6%

11.4%

82.6%

17.4%

77.7%

22.3%

76.5%

23.5%

Physical activities
(e.g. dance classes,
pilates)

63.6%

36.4%

64.0%

36%

44.7%

55.3%

41.2%

58.8%

Cocktail parties,
food&beverage
tastings

79.5%

20.5%

67.4%

32.6%

46.6%

53.4%

52.9%

47.1%

Local art sale, pop-up
stores

93.2%

6.8%

83.7%

16.3%

73.8%

26.2%

70.6%

29.4%

(Themed) Dance
parties

81.8%

18.2%

65.1%

34.9%

36.9%

63.1%

23.5%

76.5%

84.2%

15.8%

80.2%

19.8%

72.6%

27.4%

73.8%

26.2%

AVG

*Colours reflect percentage weight per column
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Investigating the literal expansion prospects of the museum space, Question 15 asked
participants whether museum programs should only be held within the museum space, to
which 201 individuals (80.4%) answered negatively. Question 16 then invited respondents
to indicate where they could envision the occurrence of museum programs. The
rationale for posing this query was to designate sites that could host events whose
execution might be impossible or inappropriate within a given museum. The popularity
of the places that could host museum programs can be seen in the chart below [Table
8], while the following figure [Table 9] presents the sample’s replies according to their
general stance on the spatial extension of museums. Curiously enough, the responses of
individuals who had answered affirmatively to Question 15 were compatible with those
of participants in support of expanding the museum space. These results will also be
more thoroughly utilised in Chapter 4.

Table 8: Popularity of Places to Host Museum Programs

I would like that

I would not like that

Abandoned and/or historic buildings

242 8

Ancient monuments & archaeological sites

241 9

Other museums/cultural centers

233 17

Nature and/or outdoor urban space

230 20

Industrial facilities

219 31

Online

213 37

Cinemas & theatres

208 42

Digital

Fashion/designer stores

Wineries, bars & restaurants

Hotels and/or private properties

184 66

141 109

139 111

127 123
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Table 9: Popularity of Places by Preference on Museum Expansiveness
Respondents

Proposed places

BEYOND Museum Space supporters
(201)

WITHIN Museum Space supporters
(49)

Would like that

Would NOT like that

Would like that

Would NOT like that

Industrial
facilities

92.5%

7.5%

67.3%

32.7%

Abandoned and/
or historic
buildings

98.0%

2.0%

91.8%

8.2%

Cinemas &
theatres (openair and indoors)

86.6%

13.4%

69.4%

30.6%

Ancient
monuments &
archaeological
sites

96.5%

3.5%

98.0%

2.0%

Nature and/or
outdoor urban
space

95.0%

5.0%

79.6%

20.4%

Fashion/designer
stores

59.7%

40.3%

42.6%

57.4%

Wineries, bars &
restaurants

57.7%

42.3%

46.9%

53.1%

Hotels and/or
private
properties

51.7%

48.3%

46.9%

53.1%

Online (website,
social media,
apps)

87.6%

12.4%

75.5%

24.5%

Digital (e.g.
videogames)

77.1%

22.9%

59.2%

40.8%

Other museums/
cultural centres

94.0%

6.0%

89.8%

10.2%

AVG

80.4%

18.6%

69.7%

30.3%
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As mentioned earlier, the programming development of a museum does not solely
concern the production of programs, but all the ancillary services offered within its
setting, too.117 The last question to be analysed (18) asked respondents to evaluate the
importance of said services [Table 10]. Since WiFi had accidentally been omitted from
the available responses, it must be mentioned here that certain museums offer free
internet as to enable visitors to utilise online media, while others support the purity of
experiencing art in flesh without distractions. The latter approach would automatically
turn any museum to an uninvitingly austere place, and by no means to the third place
that would effectively contribute to the growth of its space and audience. The essay’s
final chapter will now present programming suggestions in service of these strategic
goals, based on the aforementioned research findings and successful museum practices
from around the world.

Table 10: Importance of Facilities
200

Low

Medium

High

150

100

50

117

Locker rooms

Conference room/events hall

Outdoor space

Studio workshops/classrooms

Library and/or free workspace

Parking space

Café/restaurant bar

Shop

Seating areas (within the exhibition)

Seating areas (throughout the building)

Information desk

Toilets

Access for people with disabilities

Exhibition space

0

Ibid, p. 30-32 & Neil and Philip Kotler, “Can Museums be All Things to All People?” p. 276-7.
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Chapter 4: Museum Programming Suggestions
“What separates those who go to museums from those who do not is not whether they possess one
of these… basic categories of need, but rather whether they perceive museums as places that satisfy
these needs.”118
With regard to the previous chapter’s audience research survey findings, it could be said
that there is a relatively regular demand in the museum sector of Athens.119 The results
that were presented in relation to Questions 14b, 16 and 18, however, indicate that
there is a latent demand as far as programming initiatives are concerned. Apropos of
improving the offerings of museal institutions —and especially local ones, the essay
proffers the following proposals, which mainly correspond to ‘build’ and ‘develop new
product’ opportunities.120 The suggestions are divided into two groups, as seen below.

4.1. Program Design
Concentrated Targeting
A. Special Programs for Seniors
In spite of concerning a very specific portion of the population, activities for elderly
people were the most liked program suggestion amongst all age groups. This is
particularly interesting given that seniors are the fastest growing demographic of
museums.121 Considering this, more and more institutions are offering “creative ageing”
programs, which could include anything from internet lessons to psychiatrically designed
activities for people with Alzheimer’s disease.122 For instance, Liverpool’s National
Museum launched the “House of Memories” program, devised to permit people with
dementia to record their memories in a museal archive, with the aid of their carers.123
Similar archival projects for seniors come under a wider category of local community
programs that seek to utilise their contemporary history narratives.
118

Quote John Falk in: Samis and Michaelson, Creating the Visitor-Centered Museum, p. 17.

119

The six demand situations that are relevant to museums are explained by Neil, Philip and Wendy Kotler in: Museum
Marketing and Strategy, p. 25.
120

Ibid, p. 53-4.

121

John Reeve, “Prioritizing Audience Groups,” in The Responsive Museum, p. 53.

122

The term is defined as: “the practice of engaging older adults in participatory, professionally run arts programs with a
focus on social engagement and skills mastery”. Lawrence R. Samuel, “Creative Ageing,” in Psychology Today, 29
September 2017, https://www.psychologytoday.com/us/blog/boomers-30/201709/creative-aging#:~:text=Creative
%20aging%20is%20%E2%80%9Cthe%20practice,With%20millions%20of%20baby%20boomers.
123

National Museums Liverpool, “House of Memories,” in National Museums Liverpool, https://
www.liverpoolmuseums.org.uk/house-of-memories.
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B. Events for Young Adults
With the pandemic endangering older generations that have typically lead
demographics, museums are given the opportunity to redefine their relationships with
younger segments. As indicated through the research survey, young adults are eager to
participate in a variety of museum programs [Table 7]. The earliest events designed
exclusively for them were initiated in the United States, by museums like the Art
Institute of Chicago.124 Museums around the world have embraced a similar approach to
engage this segment, typically hosting social evenings, where art can be enjoyed
together with live music, often over food and drinks.

Multi-Segment Targeting
I. Art-related
• Behind the Scenes Tours
Such events can complement artistic displays by revealing the typically unexposed parts
of exhibition-related work, which may include archive visits, insights of the exposition’s
curatorial set up as well as painting restorations.125 With regard to the latter, in 2019,
the Rijksmuseum in Amsterdam inaugurated the highly successful and still ongoing
“Operation Night Watch,” the greatest ever research and conservation project to be
conducted on Rembrandt’s masterpiece, which can be seen by visitors at the museum (—
the operation takes places in a glass chamber), or followed online.126
• Interactive/Immersive Experiences
Museums can go as far as to involve audiences in the creation of artistic works. Providing
leeway for participatory experiences is becoming a widespread practice as spectators
seek to exercise their creative power. In a like manner, visitors are also drawn to
immersive exhibits which give them the sensation of participating in the artwork itself.
Immersive works of land art, like Jeff Koon’s giant flower puppy —renowned for creating
the “Bilbao effect” at the local Guggenheim Museum, can also engage the broad public
on top of providing an impressive artistic gesture to welcome museum attendants.127

124

Neil, Philip and Wendy Kotler, Museum Marketing and Strategy, p. 172.

125

Ibid, p. 300.

126

Geraldine Fabrikant, “Preserving the Past for Museum Visitors of the Future,” in New York Times, 23 October 2019,
https://www.nytimes.com/2019/10/23/arts/design/museum-conservators-public.html.
127

Samis and Michaelson, Creating the Visitor-Centered Museum, p. 12.
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• Art History Seminars
Providing the audience with content that will assist their overall understanding of and
interactions with art is another way for museums to be more inviting to more people. Art
education programs could also be instructed online or via other digital means.
• Art Therapy Sessions
Research has shown that artistic activities positively trigger mental activity; such
creative programs could thus contribute to the audience’s physical and psychological
well-being.128 It is no wonder that countries across the globe are now starting to
prescribe museum visits as mental health therapy.129
• Multicultural Exhibitions:
Featuring artists from underserved cultural groups in art exhibitions or programs will
certainly increase a museum’s chances to appeal to more members of said segments.

II. Extracurricular
• Literary Events
Such events could include anything from book clubs to creative writing seminars. On this
note, the British Museum offers a remarkable program that exploits its collections to the
end of improving the non-english-speaking audience’s language skills, by enhancing their
abilities to read, talk and write about art.130
• Music Concerts & Theatre/Dance Shows
This innovative approach is being embraced by museums whose lavish galleries provide
an ideal setting for any type of artistic performance. For example, the Museo del Prado
recently joined forces with the Asociación de Tablaos Flamencos de Madrid, resulting in a
mesmerising performance of traditional dance.131 Although audiences were only able to
enjoy the event on the museum’s Youtube channel, the initiative poses a brilliant
paradigm that could go well beyond online engagement when the situation returns to
normal. On a relevant note, institutions could even benefit from offering venue hire

128

Samuel, “Creative Ageing.”

129

Nicholas Yatromanolakis, current General Secretary for Contemporary Culture to the Hellenic Republic’s Ministry of
Culture and Sports revealed that Greece is also in the process of institutionalising art prescription in the Virtual 10th
CoMuseum International Conference’s “Panel Discussion.”
130

Alexandra Bounia, “Προσεγγίζοντας Διαφορετικές Κοινότητες: Δράσεις κοινωνικής ένταξης, διαπολιτισμικής
αγωγής και διεύρνσης της προσβασιμότητας για εμποδιζόμενα άτομα,” in Μουσειακή Μάθηση και Εμπειρία στον
21ο Αιώνα, p. 138.
131

Museo del Prado, “El Museo del Prado da vida a sus obras de la mano del arte flamenco,” in Museo del Prado,
https://www.museodelprado.es/actualidad/noticia/el-museo-del-prado-da-vida-a-sus-obras-de-la-mano/102b4872adc9-1317-6c9e-de7c3701ae6d.
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services to different cultural producers, as did the Louvre by hosting a virtual ‘Beyoncé
tour’, after the Carters recorded a videoclip at the museum.132

• Other
Depending on their target segments and overall market demand, museums could further
provide:

- Events for national celebrations of different ethnic groups or United Nations’
-

International Days;
Physical activities like dance classes or yoga sessions;
Art sale events, book bazaars, etc

4.2. Service Optimisations
• Synergies & distribution channels
Partnering up with other parties to multiply the distribution venues or formats of
individual museum products is definitely a way to intensify exposure to and accessibility
for diverse audiences. Museums should therefore consider the prospect of ‘branching
out’ from their space, which can be achieved through collection lending, travelling
exhibitions, as well as via distributing their products and programs in unexpected forms
(e.g. shop merchandise and educative video games for children) and locations.
Concerning the latter, it should be useful to refer to the options provided in survey
Question 16 [Table 8]. The selection presented there, however, is indicative rather than
exhaustive; putting their imagination to work, organisations could temporarily expand in
hospitals, retail centres, airports, and so on.
• Online presence
As highlighted during the pandemic, the online museum experience can be as important
as a physical visit to the museum. Institutions must definitely treat their online
presentation as complementary to the museum visit; additionally, they could think of
ways to combine the two simultaneously.
• Exhibit Interpretation
If museums want to make their art accessible to a wider population, it is recommended
that they develop content to match different levels of cultural literacy. That way, they
can appeal to new audiences, whilst tackling the issue of exclusion from the museum
environment. In light of facilitating the meaning-making process, museums can even
allow visitors to comment on artwork labels, or even produce their own. Art invigilators
should also be adequately trained to provide information when needed. Moreover, the

132

De Font-Réaulx, “Creativity, Inventiveness, Benevolence.”
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text of art labels, exhibition catalogues, and audio-guides, should be available in all the
languages spoken by museums’ target audiences, especially if these include minority
ethnic groups.

• Opening hours
Respondents to a previous visitors study proposed that museums expand their opening
hours and operate at night, too.133 Understandably, not all museums can do so on a daily
basis due to limited human/financial resources, or even legislative restrictions. As,
however, this practice would certainly appeal to a large part of the population (i.e.
professionals who, unable to attend museums after work, may only visit on weekends),
museums should consider extending their opening hours on the basis permitted by their
capacities.
• Behavioural orientation
With museums seen as behaviour contexts, where people are expected to act in a
certain manner (i.e. not to touch objects or talk loudly)134, it should be useful for
institutions to provide instructions as to aid the enjoyment of displayed artworks. On the
other hand, museums could also benefit from defying such principles, by inviting
audiences to behave in ways incompatible with the museum setting, by applying, for
example, a pyjama dress code, or allowing visitors to touch exhibits, whenever possible.
Offering unusual and adventure-based experiences can also contribute to audience
development.135
• Pricing options
Last, museums seeking to attract segments from different socio-economic backgrounds
should offer distinct pricing plans or benefits for each group. Hosting a free-admission
day on a regular basis could also have a positive effect.

Conclusion
Investigating the expansion of the museum space and audience, the essay commenced
with a short historical note on the appearance of museums, tracking their development
to date. The first chapter ended with a brief introduction to the museum sector in
Athens, which was the subject of the paper’s primary research. It then moved to
examine the significance of distinct marketing tools relevant to audience development,
133

13, p. 4

134

38, p. 43

135

As supported in: 11
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alluding to diverse museum debate issues and further providing first hand insights from
Greek museum professionals. From there on, the essay progressed to assess museum
visitor theories, prior to presenting the results of its own audience research survey.
Based on these and thus with special reference to institutions of the Greek capital, the
final chapter provided programming proposals and utility optimisation suggestions for
museums to act not only as art exhibition spaces, but also as communal third places.
Whether labelled as museums or cultural centres, all such institutions are seen to be
ranging along a spectrum that is narrow on the one end, while increasing in breadth on
the other. Museums positioned near the former tend to be set in the past, presenting a
rather obsolete view of their missions, offerings and audiences. It is high time for them
to shift their stance and orient themselves together with the organisations expanding
towards the other direction; towards the future. It is precisely for museum continuity
that cultural managers have started to abstain from traditional agendas, in search of
programming practices and partnerships with audiences, artistic producers, institutions
and other parties that can effectively aid their sustainable development. Borrowing from
digital technology terminology, the essay presented programming as the planning for a
shared code of standard museum offerings and services, on top of each museum’s unique
programs. In this sense, the essay attempted to show how programming development
should be instrumentalised in service of audience development, thus connoting the need
for the production and marketing departments of any organisation to function as a single
unit for efficient business development. As supported by a good deal of existing
literature, audience development should no longer be thought in terms of increasing
visitorship rates. To sustain audience development, museums need to build horizontal
relationships with the public, as to permit reciprocal exchanges that will nurture both
and provide each with their desired benefits. As might any relationship, the bond
between museums and their audiences will most probably change throughout time, but
the prerequisite for it to last is as simple as discourse; the new ground for interactivity
in the museum space.
Museums have historically been accustomed to addressing their audiences. Having long
entered an era that demands them to listen as well, museums can achieve success by
upgrading their space and services, investing in the capital of synergies, and hence
improving the overall quality of the museum experiences they provide. For what brings a
museum closer to society is the offering of special museum experiences through
exhibitions and other programs. By rendering a diverse plethora of such experiences,
museums will increase the public’s exposure with art, which in turn shall reinforce their
relevance in societies. Because simply by exposing audiences to different experiences
and perspectives, they give them a chance to grow. All along, museums have been places
for inspiration and creation, yet it is now time for them to also act as places for social
changes. Expanding the museum space should thus be understood as expanding the
public space of art. And not only is art a universal language that can facilitate the
53

production of cross-cultural dialogue on pivotal issues of human existence, but it is also
“[…] what makes life more interesting than art”.136

136

Quote by Fluxus artist Robert Filliou. Encountered in: Art Viewer, “Robert Filliou at M HKA,” Art
Viewer, 17 January 2017, https://artviewer.org/robert-filliou-at-m-hka/.
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APPENDIX A
This section includes the following:

- A brief note concerning the conception of this paper’s intended primary research and the
-

limitations of conducting interviews —even virtual ones— during the time that it was
written.
The interview questions (in Greek).
The responses from institutions/practitioners who accepted the essay’s invitation to a
virtual interview (also in Greek).

Originally, the essay intended to base the greater part of its second chapter on interviews
conducted with museum professionals from the following institutions:
•
•
•
•

Museum of Cycladic Art
Benaki Museum
B&E Goulandris Foundation
Onassis Stegi

As the Benaki Museum was the only one to respond positively, the author then addressed
the B&M Theocharakis Foundation, which also accepted the interview invitation.

Interview Questions for Museum Professionals
Ευχαριστώ θερμά που αποδεχτήκατε την πρόσκλησή μου να συμμετάσχετε σε μία
εικονική συνέντευξη για την πτυχιακή εργασία μου, με τίτλο: “Expanding the
Museum Space: Innovative Programming and Audience Development”. H συμβολή σας
εκτιμάται ιδιαίτερα καθώς θα αποτελέσει μέρος της πρωτογενούς έρευνας, η οποία
εξετάζει τον μουσειακό χώρο της Αθήνας τόσο από την πλευρά των θεσμών και
των επαγγελματιών του, όσο και από αυτή του κοινού του. Το εύρος της έρευνας
περικλείει μουσεία και ιδρύματα τέχνης διαφορετικών εποχών, καθώς και σύγχρονα
πολιτιστικά κέντρα με επίκεντρο τις εικαστικές και τις παραστατικές τέχνες. Μέρος
της έρευνας μελετά τον διαχωρισμό του ‘παραδοσιακού’ —από προγραμματιστικής
απόψεως— μουσείου και των πιο ‘εξελιγμένων’ πολιτιστικών οργανισμών, με σκοπό
την αξιολόγηση κάθε πιθανής τους διασταύρωσης. Οι ερωτήσεις αφορούν θέματα
όπως strategic programming, audience development, target segmentation, etc. Μπορείτε
να απαντήσετε σε όποια έκταση επιθυμείτε, όμως οι σύντομες και περιεκτικές
απαντήσεις θα βοηθούσαν ιδιαίτερα στην κατηγοριοποίηση των δεδομένων.
###
Ερωτήσεις:
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1) Ποια είναι η θέση του Οργανισμού σας στην πολιτιστική σκηνή της
πρωτεύουσας και πως προσπαθείτε να διευρύνετε το κοινό σας;
2) Πως θα περιγράφατε το υπάρχον κοινό του Οργανισμού σας; Ποια είναι τα
τμήματα κοινού που στοχεύετε αυτή την περιόδο και ποιο το κριτήριο επιλογής
τους;
3) Πως αντιλαμβάνεται ο Οργανισμός σας την έννοια του ‘visitor experience’; Με
ποιους τρόπους προσπαθείτε να διευκολύνετε την εμπειρία των επισκεπτών
σας;
4) Ο Οργανισμός σας διακρίνεται για τα Προγράμματα που προσφέρει στο κοινό
της πόλης. Από πότε χαρακτηρίζει αυτό τον Οργανισμό σας και πως συνδέεται
με το προφίλ, τις αξίες, και την αποστολή του; Προηγήθηκε κάποια πειραματική
δράση (σε μορφή προγράμματος, εκδήλωσης, ή λειτουργικής πρακτικής) που
‘πέτυχε’ και συνεχίζει να εξελίσσεται;
5) Πιστεύετε ότι τα Προγράμματα που προσφέρει ένας πολιτιστικός οργανισμός
μπορούν να αποτελέσουν το κύριο εργαλείο για την επίτευξη της ανάπτυξης
του κοινού του; Ποιες άλλες στρατηγικές ή τακτικές πλαισιώνουν αυτή την
προσπάθεια;
6) Ποιος είναι ο ρόλος του κοινού στην διαμόρφωση των προϊόντων και υπηρεσιών
που του προσφέρετε; Ποια κανάλια γεφυρώνουν την μεταξύ σας επικοινωνία;
7) Ποιος ο ρόλος της εκπαίδευσης και ποιος αυτός της διασκέδασης στην
διαμόρφωση των προγραμμάτων σας; Υπάρχουν στοιχεία που αποζητά έντονα
το κοινό στα Προγράμματα σας;
8) Ποια είναι η στάση σας απέναντι στις πολιτιστικές συμπράξεις και σε ποιον
τομέα διαχείρισης του Οργανισμού σας τις εφαρμόζετε; Θεωρείτε πως ένα
‘παραδοσιακό’ μουσείο μπορεί να έχει τις ίδιες συνέργειες με έναν πιο
‘μοντέρνο’ πολιτιστικό οργανισμό;
9) Θεωρείτε πως κάποιες ‘καινοτόμες’ προγραμματιστικές πρακτικές που έχουν
αρχίσει να υιοθετούνται απο μουσεία και πολιστικά κέντρα τόσο στο εξωτερικό
όσο και στην Ελλάδα υπονομεύουν ή προωθούν τον κοινωνικό ρόλο και την
εκπαιδευτική αποστολή του μουσειακού θεσμού και των σχετικών πολιτιστικών
οργανισμών;
10) Πιστεύετε πως η κατάσταση ‘εκτάκτου ανάγκης’ η οποία χαρακτηρίζει τη
δεδομένη περίοδο την ανθρωπότητα αφορά εξίσου τα μουσεία και τους
πολιτιστικούς οργανισμούς; Μπορείτε να διακρίνετε κάποιες ευκαιρίες σε αυτή
την κρίση;
Interview Responses

- Dr. Fotis Papathanasiou (on behalf of the B&M Theocharakis Foundation):
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1) Το Ίδρυμα Εικαστικών Τεχνών και Μουσικής Βασίλη και Μαρίνας Θεοχαράκη
ιδρύθηκε το 2004, ως κοινωφελές ίδρυμα μη κερδοσκοπικού χαρακτήρα και ο
οργανισμός του επικυρώθηκε με Προεδρικό Διάταγμα. Το Μέγαρο άνοιξε τις
πύλες του στο κοινό τον Δεκέμβριο του 2007 και έχει στο κέντρο των
ενδιαφερόντων του τις εικαστικές τέχνες και τη μουσική στην Ελλάδα και
παγκοσμίως, με κύριο άξονα την εμφάνιση και εξέλιξη του μοντέρνου στον 20ό
και 21ο αιώνα. Το Ίδρυμα στοχεύει στη συνεχή διεύρυνση του κοινού
προσφέροντας ποικιλία εκδηλώσεων, εκθέσεων, συναυλιών, διαλέξεων,
εκπαιδευτικών προγραμμάτων και άλλων δράσεων, για κάθε ηλικία και
διαφορετικά ενδιαφέροντα.
2) Το κοινό του Ιδρύματος αποτελείται από φιλότεχνους, κάθε ηλικίας. Δεδομένου
ότι στόχος του Ιδρύματος είναι να απευθύνονται οι δράσεις του σε όλους, δεν
υπάρχει συγκεκριμένο τμήμα κοινού που μας αφορά περισσότερο. Δίνουμε,
πάντως, ιδιαίτερη σημασία στην διαπλοκή των ηλικιών, ενθαρρύνοντας
προγράμματα που απευθύνονται σε γονείς και παιδιά μαζί (sleepover, Μαθαίνω
με τις τέχνες κ.ά.), ή σε προγράμματα που εξελίσσονται ταυτόχρονα για
ενηλίκους και ανηλίκους, ώστε να προσφέρεται ολοκληρωμένη υπηρεσία, σε
όλα τα μέλη μιας οικογένειας.. Είμαστε ανοιχτοί σε οποιονδήποτε αγαπά τις
τέχνες και τη μουσική.
3) Κάθε έκθεση και κάθε δράση του Ιδρύματος βρίσκεται σε αλληλεπίδραση με τις
άλλες και αλληλοσυμπληρώνονται. Ο διάλογος εικαστικών τεχνών και μουσικής
ολοκληρώνεται με αντίστοιχα εκπαιδευτικά προγράμματα και διαλέξεις γύρω
από τα κεντρικά θέματα. Νέα ψηφιακά μέσα, όπως η εφαρμογή clio muse
χρησιμοποιούνται για να διευρύνουν την εμπειρία, η οποία είναι πάντοτε
εμπειρία παιδείας και όχι αποσπασματικών στιγμών τέχνης.
4) Το Ίδρυμα Β. & Μ. Θεοχαράκη, από τον Δεκέμβριο του 2007, που άνοιξε για το
κοινό, ακολουθεί απαρέγκλιτα τον σκοπό της Ίδρυσής του Οι στόχοι του
Ιδρύματος είναι να ενθαρρύνει το κοινό να αναπτύξει έναν πλατύ και
διεπιστημονικό διάλογο με τις εικαστικές τέχνες και την μουσική, να προβάλει
το έργο Ελλήνων δημιουργών στο εξωτερικό, να χρησιμοποιήσει σύγχρονα
μέσα για την διάδοση του περιεχομένου των δραστηριοτήτων του και να
αναπτύξει δίκτυα συνεργασίας, συμπράξεις και ανταλλαγές.
5) Το Ίδρυμα επιδιώκει την επίτευξη των στόχων του με την διοργάνωση
περιοδικών εκθέσεων, συναυλιών, διαλέξεων, σεμιναρίων και εκπαιδευτικών
προγραμμάτων. Το Ίδρυμα θέλει να φέρει κοντά του όλη την οικογένεια σε
μέθεξη πνεύματος και τεχνών. Ιδιαίτερη έμφαση δίνεται στους νέους
επισκέπτες με στόχο την εκπαίδευση τους σε θέματα εικαστικών τεχνών και
μουσικής, την καλλιέργεια αισθητικής παιδείας και την εξοικείωση με
μουσειακούς χώρους.
6) Η αποδοχή του κοινού είναι φυσικά πάντα στοιχείο πολύ σημαντικό για εμάς,
χωρίς , όμως, να μας προσανατολίζει από τους στόχους μας. Τα social media
σίγουρα αποτελούν την σημαντικότερη γέφυρα επικοινωνίας στις μέρες μας.
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7) Τα εκπαιδευτικά προγράμματα του Ιδρύματος αποτελούν ένα σπουδαίο κομμάτι
των δράσεών μας. Αφορούν παιδιά, αλλά και ενήλικες και καλύπτουν ένα ευρύ
φάσμα ενδιαφερόντων, από την φωτογραφία και την κεραμική έως την
ψυχολογία και τον κινηματογράφο.
8) Οι συνέργειες είναι απαραίτητες στον χώρο του πολιτισμού, κυρίως ως προς τη
διοργάνωση εκθέσεων. Το Ίδρυμα έχει συνεργαστεί με πολλά διεθνή μουσεία
και πινακοθήκες, όπως τα St. Étienne - Métropole Museum of Modern Art, Museum
of Fine Arts Boston, National Museum of Art of Romania, Μουσείο Μπενάκη,
Μουσείο Picasso της Γερμανίας κ.ά. για την πραγματοποίηση σπουδαίων
εκθέσεων.
9) Η τέχνη αποτελεί απόπειρα άμεσης προσέγγισης της αλήθειας. Υπό αυτή την
έννοια, η παιδευτική της δύναμη έχει πάντοτε σημαντική κοινωνική διάσταση.
Όσο πιο ανόθευτη από περιστασιακά και προκατειλημμένα μηνύματα διατίθεται
η τέχνη αυτή με αδιαμεσολάβητο τρόπο στο κοινό, τόσο καλύτερα
εκπληρώνουν τα μουσεία και τα πολιτιστικά κέντρα την αποστολή τους.
10) Η κατάσταση «εκτάκτου ανάγκης», που δημιούργησε η πανδημία, είναι
παγκόσμια και σε όλα τα επίπεδα. Το Ίδρυμα ανταποκρίθηκε άμεσα στις νέες
συνθήκες μεταφέροντας το μεγαλύτερο μέρος των εκδηλώσεών του στο
διαδίκτυο. Πλέον ο θεατής μπορεί να παρακολουθήσει, μέσω του υπολογιστή
του και από την ασφάλεια του σπιτιού του, ένα πλήθος διαλέξεων και
εκπαιδευτικών προγραμμάτων, ενώ για το 2021 θα προχωρήσουμε και σε
διαδικτυακές συναυλίες.

- Maria Christina Destouni (representing the Benaki Museum’s Educational Department)
1) Το Μουσείο Μπενάκη είναι, μάλλον, ο μεγαλύτερος μουσειακός οργανισμός
ιδιωτικού δικαίου στην πρωτεύουσα. Η δομή του σε ξεχωριστά παραρτήματα
και το τεράστιο εύρος των συλλογών που στεγάζει του επιτρέπουν να
απευθύνεται με μία πληθώρα αφορμών σε ένα ποικίλο κοινό. Με πολλούς
τρόπους προσπαθούμε να διευρύνουμε το κοινό αυτό, ο καθένας μας από
τον τομέα του. Το Τμήμα Εκπαίδευσης κάνει συστηματικές και
προγραμματικές κινήσεις για την ανάπτυξη νέων ακροατηρίων. Στα παιδιά
κάνουμε κάνουμε κάθε τόσο νέες προτάσεις, που έχουν ως στόχο να
συμπεριλάβουν τα ειδικά ενδιαφέροντά τους -πέρα από τις πάγιες δράσεις
μας προς τις σχολικές ομάδες όλων των βαθμίδων- και πάντα με παράλληλες
αναφορές στις συλλογές μας. Τα πρόσφατα χρόνια έχουμε εντάξει, για
παράδειγμα, τα περιβαλλοντικά ζητήματα με το επιτυχημένο πρόγραμμα «Το
Μουσείο Μπενάκη στον Εθνικό Κήπο». Τα εργαστήρια κινηματογράφου είναι
μία ακόμη νέα πρόταση η οποία στοχεύει και τους εφήβους, ένα ιδιαίτερα
δύσκολο στην προσέγγιση κοινό, που στο παρελθόν έχουμε κινητοποιήσει με
αφορμή περιοδικές εκθέσεις σύγχρονης τέχνης στο κτήριο της οδού
Πειραιώς 138. Σε ό,τι αφορά τους ενηλίκους κεντρική θέση στη
69

δραστηριότητά μας έχουν οι επισκέπτες με αναπηρίες καθώς και οι
εμποδιζόμενοι από οποιονδήποτε, κοινωνικό ή άλλο, λόγο. Η προετοιμασία
για την υποδοχή τέτοιων κοινών γίνεται πολύ στοχευμένα και με τη
συνεργασία ειδικών.

2) Όπως ανέφερα και παραπάνω το κοινό μας είναι ποικίλο. Άνθρωποι
διαφορετικών ηλικιών, ηλικιωμένοι και νεότεροι συνυπάρχουν, όπως και
επισκέπτες διαφορετικού προφίλ που τους ενώνει το ενδιαφέρον τους για
την τέχνη και τον πολιτισμό. Αν και το Μπενάκη είναι ένας οργανισμός
παλαιός και εδραιωμένος από το 1931, ανανεώνεται διαρκώς και καινοτομεί.
Επιδιώκουμε να πείσουμε και άλλες κοινωνικές ομάδες, που ενδεχομένως
θεωρούν ότι το πολιτιστικό περιβάλλον δεν τους σφορά. Δεν μπορώ
δυστυχώς να αποκαλύψω το νέο κοινό στο οποίο σκοπεύουμε να ανοιχτούμε
προσεχώς, πάντως το κριτήριο επιλογής υπήρξε, όπως και στην περίπτωση
των επισκεπτών με χαμηλή όραση ή τυφλότητα στους οποίους
απευθυνόμαστε σταθερά από το 2014, η απόλυτη δυσκολία των ανθρώπων
αυτών να έχουν πρόσβαση στη μουσειακή εμπειρία χωρίς διαμεσολάβηση.

3) Νομίζω ότι όλοι στο Μουσείο αντιλαμβανόμαστε την εμπειρία του επισκέπτη
μας ως κάτι συνολικό και ταυτόχρονα προσωποποιημένο. Οργανώνουμε και
εξελίσσουμε το πλαίσιοσυνεχώς και κεντρικά, με συνεχή φροντίδα για τη
λεπτομέρεια. Στο Τμήμα Εκπαίδευσης έχουμε αποκτήσει πλέον πιστούς
συμμετέχοντες στις δράσεις και εκδηλώσεις μας και συχνά κάνουμε
εξατομικευμένες προσπάθειες για να βοηθήσουμε τον καθένα τους να
απολαύσει τη μουσειακή εμπειρία χωρίς άγχος ή διαδικαστικές δυσκολίες.
Ενδεικτικά μόνο θα αναφέρω την υποδοχή στην είσοδο του κτηρίου κάποιου
τυφλού επισκέπτη που έρχεται σε μία εκδήλωση χωρίς συνοδό και το
τηλεφώνημα σε όσους δεν έχουν εξοικείωση με την τεχνολογία.

4) Δεδομένου ότι το Μουσείο Μπενάκη κοντεύει έναν αιώνα προσφοράς είναι
δύσκολο να τοποθετήσει κανείς χρονικά την ιδιαίτερη σχέση που έχει πια
δημιουργήσει με το κοινό της Αθήνας, και όχι μόνο. Τα Εκπαιδευτικά του
Προγράμματα εγκαινιάστηκαν το 1978 και ήταν το πρώτο ελληνικό μουσείο
που απέκτησε οργανωμένο τομέα για τον συγκεκριμένο σκοπό. Η συνεχής
ανάδειξη του εκπαιδευτικού χαρακτήρα του ιδρύματος συνάδει απόλυτα με
τις αξίες του και βρίσκεται στον πυρήνα της αποστολής του. Τα πρώτα εκείνα
προγράμματα απευθύνονταν σε παιδιά και οργανώθηκαν με αφορμή το
επερχόμενο Διεθνές Έτος του Παιδιού.
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5) Ναι, θα έλεγα ότι τα προγράμματα ενός οργανισμού θα μπορούσαν να
θεωρούνται ένα από τα κυριότερα εργαλεία με τα οποία ένας φορέας
πλησιάζει το κοινό του και το «κερδίζει», γιατί η βιωμένη εμπειρία μέσα από
ένα πρόγραμμα είναι πιο συνειδητή και αφήνει βαθύτερη εντύπωση. Σίγουρα
είναι σημαντική και η συνολικότερη παρουσία του φορέα στη δημόσια
σφαίρα, με όποιους τρόπους αυτή επιχειρείται. Πολλές στρατηγικές θα
μπορούσαν να είναι επικουρικές, θα στεκόμουν στην προνομιακή
ανταποδοτική σχέση που μπορεί να δημιουργήσει με τους επισκέπτες του,
μέσω των Μελών ή των Φίλων του.

6) Είναι πρωταρχικής σημασίας ο ρόλος του κοινού σε όσα προσφέρουμε, και
στον τομέα της Εκπαίδευσης ιδιαίτερα. Είμαστε στραμμένοι στην
επικαιρότητα και πριν από κάθε νέο σχεδιασμό αφουγκραζόμαστε τις
ανάγκες των επισκεπτών μας, ενεργών και επίδοξων. Πραγματοποιούμε
αξιολογήσεις, άμεσες και έμμεσες, μέσα από ειδικές φόρμες ή απλά
ακούγοντας και απαντώντας.

7) Επιδιώκουμε κάθε αμιγώς εκπαιδευτική πρόταση που κάνουμε να συνυπάρχει
με την ευχαρίστηση και την ψυχαγωγία με την ευρύτερη έννοια, όχι
αναγκαστικά με τη διασκέδαση. Η φύση του Μουσείου Μπενάκη είναι τέτοια
που το γνωστικό μέρος δεν είναι εύκολο να παρακαμφθεί, και ίσως ούτε
επιθυμητό. Νομίζω ότι το κοινό σταθερά αποζητά τη συνολική ποιότητα που
αναγνωρίζει στα προγράμματά μας και τη συνεχή εναλλαγή.

8) Είμαι πολύ θετική προς τις πολιτιστικές συμπράξεις, στο Μουσείο
υλοποιούνται σε και από πολλούς τομείς. Ένα μόνο πρόσφατο φωτεινό
παράδειγμα η σύμπραξη με το Εθνικό Θέατρο που έγινε δεκτή με
ενθουσιασμό από το κοινό της πόλης. Δεν ξέρω πώς ορίζεται στη
συγκεκριμένη περίπτωση το «παραδοσιακό» και το «μοντέρνο», αν είναι ο
χρόνος ίδρυσης ενός φορέα ή το είδος του περιεχομένου όταν πρόκειται για
μουσείο (προσωπικά διαφωνώ με τις κατηγοριοποιήσεις αυτού του τύπου),
πάντως σαφώς ένα μουσείο μπορεί να έχει ανάλογες συνέργειες εφόσον
μοιράζεται στόχους με τον συνεργαζόμενο οργανισμό.

9) Εξαρτάται από το είδος των δράσεων. Προσωπικά προκρίνω τις ασυνήθιστες
δράσεις που παραπέμπουν, έστω έμμεσα, στον «πυρήνα» και στην ουσία του
Μουσείου Μπενάκη και δεν φιλοξενούνται απλά στους χώρους του. Δεν
διστάσαμε πχ να καλέσουμε παιδιά να κάνουν νυχτερινό πρόγραμμα
βασισμένο στη χορογραφία, σκαρφαλώνοντας πάνω σε εμβληματικό γλυπτό
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που φιλοξενούνταν στο αίθριο της Πειραιώς. Το καινοτόμο πρόγραμμα
«Χορός στο Μουσείο» χάρισε μοναδικές εμπειρίες σε ενήλικους επισκέπτες
στα διαφορετικά μουσειακά παραρτήματα και θα θέλαμε πολύ να συνεχιστεί.
Σαφώς πιστεύω ότι με τις δράσεις αυτές το Μουσείο αναδιατύπωσε τον ρόλο
του και έδειξε πρωτότυπες, απρόσμενες εκδοχές του εκπαιδευτικού του
προσώπου. Δεν μπορώ να πω αν π.χ. μουσικές συναυλίες που κατά καιρούς
έχουν πραγματοποιηθεί σε κτήρια του Μουσείου έχουν ανάλογο νόημα. Δεν
νομίζω ότι έχω ζήσει στο Μουσείο την υλοποίηση μιας δράσης που να
θεωρήσω ότι το υπονομεύει σε οποιοδήποτε επίπεδο.

10)Πέρα από την εμβέλεια και την πολύπλευρη προσφορά στην κοινωνία που
είναι κοινοί στόχοι όλων των πολιτιστικών οργανισμών, τα μουσεία συνιστούν
μια ιδιαίτερη κατηγορία ανάμεσά τους. Βασική διαφορά είναι το περιεχόμενο
του οποίου έχουν καταστεί θεματοφύλακες. Μεγάλο μέρος της
δραστηριότητας των μουσειακών ιδρυμάτων έχει να κάνει με την έρευνα, τη
μελέτη και την ανάδειξη του υλικού αυτού. Δεν μπορούμε να τα
παρομοιάσουμε σε όλα τα σημεία με οργανισμούς που δεν έχουν συλλογές
και συνεπώς η παρούσα παγκόσμια ανατροπή δεν τα επηρεάζει με τον ίδιο
τρόπο. Η οικονομική ζημία από το κλείσιμο των μουσείων και των
πολιτιστικών οργανισμών απειλεί καταρχήν την ίδια τους την ύπαρξη. Αν
όμως επιβιώσουν θα μπορέσουν και μελλοντικά να αξιοποιήσουν τους
ευφάνταστους τρόπους τους οποίους ανέπτυξαν για να παραμείνουν έστω
και ψηφιακά κοντά στο κοινό τους.
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APPENDIX B
In this section, the reader may find the questions of the essay’s audience research survey.

‘Expanding the Museum Space:Innovative
Programming and AudienceDevelopment’
(A thesis to be submitted for the MA Art Law & Arts Management, School of Humanities, Social
Sciences and Economics, IHU) Purpose: The scope of this thesis entails the products and services
offered by 'traditional' art museums and 'modern' cultural centres primarily dealing with visual arts. The
purpose of this study is to examine the audience's views on the offerings of such museums and cultural
organisations in Athens, Greece. Procedure: If you agree to participate in this study, you will be asked
to provide demographic information and answers to questionnaires. Benefits/Risks: The present study
does not pose any risks to potential participants. If you take part in the study, you will be asked to
respond to some questions about museums and relevant cultural organisations. If you think that this
might cause you unpleasant feelings, you should not participate in the study. By participating in this
study, you will immensely contribute to the research conducted for the purpose of investigating the
expansion of museum space through programming development, cultural synergies, and tactical
marketing practices. Voluntary Nature: Your participation in this study is completely voluntary. Data
Collection: The data collected in this study is anonymous and confidential. It will only be viewed and
used by the researcher and the thesis supervisor. Contact: If you have any questions about your
participation in the study, you may contact the researcher at her university e-mail (ctsima@ihu.edu.gr)
as well as the supervisor of this study (e.mavragani@ihu.edu.gr). Informed Consent: By completing the
questionnaire below, you are indicating that you have read and understood the aforementioned
information, that you are over 18, that you agree to participate in the study, that you understand that
you may withdraw your participation at any time without penalty, and that you are not waiving any legal
rights.

Profile
* Required

1) Do you consider yourself a "lover" of the Arts and Culture? *

Mark only one oval.
Passionately so
Yes
Not really

2) How do you get informed about the offerings of museums and cultural centres? *
You may tick more than one options.

Check all that apply.
Media (TV, radio, newspapers, magazines)
Social media (Facebook, Instagram, Twitter, etc)
Newsletter (mail or email)
Word of mouth
I don't get informed
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3) What is your usual level of participation when visiting a museum/cultural centre? *

Mark only one oval.
Active participant
Passive visitor
In-between

4) How many times did you visit a museum/cultural centre in the past year? *

Mark only one oval.
More than three times
Two or three times
Just once
No visits in the past year

5) What would most likely be the reason for your visit at a museum/cultural centre? *
You may tick more than one options.

Check all that apply.
Interest in a particular art form/artist/exhibition
Interest in a particular program/event
General interest in art
Professional/academic reasons
Family outing and/or friends activity

6) What is the most probable reason why you would avoid a visit at a museum/cultural centre?
*
You may tick more than one options.

Check all that apply.
Cost (e.g.: ticket price, etc)
Time-consuming activity (incl. distance and transport issues, etc)
Uncomfortable experience in the past
Lack of interest
Venue rules (e.g.: no photography allowed)

Outlook
7) What is it that you seek in a visit at a museum/cultural centre? *
You may tick more than one options.

Check all that apply.
Learning experience, self-improvement
Inspiration, creativity
Spirituality, connectivity, sense of belonging
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Family/friendship ties, socialisation
Entertainment

8) Which aspect of a visit at a museum/cultural centre excites you the most? *
You may tick more than one options.

Check all that apply.
Cognitive experience (e.g. enriching my personal understanding)
Aesthetic experience (e.g. seeing rare/valuable objects, etc)
Introspective experience (e.g. reflecting on the meaning of art)
Social experience (opportunities to meet like-minded people, seeing my children learn,etc)
Recreational experience (activity done for personal enjoyment)

9) Do you think that museums and cultural centres should work in service of the society and
the 'common good'? *

Mark only one oval.
Yes
No

10) Would you say that museums and cultural centres in Athens are open and accessible to
the general public? *

Mark only one oval.
Yes
To some extent
No
Not sure

11) a. How would you compare the quality of resources, services, programs and products of
museums and cultural centres in Athens with those of otherEuropean capitals? *

Mark only one oval.
Of lesser quality (than those abroad)
Same/About the same
Of higher quality (than those abroad)
I don't know/Not sure

11) b. How would you compare the quality of resources, services, programs and products of
museums and cultural centres in Athens with those of other Greek cities and places?
*

Mark only one oval.
Of lesser quality (than the rest of Greece)
Same/About the same
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Of higher quality (than the rest of Greece)
I don't know/Not sure

12) How satisfied are you with the programs offered by museums and cultural centres in
Athens? *
1= Very dissatisfied | 2= Dissatisfied | 3= Neither satisfied/dissatisfied | 4= Satisfied | 5= Very satisfied

Mark only one oval.12345

13) Which of the following programs would you like a museum/cultural centre to offer in
relation to art exhibitions? *
You may tick more than one options.

Check all that apply.
Behind-the-scenes tours (curatorial set-up, archive visits, painting restorations, etc)
Age-specific educational programs, workshops, etc (children/adult programs)
Participatory experiences (ranging from interactive exhibits to VR shows)
Meet-the-artist opportunities
Film screenings

14) a. How do you feel about museums and cultural centres offering: *
Mark only one oval per row.
I like that I do not like that
Arts&Crafts workshops
Guided tours and gallery talks
Third parties' events (Venue Hire)
Museum Shop sales weekends and/orBazaars
Special events for exhibitions (Preview, launch and closing down, etc)

14) b. How would you feel about museums and cultural centres offering: *
Mark only one oval per row.
I would like that / I would not like that
Seated music concerts and/or dance shows
Live performances from local artists (DJ sets, band gigs, etc)
Site-specific performances, video projections on the museum’s/organisation's building
Celebratory events for UN 'World Days', national anniversaries, etc
Children's events (e.g. game evenings and movie/sleepover nights)
Activities for elderly people (e.g. creating a living archive off their memoirs)
Literary events (poetry nights, book clubs, etc)
Tandem language exchange meetups
Art therapy & mental well-being sessions
Physical activities (e.g. dance classes, pilates)
Cocktail parties, food&beverage tastings
Local art sale, pop-up stores
(Themed) Dance parties
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15) Do you think that a museum's/cultural centre's programs should only take place within their
physical and virtual space? *

Mark only one oval.
Yes
No

16) How would you feel about museums/cultural centres offering programs hosted in: *
Mark only one oval per row.
I would like that / I would not like that
Industrial facilities
Abandoned and/or historic buildings
Cinemas & theatres (open-air and indoors)
Ancient monuments & archaeological sites
Nature and/or outdoor urban space
Fashion/designer stores
Wineries, bars & restaurants
Hotels and/or private properties
Online (website, social media, apps)
Digital (e.g. videogames)
Other museums/cultural centres

17) Do you feel that the architecture of museums and cultural centres is user-friendly? (=easy
to access and navigate through, with all the necessary facilities to comfortably accommodate
visitors) *
1 = Not at all user-friendly | 2= Somewhat user-friendly | 3= Neither/not sure | 4= User-friendly | 5= Very user-friendly

Mark only one oval.

18) Please indicate the importance of the following facilities in relation to the experience
quality of a visit at a museum/cultural centre: *
Mark only one oval per row.
Low | Medium | High
Information desk
Locker rooms
Exhibition space
Seating areas (within the exhibition)
Access for people with disabilities
Café/Restaurant bar
Shop
Toilets
Seating areas (throughout the museum's/organisation's grounds)
Outdoor space
Parking space
Library and/or free workspace
Studio workshops/classrooms
Conference room/events hall
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19) Based on your personal experience, what would you focus on to improve the services of a
museum/cultural centre? *
You may tick more than one options.

Check all that apply.
Product variety (incl. exhibitions, programs, publications, retail, etc)
Price (incl. admission fees, discounts, etc)
People (internal organisation, staff competence, customer service, etc)
Promotion (advertising, digital marketing, online presence, etc)
Place (venue architecture & design, transport services, etc)
Other:

Demographics
20) Please indicate your gender *

Mark only one oval.
Male
Female
Other:

21) Please indicate your age group *

Mark only one oval.
18-24
25-39
40-59
60+

22) Please indicate your marital status *

Mark only one oval.
Single
Married
In a relationship (e.g.: engaged/registered relationship/open relationship)
Other (e.g.: divorced/widowed)

23) Do you have children? *

Mark only one oval.
Yes
No

24) What is the highest level of formal education you have completed? *

Mark only one oval.
Primary education
High school diploma
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College but no degree
Bachelor's degree
Higher degree (Master's or Doctorate)

25) Which ethnicity group best describes you? *

Mark only one oval.
Greek (if not, please specify below)
Other:

26) Do you currently reside or have you ever lived in Athens? *

Mark only one oval.
Yes
No

27) If you answered YES to the previous question, please indicate the duration of your stay in
the city:

Mark only one oval.
Less than a year
One-two years
Three-nine years
Over ten years

28) Please indicate the number of countries that you have lived in for a long-term period (>six
months) *

Mark only one oval.
1
2-3
4-5
5+

Interested in this survey? Stay in the loop!(Optional)
Thank you very much for your participation!

If you wish to get informed about the results of this study, please enter a valid e-mail address
below.

###
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