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Abstract

Numerous cultural institutions are actively engaged in seeking ways to broaden their

audience, recognizing that this effort is not solely a matter of financial sustainability, but lies

at the heart of their democratic and social responsibility. Culturgest, a key player in Lisbon’s

cultural landscape, provides an ideal case study for audience development. This internship

report first defines the terms surrounding the object of research, develops a comprehensive

theoretical framework around cultural institutions, and focuses on the field of audience de-

velopment. This further allows for an analysis of Culturgest’s identity and communication

strategies, concluded by tailored suggestions for building new audience development strate-

gies.

Keywords: audience development, cultural institution, Culturgest
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Várias instituições culturais estão activamente empenhadas na procura de formas de

alargar as suas audiências, reconhecendo que este esforço não se resume a uma questão

de sustentabilidade financeira, estando também no cerne a sua responsabilidade social e

democrática. Culturgest, uma instituição-chave no horizonte cultural de Lisboa, é ideal como

caso de estudo sobre desenvolvimento de audiências. Este relatório de estágio começa por

se debruçar sobre a definição de conceitos adjacentes ao objecto de investigação, desenvol-

vendo um quadro teórico compreensivo de a instituições culturais, com foco na temática do

desenvolvimento de audiência, abrindo caminho para uma análise da identidade e estratégias

de comunicação da Culturgest, concluindo com deliberações sobre formas e estratégias de

construção de audiências.

Palavras-chave: audience development, cultural institution, Culturgest
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The Culturgest foundation was created in 1993 and is considered one of the biggest and

most influential art centres in Portugal. As a multidisciplinary space, it offers a wide range

of programming, focusing mainly on contemporary arts. Located in Lisbon, the foundation

also has a smaller branch in the city of Oporto (with mostly visual art exhibitions)1. This

report was initially motivated by a personal reflexion on the democratic and social roles of

cultural institutions; as a student, I wanted to delve into the underlying structures that govern

such institutions, to better understand how they may serve the greater good, or conversely,

perpetuate social inequalities. While the attainment of perfect practice may be elusive, en-

gaging in such a critical exercise helped me define principles to guide my future professional

endeavors. As such, this report provides a broad perspective on audience development and

applies it to the specific context of Culturgest, where I spent six months as an intern. Being

a key actor in the cultural landscape of Lisbon, the institution constitutes an ideal case-study

to investigate the problematics raised by audience development, and my own personal expe-

rience as an intern has afforded me the opportunity to engage in phenomenological research

within this context.

The first part of this report lays a comprehensive theoretical framework to allow a

proper analysis of Culturgest’s audience development strategy. Within this part, a first chap-

ter contextualizes the matter of this report: audience development for art institutions. A

deeper understanding of the terms communication, art centre, museum, public, audience and

contemporary art reveals the complexity of their interrelations and the evolution of their

meanings. Communication, for instance, has taken on new forms in the postmodern era,

as it is no longer limited to the transmission of information from a sender to a receiver but

is now a complex process that involves multiple parties with different interests and perspec-

tives. Art centres and museums have also undergone a transformation. The lines separating

them become more and more blurry, taking characteristics of one another, in a postmodern

fashion. Ultimately, Culturgest is analysed as an art centre/cultural institution, a place where

art is exhibited and consumed, but also as an active agent that shapes and reflects cultural

and social values.

1. This report does not make references to the branch of Oporto.
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The second chapter of the first part is dedicated to museums and their evolution. Mu-

seums have followed the progression of society and developed new ways of operating along

their existence: they have been greatly influenced by modernity and still reflect its impact,

even as they adapt to the changes in society that are theorized by postmodernism. One of

these changes is the focus on audience development, as art institutions have to be more in-

clusive, pushed by financial and social imperatives. Therefore, the shift from modernism to

postmodernism is not merely a historical event, but an ongoing process that affects the way

we perceive and interact with art and culture. New terminologies are also proposed by some

scholars to designate today’s museum and try to decipher the ways in which we are directing

ourselves.

The third chapter is dedicated to audiences: retrieving from the field of sociology, it

explains how art consumption is linked to different sociological factors, such as one’s social

condition, and is illustrated by the report on Portuguese cultural habits, providing quantitative

data. It also analyses the field of cultural production, how actors play out in that field, and the

patterns behind cultural consumption. An updated take on Bourdieu’s work on social distinc-

tion dwells on the omnivorous cultural consumption displayed by a significant proportion of

the population, which can also be linked to the postmodern shift. This analysis is fundamen-

tal to better approach an institution like Culturgest, that holds multidisciplinarity and artistic

contemporary creation at the core of its identity. Furthermore, a thorough look at the field

of audience development is proposed, in which the shift from modernity to postmodernity

reveals again itself to be important, as it has shaped the very notion we have of culture and

the consequent cultural policies and institutions that we have built. Following this section,

two approaches to audience development are explored: the target-led one (informed by soci-

ology) and the product-led one (based on cultural universalism). This report advocates for a

holistic approach to culture, which rejects the historical advocacy for cultural universalism.

Cultural institutions, more than just displaying and producing art, have an inherent demo-

cratic role, and it is only by reflecting on the historicity of the museal field, on sociology,

that they can contribute actively to the well-being of society and its progression. As there are

always more nuances to add, this section presents some of the debates and nuances inherent

to this field. Lastly, some audience development models are shown and are used to reflect
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on the existing strategies at Culturgest, but also to point at possible improvements.

The second part of this report is the case-study of Culturgest, where I spent six months

as an intern. This experience helpedme get a better understanding of the institution strategies,

identity and functioning, but also allowed me to interview the artistic director Mark Deput-

ter, the head of communication Catarina Medina, the head of production Mariana Cardoso

de Lemos and the archivist, Paula Santos de Tavares. This collection of interviews, used

as qualitative data, provides inside perspectives on the institution’s strategies and identity.

My own experience also constitutes a form of qualitative research, in a phenomenological

fashion, that pushed me to investigate more some specific points, and showed me more in-

timately the functioning of such an institution. A first section presents a brief history of the

institution, providing important context to better understand its position within Lisbon’s cul-

turalscape. The historical overview is intended to show the evolution of Culturgest, which

has established itself as a key actor in Portugal’s cultural scene over the past three decades.

By tracing its roots, evolution, and current status, this section aims to offer a comprehensive

understanding of the factors that have contributed to Culturgest’s success, as well as the chal-

lenges that it has had to face and overcome in order to maintain its relevance and appeal to

diverse audiences.

Culturgest’s identity and communication is then analysed, using archives, journal ar-

ticles, data retrieved from Culturgest and the interviews, constituting both quantitative and

qualitative data, showing how the institution presents itself (its core values) and how does

the staff perceive the institution. Subsequently, this allows for a better understanding of its

audience and of its objectives in terms of audience development. It also relates the profound

changes the institution has undergone since the arrival of the current artistic director, Mark

Deputter. The positive outcomes from the implementation of new communication strategies

by the current head of communication, Catarina Medina, testify to Culturgest’s adaptability

and willingness to evolve with the times. However, despite these strengths, the institution

still faces challenges such as a formal and rigid perception by the public, which can hinder

its growth and expansion.

Overall, this mixed-method approach offers several advantages. On one hand, qualita-

tive data is crucial in the field of audience development as it captures individual experiences

4



and subjective perspectives which are essential in understanding the nuances that are asso-

ciated with a cultural institution’s identity, artistic direction, programming, and communica-

tion. On the other hand, qualitative data helps establish cause-and-effect relationships. Aside

from the report on Portuguese cultural habits that serves as a tool for contextualization, the

outcomes of the policies implemented by Culturgest’s current artistic direction can be seen

in the various figures provided in the institution’s annual reports.

In the final chapter of this internship report, research-based suggestions are presented

for Culturgest’s audience development. These suggestions take into account the institution’s

identity, challenges, and opportunities, and aim to promote an innovative and inclusive au-

dience development strategy, complementing the institution’s contemporary characteristic.
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Part I

Theory
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1 Definitions

To begin with, some notions have to be laid out in order to establish a framework

and global understanding of audience development and its problematics. This section offers

a definition of communication, explains the differences between the art centre versus the

museum, public versus audiences, and a definition of contemporary art from an audience

perspective. This choice draws on the reflection of the title and object of this report: audience

development for an art institution. Considering that audience development aims at gaining

more visitors, communication is necessarily a part of this goal. It also calls for a definition

of what is an audience, what is an art institution and what are the purposes of a said art

institution. As Culturgest mainly focuses on artistic contemporary creation, the definition of

contemporary art (from an audience perspective) is essential to understand the frame of the

institution’s audience.

1.1 Communication

Communication is a broad concept that can be sometimes difficult to pin down to a

single understating but is, ultimately, at the core ofmuseums: museums communicate, engage

with their audiences and with society. Thus, conducting an analysis by looking at museums

as communicators can bring out some interesting points for this report.

In the foundations of communication theory, we find Lasswell with the following def-

inition: in the act of conveying information, there are one or several emitters (E), one or sev-

eral receivers (R) and they communicate through a channel (ECR model) (Lasswell 1948).

This general concept can be expanded to machines, animals and social life (Desvallées and
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Mairesse 2010, 28).

Lasswell further theorizes communication through a model that suffers from several

issues: it is unilateral, in an E to C to R fashion, it ”is based upon technical processes, and

ignores the social and cultural aspects of these processes” (Hooper-Greenhill 2000a, 15). As

such, it is far too simplistic for the complexities of the human reality. It can be defined through

terms ”such as ’imparting’, ’transmitting’, and ’sending’” (15). Moreover, Hooper-Greenhill

adds that it is strongly linked to modernity (which will be explained in more details in the

second chapter), and as such, holds problematic moralistic components:

The secular metaphors of transmission, for example, hide the links to religious prac-
tices, those of evangelism and conversion. Movements of people in space were fre-
quently impelled by desires to extend ’civilisation’ through the implantation of Chris-
tianity. This moral component, of purportedly improving patterns of life, of making
things ’better’ for others by the giving of new information, is deeply embedded in this
understanding of communication. It can be found in 19th-century paternalism, in gender
relations, in forms of education. (15–16)

The other common definition of communication relates to an interactive one, meaning,

communication done in a reciprocal fashion (Desvallées and Mairesse 2010, 29).

Hooper-Greenhill calls this understanding of communication the ”cultural approach”, ”fo-

cus[ing] more closely on how meaning is made, [seeing] communication as an integral part

of culture as a whole [which] insists on the constructed character of both culture and com-

munication” (Hooper-Greenhill 2000a, 20–21).

This shift from a unilateral to an interactive type of communication in museums will be fur-

ther explained in the second section of this chapter, as it accompanied and is representative

of their evolution of museums (from the modernist to the postmodern museum). To sum it

up, by the end of the 20th, museums underwent a profound re-orientation: they started to

deploy new communication tools and investigating their audiences (with visitor studies and

surveys) resulting in consequent investments in their communication departments but also in

a paradigm shift in regard to the way in which they apply this communication. Many rea-

sons explain this change, whether they be political, financial, social, cultural or educational

(Hooper-Greenhill 1994; Hooper-Greenhill 2000b; Nielsen 2017).

The 2022’s definition of museums by ICOM2 emphasized communication as being

2. ”ICOM” stands for ”International Council of Museums”
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one of the core function of museums: ”A museum is a [...] permanent institution [...] that

researches, collects, conserves, interprets and exhibits tangible and intangible heritage [...]”3.

Beyond a mere presentation of the objects and collection, museums’ audiences have

now access to (some of) the research and information surrounding these exhibitions. ICOM

thus presents the communication as being twofold, as it

”emerges both as the presentation of the results of research undertaken into the col-
lections (catalogues, articles, conferences, exhibitions) and as the provision of informa-
tion about the objects in the collections (the permanent exhibition and the information
connected with it)”. (Desvallées and Mairesse 2010, 29)

As a result, Hooper-Greenhill (1994) draws parallels with the field of mass communi-

cation: the unilateralism mentioned above has several consequences. Just like when we are

watching television, in a classic exhibition display in a museum, the spectator has no way

to answer back. These ”mass communication” methods are unnatural ways of communicat-

ing and, as one party is absent, it is difficult to evaluate the success of the communication

(35). Furthermore, the curatorial team can be compared to the TV-programmer team: both

are interested in creating a captivating message for the recipient, and both are absent when

the message is delivered (36). However, this does not mean that the spectator does not en-

gage with the work or the object, both in the situation of a museum display or when watching

television (Hooper-Greenhill 1994; Livingstone 2005).

In this light, having a more audience-based approach can mean bringing the curatorial

team (which was absent) back to the communication momentum, interacting with the audi-

ence, for examplewith ”natural communication, through talks, guided tours, meet-the-curator

sessions, demonstrations, handling sessions, enquiries, discussion groups and social events”

(Hooper-Greenhill 1994, 37), thus distancing itself from a mass communication method.

There are many ways in which museums can experiment with communication, as several

solutions/strategies can co-exist (36–37).

After Lasswell, several other models of communication have arisen which have intro-

duced the idea of power in this discussion, developing a more complex and reflexive un-

derstanding of the production of exhibitions (Cameron 1968; Miles 1986; Knez and Wright

3. International Council of Museums (ICOM), Museum definition, https://icom.museum/en/resources/sta
ndards-guidelines/museum-definition/ accessed on the 25th of August 2022
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1970 qtd. in Hooper-Greenhill 1994, 46). Macdonald (1998) has proposed a thorough analy-

sis in her book The Politics of Display, which ”explores museums’ celebrations and silences,

their life behind the scenes, and the consequences of their ’weight’. It looks at the processes

involved in, and the political consequences of, museum display” (xii). Museums are not neu-

tral, although they ”have most frequently presented themselves as, and been thought to be,

outside –or above– politics” (xii), and the communication via the display consequently needs

to be questioned.

Finally, the digital means have brought a new paradigm of active participation between

the institution and its public. For Jenkins (2006), the 21st century can be considered a con-

vergent media culture, with the interaction of old and new media creating new forms of com-

munication, the emergence of participatory culture and the creation of collective intelligence,

where problems are resolved through communication with different partners who contribute

to a whole, each in their own ways. This means that the chronic lack of interactivity in mu-

seum communication –which has been a critique developed along this section–, is now an

addressed issue. Cultural institutions are shifting from a transmissionmodel (thus, unilateral),

to a more participatory one, where they can fulfil the function of satisfying the requirements

of leisure and enjoyment, fundamental to the construction of communities’ representations

and identities (Centeno 2021, 328).

These new exciting changes did bring museums to a more participatory and interactive

model but some, like Hodge (2011), argue that the revolution has not really taken place since

fighting against linearity presumes the continuation of linear communicationmodels (Nielsen

2017, 5).

1.2 Art centre vs museum:

A starting point in this project is to categorize the object of my internship report. What

is Culturgest? An art centre, a cultural institution, a museum? ”Cultural institution” is a

broad term that can include both art centre and museum, but also and not limited to ”live

performance institutions, libraries and community cultural centres” (OMC Working Group
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et al. 2014, 14)4. The OMC working group adds that they chose not to have an exclusive

definition of cultural institution and art. In their report, they decided to focus on publicly

funded institutions working in the field of culture. This approach to cultural institutions

varies between countries, but the publicly funded institution is the prevalent system in Latin

European countries, which includes Portugal (Desvallées andMairesse 2010, 70–71). In light

of this broad definition, it is safe to say that Culturgest is a cultural institution.

As for which type of cultural institution Culturgest is, an analysis on the terminol-

ogy surrounding museums has to be conducted. This terminology is constantly evolving,

and the museum itself has undergone a significant transformation in recent decades. Rather

than the rigidity and exclusivity of the past, museums today are reinventing themselves to

become more open, accessible, and community-oriented. The International Council of Mu-

seums (ICOM) updated its definition of the museum in August 20225:

A museum is a not-for-profit, permanent institution in the service of society that
researches, collects, conserves, interprets and exhibits tangible and intangible heritage.
Open to the public, accessible and inclusive, museums foster diversity and sustainabil-
ity. They operate and communicate ethically, professionally and with the participation
of communities, offering varied experiences for education, enjoyment, reflection and
knowledge sharing.

Compared to the 2007 version6, ICOM added crucial elements of ethics, participation

of communities, accessibility, diversity, inclusivity and sustainability, effectively reflecting

the debates surrounding the civic role of museums.

On one hand, De Carli and Luckner suggest that although museums are distinct from

cultural institutions, their evolution has had a significant impact on the concept of cultural

institutions as a whole. Despite their differences, museums and cultural centres share some

common characteristics such as being non-profit, permanent institutions serving society, open

to the public, and committed to the development of society. Furthermore, the distinction be-

tween cultural centres andmuseums has become increasingly blurry over time, withmuseums

4. OMC stands for ”Open Method of Coordination”
5. International Council of Museums (ICOM), Museum definition, https://icom.museum/en/resources/sta

ndards-guidelines/museum-definition/ accessed 15th of February 2023
6. ”Amuseum 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.” To see previous definitions:
“IcomMuseumDefinition,” Embassy of Culture, March 7, 2022, https://embassy-of-culture.com/project/icom-
museum-definition/.
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conducting activities beyond their permanent or temporary exhibitions, and art centres having

their own collections and exhibition halls (De Carli and Luckner 2012, 17).

On the other hand, art centres also influenced the definition of museums. They were

originally7 thought and conceived as a counter places to museums: non-conformist places, at

the service of the community, showing other types of art, less restrained on their cultural and

artistic programming than a museum, and not holding any permanent exhibition (Maurício

2016, 128). To a certain extent, art centres are reflections of the changes that the 1970s and

80s have seen in the discourses on museums and their display: ”Art centres contributed with

new space configurations and new ways of designing and curating avant-garde exhibitions,

possibly as a direct consequence of the characteristics of the alternative locations that they

initially occupied – old abandoned factories, warehouses, or even schools.” (129).

Currently, according to Spanish museum studies scholar Luis Alonso Fernández, the

primary difference between art centres andmuseums lies in the fact that art centres do not have

the responsibility of collecting or preserving works of art. Instead, they prioritize community

engagement and entertainment as their main goals (Fernández 2001 qtd. in Maurício 2016,

128).

De Carli & Luckner follow the same direction, by putting the emphasis on culture for

cultural/art centres, as in promoting cultural values ”among the members of [their] com-

munit[ies]”, and with a structure that is ”based on broad spaces” with a variety of cultural

manifestation that enrich the social fabric of the local population (De Carli and Luckner 2012,

17).

Overall, the definition of a ”cultural institution” is up for debate among scholars, with

a prevailing notion of hybridity where each type of institution (museum or cultural centre)

7. The genesis of the art centre can be traced back to the german Kunsthallen: ”The Kunsthalle, as a tempo-
rary exhibition space, is an institutional building devoid of compromise largely associated with the collecting or
selling of art. It came to existence in German speaking regions in the 19th century, its intent was to bring art to
the city and its people; it was conceived as a place to show contemporary art and to discuss contemporary issues
within its society, thus introducing ”art” to a broader audience. In short, the Kunsthalle can be summarized as
a building typology dedicated to delivering ”Kunst für alle” art for all. This public building has always been
an important typology throughout history, still today the Kunsthalle is a prominent institution in the theory and
practice of contemporary art that sets it apart from other art institutions around the world. From the start its
aim was to promote art with an international focus, this impetus towards a global scene has been maintained.”
(Prieto 2016)
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takes on characteristics from the other. As for Culturgest, I argue that it can be considered as a

museological space and as such, the field of museology fits in its analysis. The foundation has

a private and permanent collection8 that it displays at times, but its hybrid format (conference

space, gallery, community centre, artistic residency) is best described as a cultural or art

centre.

1.3 Public and audiences:

In everyday language, the terms public and audience are usually interchangeable. As

the focus of this report is on audiences, it is necessary to investigate the nuances of both

concepts so to arrive at a better understanding of the object of study.

The ICOM defines the term ”public” in two different ways, depending on whether it is

used as a noun or adjective9.

When used as a noun, the word ”public” refers to themuseum users, themuseum public.

The definition is not limited to the actual user public, but also encompasses the whole pop-

ulation addressed by the establishment (Desvallées and Mairesse 2010, 71–72). This notion

of public is central to the definition of museums10.

As seen previously, museums have evolved in the 20th century by shifting towards a

more participatory approach in engaging with visitors, and the current ICOM definition of

museums emphasizes this shift by prioritizing diversity and inclusivity. This growing pres-

ence of the notion of the public can be seen in the development of exhibition critics (who

sometimes present themselves as “public advocates” or “for the voice of the public”) and

the use of a wide synonym vocabulary: ”people, public at large, non-public, distant pub-

lic, disabled or frail; users, visitors, observers, spectators, consumers, audience, etc.” (72).

8. ”Coleção Da Caixa Geral De Depósitos,” Culturgest, July 5, 2022, https://www.culturgest.pt/pt/colecao/
9. Briefly said, the adjective ”public” in ”public museums” clarifies a legal situation: public museums are

financed and administered by the people and are considered public services. They must follow rules and ethical
principles, and cannot be run as commercial enterprises. The 2022 ICOM’s definition of the museum em-
phasizes notions of diversity, accessibility, inclusivity, and presupposes the museum as being non-profit and
ethical.
10. ICOM states various countries and their laws on museums where the word ”public” is used: for example,

in French law, it is a ”collection… the conservation and display of which are of public interest and intended for
public knowledge, education and enjoyment” (Legifrance 2002 qtd. in Desvallées and Mairesse 2010, 72)
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Since the end of the 1980s, we can also observe a turn towards the public in museal action,

showing the crescent importance of museum visits as well as the needs and expectations of

visitors, that can be put in parallel with the ”commercial trend of museums” (Desvallées and

Mairesse 2010, 72). This shift has already been aforementioned in this report and will be

further investigated.

To distinguish the word public and its many synonyms (in which we find ”audience”),

several points can bemade that draw their body of theorymainly frommedia and communica-

tion studies. InOn the Relation between audiences and public, Livingstone (2005) argues that

the two words ”do not refer to wholly separate realities” but rather that ”in a thoroughly me-

diated world, audiences and publics, along with communities, nations, markets and crowds,

are composed of the same people” (2). The terms are ambiguous to start with, but the small

differences and what they entail are worth investigating.

It is actually common to see them in opposition, where ’public’ is viewed positively,

and ’audience’ is viewed negatively. ’Public’ refers to the society, the civic, as in ’public

debate’, ’public good’; the publics are critically engaged, politically significant. ’Audience’,

conversely, usually relates to the private domain, and is viewed as a consisting of a mass of

trivial, passive, anonymous individuals.

Hartley also defined audience through the anonymous mass:

The term audience is used to describe a large number of unidentifiable people, usu-
ally united by their participation in media use. Given the varying demographics of this
group, not to mention variations between nations, the concept itself is a means by which
such an unknowable group can be imagined. Naming an audience usually also involves
homogenising it, ascribing to it certain characteristics, needs, desires and concerns. The
audience is a construction motivated by the paradigm in which it is imagined. (Hartley
2002, 11)

Other authors have a definition closer to the one of the public, such as McQuail:

[An audience is] a collectivity which is formed either in response to media (channels
and content) or out of independently existing social forces (when it corresponds to an
existing social group or category or the result of activities by a social group to provide
itself with its own channels of communication media). Often it is inextricably both at
the same time (McQuail 1987, 215).

Some even go further, such as Michael Warner. In Publics and Counterpublics (2005)

he distinguishes between a public and the public. Whenwe refer to the public, it is understood
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as a kind of social totality, the people in general, organized in a community (the nation, the

city etc.). By calling it the public, we assume that others exist, but they are assumed not to

matter. When we refer to a public, it can refer to the concrete audience, the people actually

facing the performance. It also has a sense of totality, as the individuals making up this

public are all bound by the experience of the event, physically sharing the space. But Warner

gives us a third definition: the public that comes into being only in relation to texts and their

circulation (as the public of this report). As such, for Warner, the notion of public is bigger

than the notion of audience, there could be an infinite number of publics in the social totality

(Warner 2005, 48–51).

As shown here, there are various points of view on the subject, but audiences, public,

users, visitors, spectators, all refer to the core subject of this report. As the field I am relating

to the most in this report is audience development (and not public development, which would

be ambiguous), I chose to mainly use the word audience in the rest of this report, although

its synonyms are also valid and present throughout this work.

1.4 Contemporary art defined by audiences

As Culturgest defines its programming around contemporary art creation, it seems es-

sential to define what is contemporary art, and if it is not possible to define it clearly, at least

to have an overview on the debate surrounding the term, its uses, but most importantly, the

vision that the public has of contemporary art. This could help better define the identity of

the cultural institution, consequently affecting the way it envisions its communication and

programming, as well as its relation with the audience.

Regarding the definition of ”contemporary creation”, Culturgest does not offer a precise

definition of the term, as shown in my interview with Mark Deputter. The artistic director

mostly defines the concept of ”contemporary art” through temporality and not as a genre, as it

is ”difficult to defend that it is a genre because it is [...] so diverse” and he admits not having

”a good answer to that”. For him, a ”certain distance” will be needed ”to see [what] is in

all this diversity, because it [grows] in various directions”. In the interview, he then recalled

the start of his career, when ”this international thing [...] was just at the beginning”, when
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people ”found it already incredible for performances to go to Amsterdam from Brussels or

to Paris”. He further stated the situation has rapidly changed in the last decades: ”nowadays,

[contemporary art] is so multinational” and the ”evolutions are different also in different parts

of the world”.

From an audience development perspective, the question of contemporaneity has been

addressed by Pitts and Price, in their study published in Understanding Audiences for the

Contemporary Arts (2020)11. From this study, they have retrieved several key-points that

define what ”contemporary art” means to the participants (keeping in mind that their ”re-

search has been with current attenders of contemporary arts events – the people one might

expect to feel comfortable and at home in their theatre seats or wandering around a gallery”

(Pitts and Price 2020, 194)):

1. Artwork that is made recently, or since 1970, or by living/young artists.

2. Artwork in which the artist is seeking to experiment, break boundaries and push the art

form forward, taking a risk that it may not work, often strange and bizarre

3. Artwork that responds to or says something about our times, often prompting the au-

dience to confront their own existing beliefs.

4. Artwork that sits outside the mainstream, often deliberately rejecting ideas of enter-

tainment and mass appeal. (42)

Furthermore, the adjective ”contemporary” applied to an artistic discipline evokes dif-

ferent tropes: for film, the term is ”rendered meaningless with genre distinctions (romcom,

horror, action) and differences in production (Hollywood, arthouse, independent) taking on

greater significance” (43), almost similarly to as with music, where ”new music stereotypes

were difficult to pin down, since contemporary music was often interpreted as popular music”

(45)12.

11. They have conducted the ”largest qualitative study of contemporary arts audiences in the UK to date.
Stretching across disciplines, a wide range of arts organizations, and four cities, this study draws out the insights
provided by 187 individual interviews and the detail of over 1.5 million words.” (Pitts and Price 2020, xiii).
12. To explain this lack of description through the adjective contemporary for these two art forms, the re-

searchers point out to technology, as having ”a strong role in shaping the relationship between contemporary
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The strongest stereotypes against contemporary art are to be found in dance, with the

participants ”struggl[ing] to see the skill or any beauty in the dancers’ movements”, em-

phasizing the ”weirdness in the way in which dancers are dressed and in the way they move,

potentially being different for the sake of it”, interchanging contemporary dance with the term

interpretative dance, and echoing it to ”the music used for contemporary dance [deemed as]

weird and ’off-beat’” (Pitts and Price 2020, 45).

For contemporary visual art, participants were divided in their appreciation of the artis-

tic skill of some artists, but many related the perception of skill to beauty (45).

Contemporary theatre is the discipline with the ”fewest stereotypes” compared to vi-

sual art and dance, ”perhaps because the continued popularity of musical theatre gave an

awareness that new works could still be accessible and enjoyable”, although some partici-

pants expressed anxiety about the participatory and experimental setting that contemporary

theatre can have (46).

Overall, two common stereotypes about contemporary art are highlighted: a perceived

lack of skill in the artwork being produced, and difficulty in understanding the artist’smessage

(the meaning of the artwork). Participants expressed frustration towards artists that they

considered as putting little effort into their work, ”designated ’art’ simply because it was

made by an artist”, as well as frustration in incomprehensible works (47). This critique was

not held against classical art, which suggests ”that it is something about the artwork being

experimental or weird that causes participants to search for a reason for its strangeness” (47).

The researchers thus suggest that participants attach an important to (high) skills in their

consideration of what is art, and that art ”being a source of communication is an important

part of participant’s evaluation of whether or not something can be called good art” (47).

For Culturgest, who holds ”contemporary creation” as inherent to its identity, under-

standing that contemporary arts are perceived by some as ”a niche and arguably elitist seg-

ment of the arts” (195) is essential, as well as investigating the different stereotypes the public

holds against each discipline. Some handbooks for audience development even advise avoid-

and classical within each art form: the more prominent a role technological advancement plays in the devel-
opment of an art form, the more the art form seems to orientate towards new work” (Pitts and Price 2020,
44).
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ing using terms such as ”contemporary, history, arts centre and museum” as they ”can most

put people off coming to cultural events” (Pitts and Price 2020, 41).
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2 Museums as Actors and Mirrors of So-

cietal Evolution

While a general definition of museums as distinct from cultural centres was provided in

the preceding section, the aim of this section is to delve deeper into the current state ofWestern

cultural institutions and museums, exploring their past, present, and emerging challenges.

Western scholars have analysed the history of museums to gain insights into past and

upcoming challenges, identify how museum professionals worked and approached visitor

communication. As museums hold power as institutions that preserve collective memory

and present themselves as community-driven, they have a crucial role in building cultural

memory. The choice of which artworks to display, when and how to display them, also has

discursive power and necessarily involves exclusion. As such, art is not only a reflection

of culture, but also actively shapes its social and historical context, impacting social orga-

nization, production of value, and relating to questions of equality, belonging, and identity

(Maurício 2016, 114–115).

Museums’ evolution follows the progress of society, and they should be seen as both ac-

tors and mirrors of this evolution. The artworks themselves represent and express the shared

cultural understanding of the meaning of existence, in a twofold fashion, as they give ”to

things their look and to [people] their outlook on themselves” (Heidegger 1971, 42). Fur-

thermore, art museums ”play out” and ”reinforce” social hierarchies: they become ”spaces

of ritual” where visitors play the ritual; the museum, with its sequenced spaces and arrange-

ment of objects, its scenography, its architecture, ”furnishes both the stage set and the script”

(Duncan 1991 qtd in Maurício 2016, 116). If museology is now a well-documented and re-
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searched field, this was not always the case, as Culture13 has benefited from a certain aura

that made it unquestionable. Culture still benefits from this aura, although being now more

challenged, with critiques brought by culture studies.

2.1 From modernity to postmodernity

The terms ”modern”, ”modernity”, ”modernism”, ”modern age”, ”postmodernity”, ”post-

modernism” can all be ambiguous, as they all have the same root ”modern”, but mean differ-

ent things. This section aims to clarify some of these notions, without engaging excessively

in the contentious semiotic debates surrounding them.

Modernist museum:

Themodernist museum is a reflection of the principles ofmodernity14 andmodernism15

in its design, function, and exhibitions. For Hooper-Greenhill the ”modernist museum” finds

its ”intellectual roots in the Enlightenment”, and its ”institutional form to the European public

museum that emerged in the nineteenth century”16 (Hooper-Greenhill 2000b, 16–17). Other

authors, such as T. Bennett (1995) and Duncan (1995), have also explored the impact of mod-

ernism on museum theory and practice, in the same vain as Hooper-Greenhill, analysing how

museums contribute to the production and maintenance of dominant cultural narratives. Ben-

nett focuses more on the historical and social context of the museum’s development, whereas

13. Culture” with a capital ”C” refers to the arts, and ”culture” with a small ”c,” is to be understood in the
anthropological sense of ”a whole way of life.” (Gallagher 1992, 82)
14. Briefly said, modernity refers to a historical period characterized by social, political, and cultural changes

that emerged in the 17th century and continue to shape the world today. These changes are rooted in the En-
lightenment, the Industrial Revolution, and other significant historical events. Modernity is characterized by a
belief in reason, science, and progress, individualism, a separation of church and state, and a capitalist economic
system (Jerath 2021). Hooper-Greenhill’s vision of modernity is marked by the rebellion of the avant-garde, the
”industrialization, secularization and urbanization”, but also ”the exclusion of women from the public sphere”,
the ”imperialist colonization” and its genocides and ”the introduction of disciplinary institutions” (Hooper-
Greenhill 2000b, 17).
15. Modernism, on the other hand, is an ”artistic and cultural movements that arose primarily in response to

wide scale changes in the society on account of industrialization in nineteenth and twentieth centuries” (Jerath
2021, 84). It was characterized by experimentation, innovation, and a rejection of traditional forms and conven-
tions. Modernist art and literature often focused on subjective experience, symbolism, and abstraction (Jerath
2021).
16. Both modernity and modernism are encompassed in The Modern Period, which generally refers (as the-

orists may disagree) to the period from the 17th century to the present day (Jerath 2021).
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Duncan examines how the museum is shaped by broader cultural values and ideologies. Ben-

nett is also more concerned with the museum as an institution and how it reflects societal

power dynamics, while Duncan focuses on the role of the museum in shaping individual ex-

periences and subjectivities. Although these authors may approach differently the question

of the modernist museum/modernism and the museum; there is a common understanding

and agreement on its main characteristics: a powerful institution that aimed to unify and

rationalize, displaying only the European world-view, in an apparent neutral, harmonious,

unified and complete way, which further legitimized particular attitudes and conceptions,

giving them ”the status of truth” (Hooper-Greenhill 2000b, 151).

The shift towards postmodernity:

After mentioning modernity and modernism, both influencing the birth of the museum,

it is necessary to engage with the concepts of postmodernity and postmodernism to be able to

grasp the state of the museum today. Briefly said, postmodernity is a historical period, while

postmodernism is a cultural and intellectual movement. Postmodernity refers to a historical

period that emerged in the late 20th century (usually dated in the 1970s), characterized by a

fragmented, pluralistic, and relativistic world-view that challenges the principles and values

of modernity. Postmodernism is a broad intellectual and cultural movement that emerged as

a critical reaction to modernism and its grand narratives (Jerath 2021, 90–91)

As for the key features of postmodernity, Jerath (2021) names five of them: ”global-

ization, the media, a world in Fragments (due to Dynamism: rapid social change), consumer

society: individual freedom to choose one’s lifestyle, cultural diversity and hybridity”. The

1970s, marked by these features, were a period of new challenges for museums (and not just

art museums) all over the world, which led them to profoundly change their ways of operating

(Maurício 2016, 117).

The modernist museum had an outdated transmission approach to communication and

education (as mentioned in the first chapter), mainly using display as their form of commu-

nication (Hooper-Greenhill 2000a, 14). As such, the necessary change of approach to com-

munication has been a driving force of change, including and engaging the audience in the

21



process. With this new narrative-driven approach, museums now appear to be less pompous

and more committed to their democratic role, fostering discussions about art and its role, in

this ”postmodern globalized society” (Maurício 2016, 117).

Contemporaneity through the museal lens:

What is truly contemporary art is not a new debate. The past section has offered some

insights on how the public defines what is contemporary art, but has not approached the de-

bate from the lenses of the museums, how do they approach this concept and portray their

”contemporaneity”. Claire Bishop proposes several definitions of the term in her book Rad-

ical Museology. These definitions have their pros and cons, but the major drawback is that

they are always operated from aWestern purview, and therefore are ”unable to accommodate

global diversity. Most recent theorists have therefore positioned it as a discursive category”

(Bishop 2013, 18).

Her thinking, to recap it briefly, revolves around different philosophical and art histor-

ical approaches to understanding contemporaneity and its relationship to temporality. After

citing different approaches and scholars to contemporaneity, its relationship with modernity,

postmodernism, and the shift of paradigm on the perception of temporality (Groys (2009); Os-

borne (2013); Agamben (2020); Smith (2009)), she argues that a ”more generative approach

is to view contemporaneity as a disjunctive relationship to temporality”, which ”allows us

to move away from both the historicity of modernism, characterized by an abandonment of

tradition and a forward propulsion towards the new, and the historicity of postmodernism,

equated with a ’schizophrenic’ collapse of past and future into an expanded Present” (Bishop

2013, 19). As for how contemporaneity is conceived and applied in museums, Bishop sug-

gests that museums can avoid presentism by developing historical collections that can be

revised and curated in various ways to counter the chase for novelty and position the mu-

seum as having a strong engagement with both the past and the future. She also calls for a

more political understanding of contemporary art, and urges museums to analyse ”why do

certain temporalities appear in particular works of art at specific historical moments” (23).

By understanding the dialectical relationship between past and present, museums can develop
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their discourses on the long-term and engage with their political commitments.

Surely, Culturgest, as a cultural centre that also shares characteristics with museums,

could develop a unique and interesting take on this dialectical contemporaneity by engaging

with its own history and condition –which are mentioned in its presentation (the relationship

to the bank, the building, its birth in the specific context of the 90s in Portugal…)–, and

connecting it with the political urgencies of our world, as the institutions claims to do in its

presentation: ”and all this with a careful look at what is happening at home and abroad.”

(Culturgest 2022). Moreover, as will be shown in the analysis, this cultural responsibility is

something that audiences are demanding more and more, and Culturgest holds an important

position in the culturalscape17 of Lisbon.

2.2 The museum today: different approaches

As seen previously, ”the ways in which museums work today are based on ideas that

emerged in nineteenth-century Europe - many of these ideas are no longer relevant. The

idea of the museum is changing; it is being transformed and re-imagined” (Hooper-Greenhill

2000b, 1). Hooper-Greenhill calls this new museum form the ”post-museum”, its develop-

ment being driven by questions of meaning (1).

Post-museum:

The post-museum is ”a new idea that is not yet born, but whose shape is beginning to

be seen” (8). Hooper-Greenhill characterizes it as a process or an experience, that can take

different architectural forms, and focuses on communities, their spaces, concerns and am-

bitions. Its development could even ”represent a feminisation of the museum” in the sense

that the new values attached to the post-museum (”responsiveness, encourag[ing] mutually

nurturing partnerships and celebrat[ing] diversity”), are characteristics deemed feminine in

the Western culture, oppositely to the ”masculine” values of the modernist museum (”ob-

17. ”The term culturalscape aims, thus, at summarising the varied levels of differences, similarities, and con-
trasts, which make up the ongoing complex transformation of an urban space vis-à-vis its artistic, socio-cultural,
and museological realities throughout history.” (Maurício 2016, 8)
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jectivity, rationality, order and distance”) (Hooper-Greenhill 2000b, 153). Hooper-Greenhill

also mentions another paradigm shift, in which the ”intellectual development of the post-

museum” will likely ”take place outside the major European centres which witnessed the

birth of the modernist museum” (153), which relates to the ”cultural diversity” and ”rapid

social change” key features of postmodernity. She defines this new philosophy as follows:

”The great collection phase of museums is over. The post-museum will hold and care for ob-

jects, but will concentrate more on their use rather than on further accumulation. In addition,

the post-museum will be equally interested in intangible heritage” (152). Here lays a term

particularly interesting and difficult to pin down: ”intangible heritage”18. It was added to the

museum’s definition by ICOM for the first time in the 2007 version.

Many museums understand ”intangible heritage” as part of visitors communication,

involvement or participation, but the concept has rarely been thoroughly defined in muse-

ums’ strategies. For Nielsen, it is precisely this ”intangible heritage” that is the predominant

characteristic of the postmodern museum19, as it shifts the focus on collections and objects

to a focus on visitor learning, activities and interaction (Nielsen 2014, 23). Nielsen argues

that it has ”especially affected the role of the curator” (23), who needs to be more polyvalent

than ever and engage on every front: ”the use of technology and social media, the need for

forming new partnerships, and the expectations and needs of visitors among other factors are

putting the curatorial role under pressure and change, and in doing so new responsibilities

have been created for curators” (Nielsen 2017, 2).

Other concerns arise, noticeably brought by postcolonialism, on the museum’s respon-

sibility: its production of knowledge, its representativity and its political involvement. For

example, what should ethnographic museums do with their collections? Many of them are

already working with the concerned communities to negotiate solutions for each problematic

that arises. It may be this addition of solutions that will lead the path to new ways of work-

ing (Hooper-Greenhill 2000b, 152). As mentioned before, the intellectual development of

18. ”It is a living form of heritage (oral traditions, performing arts, social practices…) inherited from our
ancestors and passed on to our descendants, providing a sense of identity.” Retrieved from ICOM, ”Intangible
Heritage,” International Council of Museums, June 22, 2020, https://icom.museum/en/our-actions/heritage-p
rotection/intangible-heritage/
19. Not to be confounded with the ’postmuseum’ of Hooper-Greenhill. Nielsen’s postmodern museum is the

museum existing in postmodernity.
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museums is not centred around Europe anymore, and it is in this celebration of diversity, of

responsiveness and relationship nurturing that the museum reinvents itself (Hooper-Greenhill

2000b, 153). This dimension is now visible in ICOM 2022’s definition of the museum, that

recognizes the different experiences of communities, but furthermore celebrates and fosters

this diversity, in a postmodern fashion.

Nowadays, the museum does not transmit grand narratives about art and culture, but is

challenged by the multi-narrative approach of postmodernism. This has also been reinforced

by globalization (one of the key features of postmodernity, as mentioned above), which vali-

dated and made space for multiple voices and multiple interpretations, revisiting the cultural

meaning of art and narrative making (Maurício 2016, 255).

Other authors have written about the current state of museums and cultural institutions

and consequently have proposed other terms, namely the ”transformative museum” that will

be explained using the work of Nielsen, and the ”participatory museum” of Claire Bishop.

They all have entanglements with postmodernity.

Transformative museum:

Nielsen uses the term ”transformative museum” as being part of ”a development to

the postmodern museum [...] in order to form a new methodological way of thinking about

museum transformations” (Nielsen 2014, 26). She links it to several notions and concepts,

namely futurology and the ”T-Cycle”20, that will not be examined in detail here. In the centre

of her reflexion lies the term ”transformation” and what it implies for the cultural sector.

In themuseal field, the term transformativemuseum21 can be used to talk about changes

in the museum: physical changes, mission statement changes, or for learning and exhibition

practices (25). As previously mentioned, the museal field is undergoing changes that de-

mand more and more flexibility from its professionals. Other changes have stormed on the

20. The Transformative Cycle contains 4 steps: Breakdowns of meaning; Re-Conceptualisations; Conflict
and Negotiation; Selective Legitimation (Slaughter 2004 qtd. in Nielsen 2014, 22)
21. The term ”Transformative Museum” was first used as a conference title in 2012 in connection with a con-

ference held by DREAM (Danish Research Centre on Education and Advanced Media Materials): DREAM -
Danish Research Centre on Education and Advanced Media Materials: The Transformative Museum Confer-
ence: https://www.dream.dk/sites/default/files/communication/TheTransformativeMuseumProceedingsScree
n.pdf

25

https://www.dream.dk/sites/default/files/communication/TheTransformativeMuseumProceedingsScreen.pdf
https://www.dream.dk/sites/default/files/communication/TheTransformativeMuseumProceedingsScreen.pdf


profession: the use of technology, requirement of direct visitor participation and the need

for changing display designs are bringing museums forward to an era of innovation, flexibil-

ity and transformation (Nielsen 2014, 26). Transformation can happen in small or big scale

changes. Museums need to stay relevant for all generations, which requires the ability to talk

at many levels simultaneously. The same object can be presented in different ways, tailoring

the right communication strategy is therefore essential to reach a specific audience (26).

Nielsen then takes the epistemological lens: ”modernism was about making sense and

using reason, postmodernism has been about creating relevance or making that sense and

reason relevant” (26–27). Transformation, in her approach, is more about a way of being,

doing, for a museum, a process, rather than an end-goal. Transformation allows museums

to stay relevant and re-invent themselves every day, through ”flexibility, discussion and par-

ticipation” that can be embodied in ”new practices and methods of communication such as,

for example, storytelling, social media and museological debates” (27). This requires a con-

stant alertness and flexibility from the professionals of the museal field who need to retrieve

inspiration from everywhere, would it be space or time wise (27).

The following table 2.1 shows concisely the three stages of the evolution of museums

and their main characteristics:

Modern Postmodern Transformation
Instructive Learning Visitor Interaction Visitor Influence
National Focus Global Focus World-Wide (Web)
Chronology Storytelling Participation
Objectivity Subjectivity Flexibility

Table 2.1: Essential developments inmodern, postmodern and transformative understandings
(Nielsen 2014, 27)

For Nielsen, the transformative museum can be seen as an ”update” of the post-modern

museum, its continuation. If the first two columns (modern and postmodern) have been ex-

plained in the previous sections, a brief recap on the characteristics of the transformative

museum can be explained as the following: the transformative museum prioritizes audi-

ence interaction and participation, in response to technological advancements, particularly

the World-Wide Web, which has changed the way we communicate, access information, and
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interact with cultural institutions. With the rise of digital tools, visitors are encouraged to

invest more emotionally, and participation has become central to new approaches in com-

munication and education. Museum staff are also expected to be flexible and multitask, with

changes in hierarchy and distribution of tasks. This shift towards flexibility has also been

extended to visitors, who are now free to engage with exhibitions in various ways, express

their opinions, and be more active participants, rather than passive observers (Nielsen 2014,

27–28).

These current debates are part of the evolution of museums, as they provide analytical

tools for professionals to reflect on museums. Obviously, they are not sufficient, and actual

practice needs to be conducted (which is also one of the core principles of the transformative

museum). As there is no consensus on the notion of postmodernity and the boundaries of the

postmodern museum, the transformative museum appears as a mere rebranding of the latter,

although it gives an updated look on some notions, namely on the importance of digital tools.

Flexibility, diversity, hybridity were already pinned down as key features of postmodernity,

the transformative museum adds a layer on them, but a true framing of what is the museum

today can only be done in the future, with a certain distance. Moreover, postmodernity is

also characterized by rapid social changes, it seems then that the transformative museum lies

primarily in this unfixed feature, which fits the ”process” definition that Nielsen attributes to

it.

Participatory museum:

Nina Simon, in her book The Participatory Museum (2010), gives us similar guide-

lines and encourages the cultural field to work with ”community members and visitors to

make cultural institutions more dynamic, relevant, essential places”22. Rather than a cold

institution, she advocates for something closer to a community centre, something not about

people, nor for people, but with people. Rather than a top-down structure, her participatory

museum is more based on democratic processes. This change might appear inevitable, as

technological evolution has changed paradigms about visitor participation. Audiences now

22. Retrieved from https://www.participatorymuseum.org/, last accessed on February 12th, 2023.
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seek more interaction –that can be provided with the new technological tools–, and the right

to co-opt and redistribute institutional content, rather than being somewhat passive by just

looking at it. Rather than an uniformizing and hegemonic culture, people want to be repre-

sented in their unique interests, but connected to sympathetic communities around the world

(Simon 2010, 350–351).

Contrary to Nielsen, Simon is more ”community” focused, and considers that the rele-

vancy of a cultural institution lies in the good it provides for the people it is physically close

to. Nielsen has a more ”globalized” conception of the museum, where boundaries can be

taken down through digital means. Nielsen calls for flexibility but does not clearly mention

an overthrow of hierarchy, whereas Simon has a more explicit political point of view on the

matter.

These complex relationships to globalization and communities and culture in muse-

ums are tackled by the postcolonial critique, essential to the development of these new (or

postmodern) forms of museum (whether we call it transformative, participatory or more sim-

ply post-museum). Because it never forgets the politics of display, the postcolonial critique

replaces museums as instruments of power and brings some uncomfortable truths to the table.

For example, Williamson has pointed out the broadly liberal discourse of the arts, that

eventually always refers to national boundaries which end up framing our mind: an artist is

referred to its country of origin, or to the places they currently live at (Williamson 2017, 94).

This neoliberal agenda wants, in appearance, to initiate ”cross-cultural understanding” as a

mean to create a cohesive multicultural society, which at the same time, does not acknowl-

edge nuanced individual narratives (94). The very vocabulary used, the taxonomies, are all

inherited from this modernist past and, as such, based on the supremacy of the West. This

can mean that, in an artistic context, the artist’s voice runs the risk of being overshadowed

by the curator’s positioning, who is functioning as a cultural translator (95).

This paradox is seen elsewhere, for example in what is sometimes called ”art washing”:

an art institution is usually identified with and through the art it displays (as it is supposed

to be the focus), but that does not mean that the art institution operates according to its art.

The institution may very well show anti-capitalistic art pieces, but that does not mean it will

operate in an anti-capitalistic way. The same goes for racism: displaying anti-racist art proves
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that the institution has practitioners from diverse backgrounds (Choi and Heide 2017, 91).

This critique is also laid out in the next chapter, by tackling the implications of such a vision

of culture on the participation of visitors.
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3 On Audiences

There are in fact no masses; there are only ways of seeing people as masses.

(Williams 1958, 319)

Before delving in the domain of audience research, some sociological perspectives

are employed to provide insights on the topic of cultural consumption. This sociological

approach is further illustrated by some sociodemographic information on the population of

Portugal and its cultural habits.

3.1 Bourdieu, the habitus, and the report on Portuguese

cultural habits

Bourdieu posits that in the cultural field23 (see 3.1 for a visual representation of the

cultural field), the specific required capital24 is artistic prestige.

The habitus of an individual represents their socio-economic background and influ-

ences their speech, thoughts, and actions, among other things. The habitus is closely linked

to the position held within a field, as the agent internalizes the objective rules that govern

the social world during their socialization (16–17). As such, the notion of habitus is crucial

to understand how individuals form their tastes and distastes, which ultimately signals their

23. A field is ”a structure of relative positionswithinwhich the actors and groups think, act and take positions”.
Each field consists of two poles, namely autonomous and heteronomous, based on its internal rules and relations
to the field of power (Hilgers andMangez 2014, 8) . The fields of economics and politics, when joined together,
form the field of power, which has a direct effect on other fields (10).
24. Bourdieu claims that there are several capitals: economic, cultural and social. All forms of capital can be

converted into economic capital, but this conversion comes at varying costs (Van Maanen 2009, 60).
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position within the field.

Not every agent has the same position in the field and therefore, they pursue differ-

ent interests. Well established agents tend to have an interest in maintaining the status-quo,

therefore maintaining the established order. Newcomers have more interest in being disrup-

tive, as it would otherwise mean that they would suffer a symbolic violence by recognizing

the legitimacy of the symbolic order and their dominated position within it (Van Maanen

2009, 61). As such, a well-established agent (like Culturgest), will strongly influence the

other agents, which gives the former even more symbolic power and legitimacy (Hilgers and

Mangez 2014, 11).

Bourdieu’s theory of cultural change explains how ”innovative cultural goods are usu-

ally first produced by an avant-garde situated at the lower level” of the autonomous pole of

their field, seeking recognition by their peers and trying to distinguish themselves from more

established figures of their field (11). As the avant-garde gains recognition, it becomes the

”consecrated avant-garde” by the process of ”consecration”, and some members may ”sell-

out” to outside interests, causing a change in the cultural product’s characteristics to appeal

to a wider audience. This leads to the masses imitating the product, resulting in a change in

its characteristics and focus on external interests rather than internal requirements of the field

(figure 3.2).

In the light of this theory, Culturgest would position itself in the realm of the avant-

garde/consecrated avant-garde. As a cultural agent, Culturgest also has some kind of power

by giving artists an institutionalized recognition, therefore reinforcing their cultural capital

and, ultimately, their position in the cultural field.

The institution is well aware of its role in promoting Portuguese artists worldwide and

the validation it provides for artists. As one of the biggest scenes of contemporary perfor-

mance art in Portugal with more than 30 years of existence, it is also one of the few places

where one can find an auditorium of this range with more than 600 seats and a good acoustic.

In the interview I conducted with Mark Deputter, the artistic director of Culturgest, he said

that he was not looking for ”very young or inexperienced contemporary artists” or ”artists

that left school two years ago”, arguing that it was not because he ”find[s] [showcasing their

work] unimportant, on the contrary, [...] but [it is not] the profile [the artistic direction is]

31



Figure 3.1: The field of cultural production in the field of power and in the social space
(Bourdieu 1996, 124)
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Figure 3.2: Bourdieu’s theory of cultural change and the ’inverted U-curve’ (Hilgers and
Mangez 2014, 12)
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making for [Culturgest]”. The artistic director mentioned how in the past, Culturgest used to

have ”some things [that] were really very much niche” (too avant-garde), which the institu-

tion now ”want[s] to avoid”, as ”there are other places in [Lisbon] where this can be done,

that have a clear option for this type of work”. As such, Culturgest works with artists ”that

are clearly contemporary, but that are more experienced, that are maybe mid-career and not

in the beginning of their career, [but] a level in their career or level in their development as

an artist to be seen by wide audiences”. Culturgest applies this principle ”in all areas” (i.e. in

all disciplines). As such, ”there are a lot of artists that have their first [...] global exhibition

at Culturgest” (which can be understood as the process of ”consecration”). Additionally, the

artistic director wants Culturgest to be a ”proactive” space, that ”invit[es] artists, [...] chal-

lenging them to do something here, be it an exhibition or a new concert, or launch a new CD

or make a piece for the big space that they’ve never done before”, which he sees as important

”in the whole art sector in Portugal”.

The following presentation of the report Inquérito às Praticas Culturais dos Portugue-

ses 2020 (survey on the cultural habits of Portuguese people) was commissioned by the Fun-

dação Calouste Gulbenkian to the Instituto de Ciências Sociais (ICS) and aims to provide

cultural institutions with a reading grid on their current and future audiences in order to con-

tribute to the production of innovative public policies (Pais, Magalhães, and Antunes 2022,

1). This report shows how cultural participation is defined by sociodemographic factors,

which illustrates Bourdieu’s notion of habitus. As such, it presents a detailed portrait of the

ways in which the Portuguese population uses the Internet, watches television, listens to the

radio, reads books, goes to libraries and archives, visits museums, galleries and historical her-

itage, goes to the cinema, local festivals and parties, or cultivates amateur artistic practices.

The survey was conducted before the pandemic and, as such, it does not take into account

the deep changes caused by the pandemic that particularly affected the cultural sector (UN-

ESCO and United Arab Emirates Department of Culture and Tourism 2022). This report was

conducted by 57 interviewers, between the 12th of September and 28th of December 2020.

Comprising 2000 Portuguese individuals above the age of 15, the panel was selected using
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the random route method 25 to ensure a representative sample.

In this group, the proportion of ”answers” is 39%, meaning 39% of the respondents

agreed to complete the questionnaire in relation to the total number of those who potentially

should have been in the sample. The ”co-operation rate” –the proportion of respondents who

agreed to answer the questionnaire in full to those who were actually contacted– was 55%

(Pais, Magalhães, and Antunes 2022, 5).

For the sake of providing a brief summary of this survey, this chapter will focus mainly

on two parts of the survey, the one about museums, historical monuments, archaeological

sites and art galleries, the second being about cinema, live shows, festivals and local festiv-

ities, which are the most relevant categories to the object of this internship report, as they

correspond to the activities of Culturgest.

Table 3.3 shows us which type of people went to the cinema in the 12 months prior to

the start of the pandemic, sorted by socio professional categories.

The report tells us that between all the sub-categories of cultural events, the one that

gets the higher participation rate is the cinema: 41% of the respondents (N=2000) went to

the cinema in the 12 months preceding the pandemic (34).

This activity seems to be particularly enjoyed by young people, but the percentage of

participation drops as people get older. The employment/socio-professional status is also an

important factor to consider: the highest rate of participation (86%) is found in the liberal and

”big business”26 (grandes empresários) professions, followed by sociocultural professions

(66%), whereas blue-collar workers have the lowest rate of participation (25%).

Table 3.1 denotes an important heterogeneity among the population as to which type of

cultural activity they attend to, depending on their socio-professional background. To sum it

25. ”The random route method is a broadly applied procedure for sampling households for in-person surveys.
[...] The random route sampling enables contact to populations without a register. Since this technique is used
when no complete list of households is available, it is intended to create equal selection probabilities. [...] In
the early stages of selection, sample points, which typically correspond to urban units, small cities, or voting
districts, are randomly chosen. Within these selected areas, interviewers receive a starting position, which is
an address or a household. Beginning at his starting location, the interviewer starts walking along the route
determined by the specific random route instructions. These routing specifications are an algorithm telling
which streets and crossroads to enter” (Bauer 2014, 520–521).
26. In Portuguese, the class of ”grandes empresários” refer to directors of companies employing more than

250 people.
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Figure 3.3: People who went to the cinema, sorted by sociographic characteristics (%) (Pais,
Magalhães, and Antunes 2022, 34)

up in several points:

• Festivals/local festivities are the less ”discriminating” (age and income wise) cultural

events; music concerts come in second place.

• For people earning above 2700 euros per month, highbrow cultural activities such as

classical music, ballet and opera are preferred.

• People earning under 500 euros per month almost only attend festivals and local fes-

tivities.

• For people earning from 500 euros to 800 euros per month, there is a beginning of

diversification in cultural activities. This table shows the clear correlation between

salaries and cultural consumption: the widest gap encountered is between ”1800 to

2700” and ”2700” euros a month: ”ballet or classical dance” goes from 6 to 21%,

”opera” from 3 to 18%, ”classical music” from 6 to 29%, ”theatre” from 11 to 40%.

36



Table 3.1: People that attended shows and concerts in the 12 months before the start of the
pandemic, by income and professional class (%) (Pais, Magalhães, and Antunes 2022, 36)

This shows the links between cultural and financial capital: the high-income popula-

tion tends to be the biggest attender for almost every cultural activity. Only the group

earning between 1800 and 2700 euros a month scores a higher attendance rate on 2

activities: local festivities (11 points of difference), and music concerts (with only 1

point of difference).

• The social professional category of blue-collar workers seems to prefer local festivities,

followed by music (live concerts) and, with far less frequency, activities such as circus,

theatre and other dances27 (Pais, Magalhães, and Antunes 2022, 36)

• The sociocultural professionals attend mostly to local festivities (47%), live concerts

(48%), theatre (33%), classical music and ballet (17% and 16%). Of all the socio pro-

fessional categories shown, they are the most ”omnivorous” ones, as well as being the

ones who generally attend to cultural activities the most. This is not surprising as their

work is related to the cultural field, showing an evident interest and more access to

these events. The next section explores more in-depth this concept of ”cultural omniv-

orousness”.

27. In the survey, ”other dances” refers to any type of dance that is neither ballet nor classical dance.
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Figure 3.4: Sociographic characteristics of the visitors of museums, historical monuments,
archaeological sites and art galleries (%) (Pais, Magalhães, and Antunes 2022, 29)

• The category of ”big businessmen and liberal professions” attends mostly to live con-

certs (55%), classical music (14%), ballet (10%) or classical dance (14%), but are the

ones who reported the less attending to local festivities.

The most inclusive activity (meaning, that counts the most socio professional diversity

in its participants) is the local festivity, being the only one that counts in a significant amount

the group earning less than 500 euros per month. On the contrary, the group earning more

than 2700 euros per month is the biggest participants in almost all listed cultural activities.

This table does not mention unemployed and retired people in the socio professional status,

who are a particularly vulnerable population in terms of finances and sometimes mobility.

A similar pattern is observed for the visit of museums, historical monuments, archaeo-

logical sites and art galleries.

The figure 3.4 has the 12 months prior to the pandemic and after the start of the pan-

demic as a time frame, as 34% of 2000 roughly makes 684 (the data has been evened). To
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explain in another way, from the whole answers collected (N=2000) those who answered

that they visited at least one of the sites in the 12 months prior to the pandemic (”the visi-

tors”, N=684), were then asked which was the last site they visited, even after the start of the

pandemic.

The next paragraphs are to be read as the following example: 34% of the total of the

respondents reported having visited at least one of the following sites: museums, historical

monuments, archaeological sites and art galleries, in the last 12 months before the pandemic

and even after the beginning of it. For fluidity of reading and avoiding the repetition of

this long sentence, I chose to sum up these 34% of respondents under the term ”visitor” and

use ”cultural institutions” as an umbrella term to refer to the category ”museum, a historical

monument, an archaeological site or an art gallery”.

The first category shown, higher education status (grau de ensino superior), shows

how education is strongly linked to the frequentation of cultural institutions: 70% of people

who concluded a higher education (after high school) are visitors, whereas only 11% of those

who stopped before the 3rd cycle (at the end of middle school, around 14 years old) are

visitors. The biggest leap is between the higher education and high-school diploma (26 points

of difference). In this graph, following a higher education is the strongest factor leading to

the visit of a cultural institution.

The second category, current situation; the employment (situação perante; o emprego)

shows how employment is linked to the frequentation of cultural institutions: students are

avid visitors, followed by employed people, unemployed people, disabled people and finally,

unpaid stay-at-home people. The biggest leap is between employed people and unemployed

people (20 points of difference).

The third category is age. Almost half of the 15-24 year olds have visited a cultural

institution, while roughly 40% of people between 25 and 54 have done so. The percentage

drops significantly to 18% for those aged 65 and older. One explanation could be simply

the accessibility of these cultural institutions (it is tiring, after all, to stand up and visit a mu-

seum), although there is more than physical condition that explains generational differences

of cultural consumption. There are cultural and behavioural differences between ages (gen-

erational differences), but this survey does not present more details that would allow for a
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more in-depth approach to the matter.

Lastly, there is a small difference in the rate of men and women visiting cultural institu-

tions: 37% of men and 32% of women28 reported visiting such a site. Additionally, men and

women have different preferences when it comes to cultural institutions: women tend to pre-

fer museums and galleries, while men tend to prefer historical monuments and archaeological

sites (Pais, Magalhães, and Antunes 2022, 29).

In sum, this survey provides information on which types of programming may attract

certain types of audiences, but it does not provide any insight into why people choose to attend

or not attend a particular activity. Similarly, some cultural activities offer a wider range of

artistic quality. If every opera piece is deemed as ”highbrow”, movies tend to present a much

wider range of artistic proposal, similarly as to music. Therefore, saying that a huge propor-

tion of the population goes to the cinema offers little insight as to which type of movies they

watch, and how it reflects their habitus. Sociology does offer explanations and shows how

one’s cultural capital (and therefore, cultural consumption) is the reflection of one’s habitus

(which is linked to one’s position in the field of power). It also shows that an agent such

as Culturgest has no interest in producing for the masses, as it would signify ”selling-out”,

and therefore losing symbolic capital. However, it seems that Culturgest balances mostly be-

tween the stages of avant-garde and consecrated avant-garde. As Mark Deputter explained,

Culturgest is a space that supports and ”bets” on emerging artists by providing them with op-

portunities and a certain form of validation. It also programs established artists, such as De

Keersmaeker, who may be considered part of the institutionally consecrated art or ”bourgeois

art” (as defined by Bourdieu) due to their fame and dominance in the contemporary dance

field.

In order to gain symbolic power, cultural production has to deny any economic inter-

est (or ”commercialism”), in ”favor of pure aesthetics intentions” (Van Maanen 2009, 68).

28. The remaining percentage (31%) is not explained, and cannot refer to the non-visitors, as the graph is
precisely about the sociographic characteristic of the visitors. In the survey, there is no ”nonbinary” gender that
could be chosen. Therefore, I can only assume that this is a methodology issue, that 31% of the respondents
did not answer the question on their gender, as there is no information regarding this data and its collection in
the survey, nor in its annex.
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However, the more popular and accessible a cultural product becomes, the more it loses its

symbolic value, as the economic elite can no longer distinguish themselves from the masses.

These considerations are only scrapping the fundamentals of sociology, but they offer

a framework in which we can position Culturgest as a cultural agent, having an active role

in the field of cultural production in Portugal (and, by extension, on an international level).

Several authors have also noticed a tendency towards an omnivorous attitude in regard to

the consummation of cultural products (a concept that the next section explores); in this

regard, the multidisciplinarity of the institution can be an asset, but also needs to be carefully

analysed.

3.2 Understanding the omnivorous audience

During the interviews I conducted with the staff at Culturgest, it wasmade clear that one

of the institution’s objectives for the upcoming years is to attract more young people. The

head of communication, Catarina Medina, mentioned the need to research more about ”a

specific kind of audience that is omnivore, that consumes visual arts, consumes conferences,

theatre, dance, because normally we are used to that people from theatre see theatre and

nothing else, and this kind of omnivore audience profile is quite young”.

This term ”cultural omnivore” was first introduced by Peterson and Simkus (1992) in

their study on the relationship between musical tastes and occupational status in the United

States. Years after Bourdieu’s work on social distinction, Peterson and Simkus updated the

concept to reflect changes in the post-modern world. To investigate this cultural omnivorous-

ness, they used music consumption, as it was (and still is) easily accessible and appeals to

almost everybody, throughout the highbrow-lowbrow scale29. Briefly said, this study shows

29. Highbrow, middlebrow, and lowbrow are terms used to describe cultural tastes and preferences. The
higher the brow, the more ”elevated” and ”cultivated” one is. It is important to note that these categories vary
in time, in space, and are arbitrary. For example, jazz used to be considered as a lowbrow genre of music,
whereas it is now considered to be a higher brow genre of music (Peterson and Kern 1996). Although Peterson
and Simkus took a class-based approach to the study of patterns of cultural consumption, they also showed
that ”class is not the sole determinant of taste and that the distinction between highbrow and lowbrow is losing
its significance for our interpretation of choice patterns”, now tending towards an organization between ”the
univore taste of the lower status groups versus the omnivore taste of the higher status groups” (Eijck and Lievens
2008, 222).
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that higher status groups of today are seen as appreciating a wider range of cultural products

than before the 1970s, resulting in the emergence of the ”cultural omnivore”.

The ”emergence of the cultural omnivore is a cultural expression of personal qualities

that are highly valued and thus rewarded in today’s complex society” (Eijck and Lievens

2008, 208). Van Eijck links the emergence of this cultural omnivore to a generational divide,

which emerged in the 1970s and 1980s with the emergence of new digital forms of partic-

ipation (which is also, as seen previously, considered to be the period when postmodernity

emerged).

Contrary to the assumption that highbrow culture would be more appreciated with

higher levels of education, the –at the time– younger generation was less inclined toward

highbrow art and more familiar with popular alternatives (such as ”television, pop music,

internet, cinema” (209)).

However, it is important to note that omnivorousness is not an indication of indis-

criminate taste, but of openness to appreciating everything. Highbrow omnivores still mark

symbolic boundaries, but mostly in how cultural products are consumed rather than in their

content, as exclusive taste is now frowned upon and considered snobbish (219).

For the highbrows, there has been a shift from snobbishness to omnivorousness, and

the reasons for this change include changes in educational levels, income, and the emergence

of new forms of participation. Overall, the emergence of the cultural omnivore reflects the

changes in our society’s values and expectations, and the shift from modernity to postmoder-

nity (221). As Bauman puts it, ”if the modern problem of identity was how to construct an

identity and keep it solid and stable, the postmodern problem of identity is primarily how to

avoid fixation and keep the options open” (Bauman 1994, 18).

This cultural omnivorousness is observable in the survey on Portuguese cultural habits:

some art forms regroup more people across the socio-demographic backgrounds (cinema,

festival/local festivities and music concerts being the less discriminating), and the higher

status people are the biggest and most omnivorous cultural consumers.

There is more to be said on omnivorousness and which sociological significances it

entails (one’s value orientations, social attitudes, or leisure motivations), and some schol-

ars have even attempted to distinguish different types of omnivores (see Eijck and Lievens
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(2008)). One can always bear critique on attempts at categorization, as they will always entail

some generalizations and reductions.

For a multidisciplinary institution like Culturgest, taking into account these analyses

of cultural consumption patterns is crucial. A multidisciplinary institution can be considered

to be better equipped to engage with diverse cultural expressions and cater to a wide range

of audience types. In the light of ICOM’s definition of the museum, one can argue that it is

even its responsibility. By investigating and understanding the way people relate to art and

how it is linked to their socio-cultural background, the institution could gain insight into its

current perception among the population, and subsequently, expand its outreach to audiences

beyond its current scope. The next sections present the field of audience development and

propose some audience research models that may be useful to Culturgest.

3.3 Background of audience development

After having laid out in the last sections a framework on cultural consumption pat-

terns in Portugal and some of their sociological implications, the field of audience research

hopefully sheds light on how to diversify an audience and which pitfalls to avoid.

What is audience research? Depending on the lens used, one can understand it as a con-

cept and/or practice. Research on audience development in museums touches many fields:

museology, sociology, psychology, leisure science, education, communications, consumer

behaviour, and marketing. It is, ”in short, [...] an umbrella term that covers the financial,

artistic, social and educational aspects of institutional efforts to address the audience in new

ways, despite their different means and methods” (Lindelof 2014, 3). The reasons of want-

ing to develop can be social or simply financial. On this subject, scholars like Kawashima

have expressed some concerns: it seems that the current cultural policy to encourage audi-

ence development finds its foundations in the tradition of Liberal Humanist ideology, which

assumes a ”superiority and autonomy of the arts transcending class and other divisions in so-

ciety” (Kawashima 2000, 3). This unrealistic view of culture has been proved wrong through

sociology, as seen in the last section with Bourdieu: culture, in practice, is a mean to repro-

duce and mark social distinction (3).
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These two views result, according toKawashima, in two schools of thought on audience

development: the Liberal Humanist idea of cultural universalismwhich unfolds in a ”product-

led” approach, and the sociological idea of cultural separatism which would be closer to a

”target-led” approach (Kawashima 2000, 3).

Kawashima distinguishes four major aspects of audience development, which are not

mutually exclusive and can overlap. The following table 3.2 is an excerpt from her paper:

Table 3.2: Different Types of Audience Development (Kawashima 2000, 8)

Kawashima defines audience development (comprising the categories of cultural in-

clusion and extended marketing) as distinct from arts marketing (comprising the categories

of taste cultivation and audience education). Audience development focuses on non-visitors,

while arts marketing targets existing audiences.

Briefly said, in audience development, cultural inclusion aims to bring in visitors who

do not often go to cultural institutions, while extended marketing targets those who are likely

to visit but are not yet customers. In arts marketing, taste cultivation targets already estab-

lished consumers, typically from higher socio-economic status, with little concern for the

demographic composition of the audience. Audience education aims to enhance the cultural

experience of visitors through additional educational content, and it can encourage consumer

loyalty. Albeit having different purposes, these four categories30 are not mutually exclusive,

30. The first attempt at establishing this kind of categorization in audience development is attributed to Hood
and her following taxonomies: the ”visitor”, the ”non-participant” and the ”occasional participant”(Hood 1983).
The categories established by Kawashima can be considered to be an ”update” to Hood’s taxinomies.
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and ”audience development” can be understood as an umbrella term (Kawashima 2000, 10).

This can be seen at Culturgest. For example, the institution has a special department called

participação31 dedicated to audience education, which can be considered a form of either

cultural inclusion or audience education. Culturgest’s student day32, can be seen as a form of

extendedmarketing: higher education students are more likely to visit cultural institutions (as

seen in the previous section), thus, catering a special day to students is an attempt to increase

their interest in the cultural institution. Lastly, the institution regularly proposes an interdis-

ciplinary programming33 (for example, a piece of theatre related to a conference), which can

be considered to be a strategy of taste cultivation.

The question of how people decide to visit or not an art institution is at the core of au-

dience development. To explore these reasons, Hood (1983)34 stresses the importance of the

process of choice making when picking a leisure activity, and the importance of socialization

and childhood influences in the direction of potential visitors’ choice, which relates to the

concept of the habitus described previously (51).

Since the first studies on non-visitors conducted by Hood in the 1980s, the field has

considerably expanded itself. Many museums have now an audience development sector

and have developed certain strategies in order to have more diversity, inclusivity, and overall

a greater number of people in their audience. Some museums have also conducted more in-

depth analysis on the motivations for visiting an art institution, ”for example, price, habit,

psychological barriers, expected relevance and family status interact in more or less complex

processes of resource management among specific interests groups” (Lindelof 2014, 6). It

is also a matter of survival for the arts: there is more than ever a competition on the leisure

market, audience is ageing, and a pessimism is floating regarding the future of the funding

of the arts (Kawashima 2000, 17), even more so after the Covid crisis that strongly impacted

the cultural sector (UNESCO and United Arab Emirates Department of Culture and Tourism

31. Meaning ”Participation”. This department will be further referred to as ”participation”
32. Culturgest. ’Dia Estudante’. Culturgest, 2022. https://www.culturgest.pt/pt/programacao/dia-estudante/
33. Culturgest’s cycle of colonial memories offered a programming with theatre pieces, conferences and de-

bates, performances, and cinema. The full programming is available at this link: https://www.culturgest.pt/pt
/programacao/ciclo-memorias-coloniais/
34. It is worth noting that Hood has conducted one of the first studies done specifically on non-visitors (Hood

1983)
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2022).

Kawashima (2000) mentions several psychological barriers as to why people don’t fre-

quent art institutions. It is fairly common that non-attenders do not feel welcome in the arts,

that they may feel like it is a snobbish or irrelevant activity, or that they believe they would

not understand the art work. Some are also concerned about the museum codes that they are

not familiar with, and therefore would rather avoid any unnecessary embarrassment. Lastly,

another psychological barrier lies in the very architecture of cultural spaces (museums, arts

galleries, theatres, concerts halls) that can come off as intimidating, imponent and therefore

unwelcoming (this point will be further addressed in the report, as it is a characteristic of

Culturgest’s building) (Kawashima 2000, 18).

To understand the psychological barriers mentioned earlier, it is important to examine

social exclusion, social inclusion, and their connections to culture. Audience development

originated from a wider context of public social policy, as a mean to promote cultural democ-

racy. Social exclusion35 and inclusion refers to perceived inequalities in areas such as income,

job opportunities, education, and housing (17).

Cultural participation (but also sports and other recreational activities) are still viewed

as effective ways to combat social exclusion by developing the individual’s potential and

building community identity. The positive social effects of arts participation are the primary

reasons for encouraging public funding of the arts, whereas Kawashima mentions the eco-

nomic contribution as being the primary argument in the 1980s (17).

There are several underlying assumptions and assertions regarding cultural inclusion.

Kawashima gives three, which are the following:

1. Culture should and can be made accessible to all people.

2. If only we remove the physical, geographical, economic and psychological barriers,

culture will become accessible and currently under-represented segments of the popu-

lation will have a higher profile in the audience.

3. Culture can contribute to the combating of social exclusion. (19)

35. The European Commission and its member countries have progressively preferred the term social exclu-
sion to poverty or deprivation since the 1980s (Kawashima 2000, 17).
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The first assumption is that culture should and can be made accessible to all people.

This assumption is based on the ideology of ”culture as having a universal value” (Kawashima

2000, 19), which comes from the Liberal Humanist tradition of British and European cultural

policy. However, this view of culture has been challenged, and scholars (such as O. Bennett

1997, or Vestheim 1994) have raised doubts about its universality, especially in terms of the

culture of particular social groups being representative of the nation as a whole. Similarly

to Hooper-Greenhill, they denounce this heritage of the Enlightenment and modernity. Al-

though the notion of culture has been contested in recent times, with discussions around the

priorities of cultural policy and a new interpretation of what should receive public assistance,

it appears that cultural policy has not undergone a total transformation (Kawashima 2000,

19). Even present-day cultural policy, which is more inclusive and postmodern, can still

assimilate these changes or take up various cultures into its mainstream. Kawashima high-

lights that the so-called ethnic arts are examples of how exotic cultures are ”appropriated or

domesticated” by the dominant culture, echoing the postcolonial critique (19–20).

The second assumption is that the removal of barriers will improve access to the arts.

However, as seen before with Bourdieu’s concept of habitus, artistic education is crucial for

cultural consumption, and people who have an appreciation for the art and cultural consump-

tion have been trained to do so from an early age. These very sociological factors explain

mainly why the typical arts attender is ”well-educated, well-to-do” andwhy cultural inclusion

is so difficult, since it is such a long-term enterprise (21).

Furthermore, Kawashimamentions Dimaggio andUseem (1978), who have argued that

even providing life-long learning opportunities in cultural appreciation would be fruitless,

since people simply ”do not want to share the same culture with ’others’” (Kawashima 2000,

21). Culture is used to enhance ”individual and group identities”; to define oneself or the

group –”Us”–, is only possible in opposition to the ”Other(s)”. To quote Kawashima:

Distinction by culture is an inevitable social force, and when a new group catches up
with the culture which has so far been the domain of the established class, the previous
owners of that culture move on to generate another culture so as to freshen up its identity
and solidarity (Bouder-Pailler 1999: 8). The prospect of social cohesion through the use
of culture works insofar as it is a disguised form of social control which promises access
to the culture of the ruling class. But the permit is always half-hearted and tokenistic,
and by the time the access becomes substantial, the privileged class will have established
another culture with which to identify themselves and exclude others. (22)
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This quote shows that culture, instead of combating social exclusion (the third assump-

tion), is arguably having the opposite function (Jordan and Weedon 1995). It can be put

in parallel to Bourdieu’s above-mentioned theory of cultural change and the ‘inverted U-

curve’, with the constant self-actualization of the elites to distinguish themselves from the

masses (figure 3.2, see last section). This quote also heavily criticizes the Liberal Humanist

vision of culture, disguising social control behind the idea of one Culture36 for all (which is,

in reality, the culture of the ruling class) and of Culture as a way to tackle social exclusion.

In sum, audience development, as it has been done, has been largely based on the Liberal

Humanist idea of culture which is, as we have seen, ”inconsistent with sociological studies

and views on culture and society” (Kawashima 2000, 20). The tension between audience

development and the external sociological perspective is also internal, as Kawashima argues

that the consequences of this Liberal Humanist view on cultural policies have been largely

ignored (20).

To explain this internal tension, it is necessary to refer to product-led approach and

target-led approachmarketing strategies presented in the following table 3.3, based off Kawashima’s

writings (Kawashima 2000).

Essentially, the product-led approach involves creating a product first and then finding

a suitable audience, while the target-led approach involves identifying a target audience and

then creating a product that meets their needs. When themain objective is financial, these two

approaches collide, since the current audience is usually the best target for continued sales.

However, when the objective is more social, the two approaches bifurcate. The target-led

approach is more suited in that case, as it involves identifying the needs of different groups

of people and delivering the product accordingly (which may involve a complete change in

the product itself37). On the other hand, the product-led approach primarily focuses on better

communication of the existing product and removing barriers. While the product-led ap-

proach assumes cultural universality and that the same cultural products will be relevant to

36. Culture written with a capital ”C” which refers to the arts, and ”culture” with a small ”c,” which is to be
understood in the anthropological sense of ”a whole way of life.” (Gallagher 1992, 82)
37. On that note, Kawashima writes that it is not about ”compromis[ing] artistic quality”, although she does

not define what precisely constitutes artistic quality (23)
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Product-led Target-led
General
definition

Makes a product first and
then finds the right segment
of the population that would
be interested in.

Determines a segmented
target and then finds the
right products for this
group.

Approach to
culture

Follows the idea of cul-
tural universalism/Liberal
Humanist idea of culture
(i.e., we all have the same
potential for cultural con-
sumption and the same
cultural products will be
relevant to everyone).

Understands that different
groups represent different
cultures that have different
needs that should be repre-
sented.

Arts marketing
(existing
audience and
audience with a
strong
potentiality)

Focuses on better commu-
nicating the existing prod-
uct. Few changes are made
to the product itself.

Takes into account the vary-
ing levels of cultural capital
and different responses to
arts organization products
and communication, reject-
ing the idea of cultural uni-
versality.

Audience
development (the
‘not easily
available
audience’,
people outside
the core market)

Focuses on barrier removal.
Few changes are made to
the product itself.

Identifies the needs of the
segmented target and de-
livers the product conse-
quently (which might sig-
nify a complete change of
the product, here under-
stood broadly).

Table 3.3: Product-led vs. Target-led Approaches
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everyone, the target-led approach acknowledges varying levels of cultural capital and differ-

ent responses to arts organization products and communication, rejecting the idea of cultural

universality (Kawashima 2000, 23–24).

For Kawashima, big arts organizations should tailor their products to specific audience

groups to avoid cultural universalism. This can be achieved by offering a wide range of

programming catering to different audiences, which Culturgest does to some extent, primarily

focusing on contemporary production.

Lindelof adds nuances to Kawashima’s arguments and points out the inherent contra-

diction in audience development’s relation to cultural policy. Lindelof’s argument addresses

the tension between artistic quality and civic equality, and the allocation of resources: what is

the aim of the policy? To ”enlarge the audience, change its demographic composition or [to]

challenge the established criteria for discussing artistic quality”? (Lindelof 2014, 8). Linde-

lof further argues that a strictly target-led approach runs the risk of removing artistic quality

(again, what constitutes artistic quality is not defined) as a cultural policy objective, and that

seeing the audience only through demographic characteristics can be essentialist and thereby

reinforcing of categories (7).

Another critique of this target-led approach to audience development is that it ”over-

look[s] the personal and aesthetic value-making that lies at the heart of more disciplinary-

rooted studies”, or, in other words, to ”see generalisability in arts consumption” (Pitts and

Price 2020, 14–15). In that sense, the multidisciplinarity of Culturgest complicates the anal-

ysis of its audience development, as it would require to dive into the specificities of each art

form which are also curated by different people, but this multidisciplinarity also offers more

opportunities to explore for audience development.

To conclude, we have seen that the concept and practice of audience development is

not as straightforward as it may seem, filled with conflicting views. The new practices and

projects brought on these past years maymove audience development towards a more holistic

understanding of culture and can impact cultural policy on national levels.
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3.4 Some audience research models

To diversify the social profile of audiences according to their cultural background, age,

disability, class and geography is a major concern for governmental institutions (such as the

city of Lisbon (Guerra et al. 2017, 158), but also more internationally (as stated in Bollo et

al. (2017)) as well as for the arts and culture sector.

To achieve this goal, several scholars and researchers have proposed models of audi-

ence development. As seen with Kawashima, organizations often rely on a ”product-led”

approach using marketing and communication techniques, but real change requires a deeper

understanding of the issues and a willingness to make significant organizational changes.

Organizations also tend to conform to established industry norms, leading to a homogeneous

audience. To overcome this, external forces are needed to destabilize established practices

and facilitate the introduction of new ideas and innovations. Understanding cultural speci-

ficities and taking into account the opportunities and constraints of each institution is crucial

to attain this goal. Although there is no universal recipe for successful audience development,

a successful and comprehensive practice often requires important organizational changes and

reflection on practices and goals (Glow, Kershaw, and Reason 2021, 133).

As it would be difficult to present all the models that have been created, this report

mainly retrieves from the ones of Glow, Kershaw, and Reason (2021), Harlow (2014) and

Smyth (2004), highlighting their similarities. An example is given in the following figure

3.5.

• To diversify its audience, an art organization should first acknowledge the need for

change and then identify a target audience. Successful audience diversification requires a

target-led approach to arts marketing and audience development, based on a detailed knowl-

edge of audiences (Glow, Kershaw, and Reason 2021; Harlow 2014).

• To understand the audience and the obstacles to its involvement, the art organization

should conduct inquiries or any other type of research that could provide more information

about the audience(s). Qualitative and/or quantitative information can be gathered about the

target audience through surveys, interviews, or other methods. Several strategies can be used

to understand the audience, including setting up customer circles, evaluating exhibitions with
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Figure 3.5: Leading Change for Audience Diversification model (Glow, Kershaw, and Rea-
son 2021, 136)

front of house staff, collaborating with other venues to pool audience data, and involving the

team by having every staff member working on the main desk front of the house (Smyth

2004, 34). This is something that the head of communication at Culturgest acknowledges,

as she regularly engages in informal talks with people from the audience in order to retrieve

their impressions, and has also participated in customer’s circles in the past.

• To build a relationship with the target audience, the institution can call cultural inter-

mediaries or brokers to act as the middleman between them and the target audience (Glow,

Kershaw, and Reason 2021). These middlemen create culturally sensitive relationships be-

tween the audience and the art organization, driving ”organizational change through their

capacity to function as institutional entrepreneurs” (Battilana, Leca, and Boxenbaum 2009

qtd. in Glow, Kershaw, and Reason 2021, 138). These brokers may be external to the institu-

tion and are called upon for specific missions. For instance, Culturgest organized the cinema

festival Ampla38 with the strong will to make the institution more accessible for people with

specific needs (visually-impaired, hearing-impaired, wheelchair users, neurodivergent peo-

ple). At this occasion, several changes were made in the institution: in the building itself,

to be accessible to wheelchair users, but also with Culturgest staff, who were taught good

practices with these specific audiences.

However, the head of communication at Culturgest believes that the opening of a ded-

38. ”Ampla - Mostra De Cinema,” Culturgest, 2022, https://www.culturgest.pt/pt/programacao/ampla/

52

https://www.culturgest.pt/pt/programacao/ampla/


icated ”department of audiences” in the institution would be even more helpful, as there is

too much work for one cultural mediator to handle, given the multidisciplinary nature of the

institution and the challenges it presents (various disciplines, themes, and target audiences).

Other scholars proposed other ways to build a relationship with the audience. For ex-

ample, Smyth suggests involving the audience in decision-making, changing delivery format

of the products, collaborating with partners, and accommodating space for everyone as strate-

gies to make the institution more audience-friendly (Smyth 2004, 34). To create a welcoming

atmosphere, the institution must view its spaces as ”access tools rather than income gener-

ators [...] this means things like providing good, cheap kids meals in the café” (46). These

strategies are particularly relevant to Culturgest and will be further analysed in the second

part of this report.

Harlow (2014), advocates for providing multiple ways in to help new audiences get

familiar with the art offered by an art organization in a less formal way (which can be analysed

as a product-led approach). For instance, teenagers may feel intimidated about attending

arts events when they don’t know how to discuss it with their friends. Following a clear

narrative like Romeo and Juliet can help to overcome this barrier (Harlow 2014, 49–54).

Digital communication can also be leveraged to foster interactivity with the users and make

the art institution more accessible (which, as will be further analysed, as been a strategy

employed by Culturgest’s communication department).

Smyth (2004) echoes Harlow’s suggestion by emphasizing the significance of familiar

points of reference and giving priority to general press coverage, which results in improved

exposure and greater audience understanding (Smyth 2004, 40). Smyth also stresses the im-

portance of language in communication: by involving team members and seeking multiple

perspectives from other departments and audiencemembers, the institution has better chances

to avoid off-putting language. On these particular points, Culturgest has a tradition of clear

and editorial language (which is further discussed in the second part of this report), as well

as partnerships with several journals, where for example, they schedule six months in ad-

vance interviews with the institution, or where they would have a special kind of deal where

Culturgest rents out its auditorium, free of charge, in exchange for publicity.

• To gain broad organizational commitment is a critical step in building dynamic capa-
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bilities. To achieve this goal, creating multidisciplinary teams can be a solution, as having a

more diverse (but committed) team can only be beneficial to understand the diversity inherent

to the public (Glow, Kershaw, and Reason 2021, 138).

Harlow (2014) aligns with this perspective, highlighting the importance of gaining or-

ganizational commitment. His study39 indicates that some organizations treated audience

development as peripheral projects, receiving little attention outside of the marketing or ed-

ucation departments (3). This lack of cross-departmental coordination prevented them from

gaining momentum and achieving their goals. Smyth’s (2004) report also emphasizes the

importance of building multidisciplinary teams and fostering a company culture that priori-

tizes people and challenges the status quo. It advocates for closer collaboration between the

marketing/communication, education and management departments to fulfil the institution’s

social and democratic roles. Additionally, it stresses the significance of hiring a broad range

of staff to match the desired audience makeup (Smyth 2004, 19–24).

• Conducting evaluation and reflective practices helps organizations learn, acquire new

skills, and adapt to changes in their environment by developing dynamic capabilities (i.e. an

organization’s ability to adjust its processes, resources, and knowledge in response to changes

in the environment) (Glow, Kershaw, and Reason 2021, 138). To understand the audience

and their subjectivities, various techniques can be utilized, and it is important to consider the

advantages and disadvantages of each method. For instance, an open-ended questionnaire

is likely to yield more qualitative responses than a tick-box questionnaire. A reflective and

analytical method enables organizations to adjust or create new processes that help them gain

a deeper insight into their target audience and their perspectives (138).

Similarly, Harlow encourages flexibility for arts organizations (Harlow 2014, 65). Rolling

several small initiatives instead of a big one is advised in all the models studied here, as it

helps the organization learn more and spend resources more wisely. Consequently, changing

the organization’s usual way of operating might be necessary (Glow, Kershaw, and Reason

2021, 139). However, this process may lead to discomfort within organizations, as it re-

39. These organizations were among 54 arts groups in six U.S. cities that received funding from The Wallace
Foundation’s Wallace Excellence Awards (WEA) initiative. The effort, which ran from 2006 to 2012, gave
grants to arts’ organizations to devise and carry out audience-building efforts of their own design” (Harlow
2014, 3).
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quires stepping out of familiar practices: in order to effectively diversify audiences, the way

organizations operate must continuously evolve, with changes happening at all levels, from

individual practices to overall strategies.

On the last stages, Harlow mentions that if successful, the audience development strat-

egy can severely strain organizational capacity, and the increased responsibilities can bring

a heavier workload on the staff. This can also negatively impact the experience of newcom-

ers and alienate the current audience, impacting the identity and integrity of the organization

(Harlow 2014, 78).

Other models have worked at the consumer level, to try to decipher what are the inter-

nal and external forces to prevent or make someone participate in the arts. For example, the

MAO40 (Wiggins 2004, Kemp and Poole 2016), stemming from the RAND41 model (Mc-

Carthy and Jinnett 2001), aiming at understanding the different layers at play in decision-

making for art’s attendance. The MAO model was used to answer the problematic of the

audience decrease for live performance art, not as an institutional critique. As such, it draws

a general picture of the problem of audience development for the arts, but is too generic to

dive into sociology, history and other academical fields that usually bring a critique of the

cultural world.

As such, the reflexion on identity is the very first step the institution should undertake,

which calls for a holistic and transdisciplinary approach to audience development. Under-

standing where our contemporary cultural world stems from, its inherited problems and bi-

ases—noticeably the myth of the Liberal Humanistic ideology of culture—, and the different

tools offered by sociology and other fields, are crucial to produce a cohesive framework of

audience development in arts institutions.

What are the values the institution wants to promote? Is it a democratic/social audi-

ence development, with a target-led approach? Or an audience development led by financial

concerns? What are the needs of this audience, and the needs of the institution? What are the

priorities? What are the effective means the institution has to achieve these goals?

Culturgest has effectively engaged with some of the audience development strategies

40. Standing for Motivation, Ability and Opportunity
41. The name comes from the RAND Corportation
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mentioned above, noticeably in its communication. The previous sections provide theoretical

knowledge on different aspects of the field of audience development, which are used in the

second part to conduct an analysis of Culturgest’s identity and communication. Based on this

analysis, specific suggestions for audience development strategies are proposed.
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Part II

Analysis
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4 Shaping the Image of Culturgest

In order to dive into the analysis of Culturgest’s identity with a focus on audience de-

velopment, this section presents a brief history of the institution which will help to better

understand its position as an active actor of Lisbon’s culturalscape, as well as the challenges

it faces today. This analysis is based on a combination of qualitative and quantitative data

retrieved from various sources, including interviews conducted with the staff, data provided

by Culturgest, as well as journal articles. Additionally, it draws upon my experience as an

intern at the institution42.

4.1 Historical background

Culturgest is located in the neighbourhood of Campo Pequeno, which gives it a central

position in the city and makes it easy to access. It occupies a corner of the pharaonic building

of the CGD, where roughly 4000 people work every day. On the inside, there is one main

auditorium (with 652 seats), a small one (with 150 seats), several workrooms (of various

dimensions) used for workshop or as rehearsal spaces, 2 galleries for the visual arts, a library,

a roof garden (rarely used), an entrance, as well as several parts not accessible to the public.

The entrance has been recently modified (in May/June 2022) to have a cafeteria and a library

(a specific section of this part deepens these points).

Culturgest’s history begins on January 10th 1992, when the constitutionwas proclaimed.

42. From mid-September 2021 to February 25th 2022, I worked at Culturgest as a production intern, under
the supervision of Mariana Cardoso de Lemos. The production team is responsible for organizing events in
Culturgest, and I learned about the challenges of the position. These challenges range from long-term planning
to short-term arrangements, such as organizing catering, but I was also assigned to do paperwork, some hands-
on work, and tasks related to the front of the house. Due to the particular situation of Covid-19, the production
team also had to ensure hygiene measures were implemented and respected.
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The new company, Culturgest - Gestão de Espaços Culturais, SA, had a capital of 20000

accounts and was owned by three different actors: the Caixa Geral de Despositos (who

had 51% of the shares), the SGPS, SA, (39%) and the Fundação Luso-Americana para o

Desenvolvimento-FLAD (10%) (Caixa Geral de Depósitos 1992). Its social objective was to

”manage cultural spaces, as well as the promotion and development of cultural, artistic and

scientific activities, namely the organisation of expositions, shows and congresses” (Caixa

Geral de Depósitos 1992).

The institution has had a multidisciplinary characteristic since its beginnings, welcom-

ing artists from all over the world, in the fields of visual arts, dance, theatre, music; airing

movies and presenting debates and conferences, organizing workshops and fulfilling a more

educative and participative role through its department of participation (which used to be

called Serviço Educativo43). The international dimension is visible in the first program aired

(from October until December 1993) which contains shows of Portuguese performers, but

also American, French and Centrafrican44.

According to Carvalho (2020), the history of the foundation can be divided in three

phases, corresponding to the three different artistic directions it held (7). This section (cor-

responding to the first phase) uses a collection of articles and archives.

Culturgest started off with a small human resources team: Manuel José Vaz, Fátima

Ramos, and Luís Santos Ferro in the board of administrators, António Pinto Ribeiro as the

artistic consultant, Eugénio Sena as the technical director, and two secretaries. The founda-

tion was considered as the offspring of Emílio Rui Vilar45 –then president of CGD– because

of his will to open the space to the public, and not exclusively to the workers of CGD; at

the time, it was the biggest commercial building in Europe and its construction deeply in-

fluenced the life of the neighbourhood. As such, Culturgest was created with the aim of

attracting the public and preventing the depopulation of the neighborhood after the workers

of CGD returned home (Pomar 1993, 68–71).

43. Meaning ”Educative Service”.
44. See annex A
45. He is a prominent figure of post-revolution Portuguese politics, known to be a patron of the arts, worked

as secretary for Europália, as a vice-president for Fundação Serralves, and as an administrator for the Fundação
Calouste Gulbenkian (Pedro Lains in Caixa Geral de Depósitos n.d.).
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The initial exhibitions of Culturgest showcased renowned artists and performers, el-

evating the institution’s public image. For instance, between October and December 1993,

300 photographs commemorating the 50th anniversary of the Magnum agency as well as a

hundred watercolours by Egon Schiele were on display. A strong willingness to encourage

Portuguese artists and artistic creation were also two core facets part of Culturgest’s identity,

present from the beginning. In the program of April/June 1995 (see annex A), we can read

the following:

During the period of April to June, Culturgest will showcase a series of works and
activities that will have recurring themes throughout the 94/95 season. The dialogue be-
tween artistic works from the American continent, such as music and dance, and those
from the Mediterranean, such as visual arts, will persist. Additionally, the programming
will continue to present influential choreographers from the 20th century. Finally –as
part of the public discourse on ”multiculturalism and the new mix of cultures”–, there
will be a set of puppet shows, theatre and dance performances by contemporary Chinese
artists. This programming aims to highlight the creative productions in the country,
which grapple with conflicts between the modern and the ancestral, and express them-
selves in unique and innovative ways.

The basic principles and values that Rui Vilar wanted for Culturgest, namely ”inter-

disciplinarity”, ”multiculturalism”, ”Portuguese contemporary creation”, ”reflexion oriented

towards Humanities” (Pomar 1993, 71) still hold up to this day, although after three decades

and three different artistic directions, strategies concerning the audience, the programming

and the financial state of the foundation have evolved.

Culturgest opened its doors at a time when the offer for contemporary creation in Por-

tugal was emerging, ”with a number of cultural institutions surging up in Lisbon’s cultur-

alscape” (noticeably the Centro Cultural de Belém (CCB) in 1992), but also during ”an in-

crease in the number of art galleries and in the number of private performance arts’ pro-

duction companies” (cf. Ribeiro qtd in Maurício 2016, 205). The emergence of these new

spaces dedicated to culture can be considered as being the product of ”the (possibly unful-

filled) modern/postmodern short-circuit reflecting the transformations of a postdictatorial,

postcolonial, post-revolutionary society coming to terms with a new cosmopolitan reality

where both heritage and contemporary production play a crucial role in the representation of

a cultural identity” (232)46

46. For a deeper analysis of the shift from modernity to postmodernism in Portugal, see Maurício (2016)
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In that context, Culturgest quickly became one of the most important cultural institu-

tions in Portugal, as it was one of the first and only spaces of that size offering a programming

dedicated to contemporary arts.

In 2004, Culturgest entered its second phase: Miguel Lobo Antunes47 replaced Fátima

Ramos as vice president of the company. Pinto Ribeiro announced his departure a month

after the arrival of Lobo Antunes, leaving the latter in charge of both management and artistic

direction (B. Reis 2004). Lobo Antunes decided to adopt a similar programming strategy to

that of CCB and hired three programmers: Gil Mendo for dance, Francisco Frazão for theatre

and Miguel Wandschneider for visual arts; leaving cinema, music, conferences and debates

to Lobo Antunes (Rato 2004).

During this phase, new institutions dedicated to contemporary arts emerged and Cul-

turgest lost its privileged position: audiences stagnated and Culturgest struggled to reinvent

itself (Carvalho 2020, 11).

A number of changes occurred: in 2006, the management of CGD’s collection was

transferred to Culturgest which, although demanding more staff and funds, had no decisive

impact, the model of the collection’s touring and loaning staying the same (Culturgest 2006,

10). In 2007, Manuel Vaz passed away and CGD bought back his 10% shares, Luís Santos

left the board of administration, changing the organizational structure. On the same year,

Culturgest became a foundation (being originally a for-profit organization): as the financial

results had been negative since 200448, the process of becoming a foundation held substantial

benefits, although this was not stated as being the reason for this change (Carvalho 2020, 12).

This period coincides with the early signs of the subprime crisis in the United-States,

that resulted in a global recession period. The impact of the crisis was particularly severe on

Portugal, as the country was already experiencing an economic downturn from 2000 to 2007,

which was compounded by a sharp crash in 2008 (R. Reis 2013). It culminated in 2011 with

the application of bail-out programs and this period —known as the troika—would only end

in 2014, with the re-apparition of economic growth49.

47. Miguel Lobo Antunes initially holds a degree in Law but switched to a career in cultural management and
occupied leadership positions in Instituto Português de Cinema, Europália 91, and CCB (Franco 2018)
48. The financial results of the Culturgest are available through the different audit reports
49. ”Portugal Assinala 10 Anos Desde a Troika Com Contas Públicas Fragilizadas Pela Pandemia,” Dinheiro
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This period was particularly challenging on a financial level for the foundation, being

under the threat of closing its door: a 2012 inquirymandated by theMinistry of Finance stated

that Culturgest was completely dependent on public funding, was spending too much on

staff and a had weak patrimonial situation (Ribeiro 2012). The Portuguese government also

drastically reduced subsidies to cultural institutions. As the current director, Mark Deputter,

explained, ”there was a vote of the law which said that all the cultural institutions linked to

the government had to reduce their subsidies by 40%. And then there was an extra reduction

of another 10% which was applied in Culturgest as well.”

This difficult financial situation would last until 2018 with the arrival of the new artistic

director, Mark Deputter50 , corresponding to the third and present period of Culturgest. He

explained in our interview that ”two years before [he took the artistic direction of Culturgest],

there was a yearly deficit of 600,000 euros”, which was ”absolutely impossible to sustain”.

Because of Culturgest’s particular status (it is not officially considered as a government

institution since it depends on CGD), the cut imposed a decade ago on cultural institutions

still applied to Culturgest. The foundation, which underwent this cut of subsidies, did not

benefit from the reopening of public funding after the end of the troika. To solve this issue,

Mark Deputter explained that they ”had to go to the parliament to speak to the responsible

for culture [...] and [to] different political parties to explain that Culturgest should also be

exempted”. The artistic director stated this challenge as being his ”big job in the first month”:

to put back the foundation afloat on a financial level. Since his arrival, this situation has been

crucially improved, as the annual reports show (Culturgest 2021).

The second action taken on the financial level was to find extra financing, soliciting

the help of European funding, embassies, the Fidelidade51 program for individual arts, and

so on (a complete list of all the extra financing received until 2021 is available on the website

of Culturgest52). The third action was to ”try to continue [what] the previous direction had

Vivo (Dinheiro Vivo, April 6, 2021), https://www.dinheirovivo.pt/economia/portugal-assinala-10-anos-de-tro
ika-com-contas-publicas-fragilizadas-pela-pandemia-13531644.html
50. Mark Deputter was born in Belgium and moved to Lisbon in 1995. He held various prestigious cultural

management positions: he was in charge of dance in CCB and Teatro Camões, directed the Festival Alkantara
and the Teatro Municipal Maria Matos (Compania Nacional de Bailado 2021)
51. More information about this program is available on their website: https://www.fidelidadecomunidade.p

t/a-nossa-sociedade/
52. ”Apoios Financeiros Recebidos Até 2021,” Culturgest (Culturgest), accessed August 21, 2022, https:
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done [by] trying to reduce the costs”, as Mark Deputter explained. The goal was clear: ”to

break even in the [...] accounts at the end of the year”, and Culturgest successfully managed

to improve its financial situation. Although living through difficult times, the institution has

had a well established position since its beginnings, being one of the most influential actors

in the cultural landscape of Lisbon.

4.2 Culturgest’s portrayal of itself

In this section, the identity of Culturgest is analysed, by reviewing its history and its

present communication. It provides a more ”inside” perspective, as I make use of the inter-

views I conducted, but also of different intern documentation and archives I had access to.

Understanding how Culturgest portrays itself is a crucial part to understanding its identity

and, consequently, the way it engages with the audience(s).

4.2.1 Webpage presentation

As to how Culturgest communicates its identity, several key points can be retrieved

from the presentation on its website53:

Culturgest – Fundação Caixa Geral de Depósitos, situated at the Caixa Geral de
Depósitos head-office building in Lisbon, is dedicated to contemporary creation. Cul-
turgest presents a regular programme of Performing Arts, Music, Visual Arts, Cinema
and Contemporary Thought aimed at a diverse public, which includes schools, children
and young people, invited to enjoy national and international first-rate programmes and
to partake in attractive and inspiring cultural activities.

Culturgest opened to the public in October 1993 and has since played a significant
role in the artistic scene of both city and country. Culturgest follows the career of the-
atre directors and choreographers, producing new creations and presenting them to an
eclectic audience; commissions visual artists to create works and organises solo and
collective exhibitions; presents music concerts of many genres and supports and hosts
major film festivals. In addition, Culturgest also offers a programme of lectures and
debates, a wide variety of workshops, guided tours, meetings and initiatives for schools
and families. And all this with a careful look at what is happening at home and abroad.

Culturgest is a private foundation set up by Caixa Geral de Depósitos, the Portuguese
state-owned financial group. Caixa supports Culturgest bymeans of an annual allocation
of funds and by making available the spaces and facilities it uses to hold its activities.

Culturgest actively collaborates with other cultural organisations and institutions,
festivals, schools and faculties, companies, civil society organizations and government

//www.culturgest.pt/media/filer_public/8f/60/8f60042a-6f8b-4efc-993e-6374b5fd1a5c/apoios_financeiros_r
ecebidos_ate_2021.pdf)
53. Retrieved from https://www.culturgest.pt/en/the-foundation/, last consulted on May 9th
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institutions. It is also part of several formal and informal international programming and
co-production networks.

The first characteristic (after its location) that the cultural institution puts forward lays

in its contemporaneity: ”[...] dedicated to contemporary creation.” The contemporaneity de-

bate has been addressed in the first part of this report, and different perspectives that were

consequently brought could open up a reflection on the institution’s current mission state-

ment: what does ”contemporary creation” entails? Is the word ”contemporary” off-putting

for the audience? Does it signal a certain quality of artistic practice? What is Culturgest’s

relation to temporality after three decades of existence?

The second stated characteristic concerns Culturgest’s audience and activities. The

reader is informed about the wide range of programmes (”Performing Arts, Music, Visual

Arts, Cinema and Contemporary Thought”) ”aimed at a diverse public”, offered by the in-

stitution. The participation department and thus, the educative role of the foundation, is also

indirectly mentioned (”schools, children and young people”). The size, importance and qual-

ity of programming come up next, hinted in the following quotes: ”national and international

first-rate programmes”, ”attractive and inspiring cultural activities”.

The second paragraph develops the foundation’s history and emphasizes its importance

in Lisbon and Portugal’s cultural life, as well as its high reputation (”significant role”, ”major

film festivals”) and eclectic programming. The ending sentence of the paragraph (”[a]nd all

this with a careful look at what is happening at home and abroad”) can be read through a po-

litical lens, by confirming the role that cultural institutions have in shaping a more democratic

society, and the active understanding of their position in it.

The last paragraph emphasizes the international dimension of the institution and sug-

gests its democratic role through the proposition ”part of several formal and informal in-

ternational programming and co-production networks”, and the enumeration of its partners:

”cultural organisations and institutions, festivals, schools and faculties, companies, civil so-

ciety organizations and government institutions”, with which it ”actively collaborates.”

The rest of the webpage informs us about the current administrative counsel and pro-

vides various documents regarding the foundation’s finances and status.

This presentation webpage is intended to be a summary of Culturgest’s identity that
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we could condense with the following key points (in order of appearance): contemporane-

ity, multidisciplinarity, intended wide audience, national and international scale, long-lasting

presence and reputation, quality, intellectuality, connected to the world, financial state, ac-

tive collaboration in the social fabric of the city and abroad. Written in a clear language,

with anaphors (”Culturgest” at the beginning of each paragraph), it is intended to provide the

reader with a quick but thorough presentation of Culturgest’s identity, relevance, missions

and broad programming. The use of descriptive language conveys the purpose and scope

of Culturgest’s work, whereas the transitional phrases and cohesive devices connect the dif-

ferent ideas presented in the text, making it more coherent. Overall, the text effectively

communicates Culturgest’s mission and activities in a clear and engaging manner, making it

a good example of informative writing (which is, as seen in the first part, an important point

of effective communication for art institutions).

4.2.2 Staff opinion

The staff interviews conducted are coherent with the textual presentation previously

analysed.

When asked to give the key points that define the institution, Catarina Medina, the

head of communication, said: ”contemporary, multidisciplinary also, another word that can

be quite strange, but I can explain it is like human, more emotional, because I think that [...]

is the thing that we need.” Mark Deputter wants Culturgest to ”be a house that is definitely

interested in contemporary arts” through ”multidisciplinar[ity] with different art forms in the

house and international” (which was already part of Culturgest’s DNA in the past, as previ-

ously mentioned), ”a house for contemporary arts, but for a wide audience”. The ”but” here

is interesting to note, as it implies that contemporary arts are not meant for wide audiences.

He also said that he would like for Culturgest to ”mainstream a number of proposals, artists,

ways of working, types of work that normally are not so well-known yet, but that we want to

bring to a wider audience.”

According to Mariana Cardoso de Lemos, the head of production at Culturgest, the in-

stitution’s identity is defined by its ”strong programming”, featuring shows that are not seen
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in many other places. She also noted the unique position of Culturgest in Lisbon’s cultural

scene, stating that ”[she was] not sure if any of these cultural centres [have] the same position

as Culturgest.” Cardoso de Lemos suggested that this is due to smaller cultural centres hav-

ing limited budgets and space for the larger productions that Culturgest can accommodate.

Another important aspect of Culturgest, according to Cardoso de Lemos, is its focus on new

creations by Portuguese artists. Culturgest supports emerging artists by offering them ”the

time and the money necessary to have a new creation.” This investment often results in the

artist’s first ”premiere of their work” and subsequent invitations to tour their production in

other countries, leading to new opportunities for artistic growth.

Mark Deputter, the artistic director of Culturgest, also emphasized the role of the insti-

tution in supporting Portuguese artists, stating that ”Culturgest is the place where [...] [Por-

tuguese artists] have their first big exhibition, and big visibility.” He noted that the institu-

tion’s large auditorium and stage allow for more ambitious productions, giving Portuguese

artists the opportunity to work on a larger scale. Despite the financial crisis from 2001-2017,

which led to many artists making smaller productions with limited resources, Deputter re-

mains committed to supporting ambitious productions, stating that he wants to ”give the peo-

ple more means to start again” and to ”make bigger works again with many people on stage”

while still retaining the artists’ individual style and ideas. Overall, Culturgest’s investment

in new and ambitious productions has helped establish it as a unique and vital institution in

Lisbon’s cultural landscape.

Paula Tavares dos Santos (responsible for the archives and all the English translations

of textual contents) developed similar points as the ones raised by Deputter, Medina and Car-

doso de Lemos, noticeably on the importance of Culturgest as one of the first contemporary

institution in Lisbon: ”We had the sense that whatever was happening in the world could,

and many times did, come to our auditori[um] or galleries. It was also acknowledged the

unique nature of Culturgest’s mission and programme, as it was the only cultural venue in

Lisbon that offered an exclusively contemporary programme of performing and visual arts,

as well as debates and lectures.” She also emphasized the international dimension of the cul-

tural centre: ”[...] Culturgest’s forever motto, or at least its guiding philosophy, a saying that

at one point was part of the logo: ”Uma casa do mundo” (which literally means ”a house of
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the world”); to which she added: ”Yes, it is a Portuguese house. A Portuguese house looking

at and welcoming the World.”

To summarize, all of them mentioned ”contemporary” and emphasized on Culturgest’s

role in promoting Portuguese artists at the international level. Medina and Deputter both

used the term ”multidisciplinary” to characterize the programming. These three points are

completely aligned with Culturgest’s presentation on the website, and we can consider them

as being the core of the institution’s identity.

As to the specificity of being multidisciplinary, Mark Deputter said that it ”has to do

with the fact that [he thinks] it’s important to have respect for the specificity of each art

form”, although Culturgest is ”always looking for resonances between the different art forms

or moments where they can really be links directly between music and visual arts or between

a conference and a theatre performance or between a theatre, performance and exhibition”.

Culturgest is ”a house that gives [...] its full attention to different art forms and each one has

[its] own rhythm of programming, [its] own inner logic of organizing”. In order to do so,

regular meetings are organized with the programmers of each department (to which I also

participated as an intern).

Catarina Medina has also produced a document on the institution’s communication

that she presented to the audience during an open class for the student day at Culturgest. She

summed up Culturgest’s program and identity with the following positive key-words: con-

temporary, multidisciplinary, unique, excellence, trust, reflexive/future, notoriety/prestige,

legacy/credibility, national/international; and the following negative key-words: distant/cold,

institutional, inaccessible, rigid, bank/safe (as the bank vault), lacking humanity, unfamiliar-

ity, expensive (Medina 2022, 46–47).

Both the positive and negative keywords show that the staff is aware of the strengths

and weaknesses of Culturgest. The webpage presentation, the interviews and this choice of

positive keywords are all coherent and demonstrate a stable identity, one of a cultural insti-

tution that exists for more than three decades. The weaknesses (and negative keywords) will

be further discussed in the third part of this chapter (in ”further possibilities for development

at Culturgest”).
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4.2.3 Culturgest’s public

The presentation on cultural communication made by Catarina Medina gives us in-

formation on the public of Culturgest. It is diverse, urban, active, composed of university

graduates, mainly between 30 and 45 years old (which, from my observation as an intern,

resembles their staff). As it is a multidisciplinary institution, it is more coherent to examine

the audiences depending on the department –especially since each department has its own

programmer– than taking a general one. Culturgest could benefit from having more demo-

graphic information about its audience (which is a standard practice among large art institu-

tion), but according to Catarina Medina, the data is not yet fully established and is largely

based on the retrieved data from the institution’s social media.

The following figure 4.1 is a representation of the public’s division between each disci-

pline from 2016 until 2020. The significant drop in 2020 is obviously linked to the pandemic

and the closing of the building. We can also see that 2017 was marked by a significant drop

(especially for visual arts, pinned under the term exposições) but that the institution was re-

covering in 2018 and 2019, increasing its number of visitors, before the pandemic arrived.

The substantial changes in the team and the new communication strategy established in 2018

have been beneficial for the institution, which would have otherwise probably kept losing

visitors. On the top categories, the exhibitions and the cinema are the disciplines that are

clearly the most popular. Between 2018 and 2019, there is a significant growth in interest for

debates (+60%) shows (+30%) and music (+20%). It is always risky to make any assumption

based on few numbers, but one can assume that this growing interest in shows is also due to

the change in programming by the artistic director, Mark Deputter, who adopted a different

strategy than the one of his predecessors, preferring big-scale shows: ”at the time it seemed

logical that Culturgest would do the whole: small, small scale and medium and big scale,

because there was no other place where the [artists] could go, [...] but [...], many years later

it doesn’t make sense anymore because there are different small spaces.”

Furthermore, it is important to keep in mind that each discipline does not retrieve audi-

54. Translation (bottom, from left to right): Shows, music, cinema, conferences and debates, participation,
exhibitions.

68



Figure 4.1: Evolution of the public per area 2016-2020 (Culturgest 2021, 108)54

ence in the same way: an exhibition has a very different timescale than a show (thus explain-

ing the high numbers for exhibitions), the department of participation relies on partnerships

with schools (thus explaining the stability), and for cinema, Culturgest hosts different film

festivals that usually have several screenings per day.

There is much more data when we take a look at their digital communication. As

Susan Anderson points out, ”The museum’s ’audiences’ now include all those who interact

with the institution online, onsite and remotely – including those who may not explicitly

seek out the museum’s content but interact with it regardless” (Anderson 2018, 81). The

consequent investment done by Culturgest in its communication strategy has proven to have

positive effects as, since its implementation, the number of visitors on the website has risen

tremendously (which is can also be partly attributed to a general growth of online cultural

consumption caused by the pandemic and the closing of many places). However, analysing

this data is tricky, as web visitors are not necessarily on-site visitors and vice versa. As

such, getting a good analysis of online data is rather complex, since it requires significant

refinement before analysis can take place (Bermejo 2009 qtd. in Anderson 2018, 88). Online

presence is a wonderful and necessary online communication tool, but it does not bring any
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revenue (there is rarely any type of paid ad on this type of websites) and it certainly does not

replace the on-site activities of such a cultural institution.

Culturgest’s target audience is described by the head of communication as the follow-

ing:

Portuguese people and foreigners, living in Lisbon, between 25 and 65 years old,
with the core between 30 and 45 years old. Urban residents, with their own profes-
sional project, well-balanced. They value a well curated cultural offer and the feeling
of community in the city. Interested as much in the content as in the form, with little
permeability to mainstream projects, they can be alert, but they filter the information
according to what makes sense to them. They like to understand the experience that
they can have in the space and the rationale that is behind it.”

Figure 4.2: Culturgest’s target
audience (Medina 2022, 60)

From the outset, Culturgest re-affirms its national

and international reach, by targeting foreigners and locals.

According to Censos202155, foreigners make up almost

9% of Lisbon’s inhabitants as well as being a fast-growing

group (their number increased by 40% in the last decade

in Portugal). Deputter also mentioned in the interview

his wish to expand Culturgest’s reach on the international

scene, which necessarily catering to the foreign popula-

tion.

Culturgest wishes to attract Lisbon residents, thus

acknowledging its place in the social fabric of the city. The

age range targeted is technically wide (from 25 to 65 but

with the core being between 30 and 45 years old), although

Catarina Medina admitted in the interview that the ”audi-

ence is quite old, like 35-45”. The offer does not target children and teenagers (despite being

the audience of the participation department, which tailors programs specifically for this de-

mographic) and is mainly focused on adult professionals. The institution also seeks to attract

people with an existing artistic education (”value a well curated offer”, ”little permeability

to mainstream projects”, ”like to understand the experience that they can have in the space

55. Censos2021 available on https://www.ine.pt/ngt_server/attachfileu.jsp?look_parentBoui=535518738&at
t_display=n&att_download=y, last consulted on August 13th
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and in the thought that is behind it”).

As revealed by my interviews, Culturgest is actively seeking to increase its young audi-

ence, recognizing their potential as enthusiastic consumers of culture. This desire is reflected

in the development of Culturgest’s communication strategy, as discussed below.

4.3 Culturgest’s communication

This section proposes an analysis of Culturgest’s communication strategy, both online

and offline. The institution’s identity and, consequently, its communication, went through

a rebranding in the year 2018. As this report is about the current situation and evolution of

Culturgest, I chose not to dwell on the past strategies56, but I do mention them, in order to

give a point of comparison and show the evolution that the cultural centre has gone through

over the past 5 years.

As mentioned in the first part of this report, Catarina Medina stressed the importance

of language in their communication. The communication team follows guidelines ”in all

the communication”, mentioning that institutional language is avoided on social media as

it creates a barrier, but that the institution specializes in an ”editorial language”, that is ”a

little more objective”, ”has little more adjectives than a journalist’s language that is more

informative, but also has this kind of purpose. It is informative, short, because we know

that in social media, people tend to read like two lines and that’s it”. The communication

team avoids ”long texts” as, for Medina, they only work for ”some sort of chronicle”, but

always seeks this ”relationship [...] with the present time, like the journalist”. The head

of communication wishes to avoid this pretentiousness associated with art texts, considered

off-putting and generally incomprehensible for many people (Pitts and Price 2020, 192–193).

The ”editorial style” of the institution’s communication overall avoids the distant art

jargon that many cultural institutions unfortunately adopt, but Culturgest could also explore

some options to attract newcomers. For example, ”producing a non-patronising printed be-

ginners guide e.g. hot tips for enjoying the theatre...enjoying your visit to the gallery...10

56. More information about Culturgest’s rebranding process can be found in the interviews or in the thesis of
Vaz (2019).
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things you never knew about the gallery, theatre, etc”, and keep on working on its interactiv-

ity with the audience (for example, with user generated content) (Smyth 2004, 48).

The artistic director of Culturgest, Mark Deputter, said that when he arrived in 2018,

”the budget for communication had been reduced drastically [...] because there was a need

to reduce costs. [...] the previous management [...] decided that they would keep the money

for the programming as much as possible and cut in communication.” His objective was

clear: to widen the audience. To achieve this goal, they ”really needed to invest again in

communication” and decided as well ”to program only in the big auditorium”, as before,

”the big part of the program [...] was [in the] big auditorium [but] with the seating on stage”

(therefore reducing drastically the number of seats used and the space of the auditorium).

The rebranding process then started, and they looked ”for a design that would be at the same

time [...] contemporary [...] design-wise, in flavour, but at the same time, attractive for a

wider audience.” This design strategy has three central elements which are: to be based on

”photographs of the works and the artists that [they] present”, to be ”colourful, attractive,

open”, and ”to work strongly on the digital communication.”57

The following two figures represent the past (figure 4.358) and current (figure 4.459)

logo of Culturgest. They are telling of the substantial change the institution went through

during its rebranding.

Figure 4.3: Past logo of Culturgest

From a graphic point of view, the new one follows what Mark Deputter said about the

new graphic identity: it is colourful, open, and much more attractive than the previous one.

57. The graphic identity of Culturgest has been done by the studio Macedo Cannatà and an overview is avail-
able following this link:
Studio Macedo Cannatá, ”Identidade Gráfica Culturgest,” Maria João Macedo, 2018, https://www.macedoca
nnata.com/pt/projects/identidade-grafica-culturgest/
58. Retrieved from https://pre2018.culturgest.pt/#gsc.tab=0
59. Retrieved from www.culturgest.pt
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Figure 4.4: Current logo of Culturgest

Its elegance will also make it durable in time, as opposed to the older one (which had an

outdated font, very similar to the ”Lobster” font, created in 2010 and already overused in

2015 (Petrini 2021)). It is also much simpler to use in a variety of materials, while still being

easily identifiable, thus being more qualitative from a pure design point of view; as Medina

said: ”it can adapt between the printed materials and the video materials [...] and also work

[on] the website.”

The following section presents an analysis of this new communication strategy that was

established in 2018/2019.

4.3.1 Digital

In terms of its digital communication, Culturgest has a solid presence on social media

and diversifies its content on the following platforms: Instagram, Facebook, Youtube, as

well as a website and a weekly newsletter. The multidisciplinary aspect of Culturgest can be

challenging in terms of communication, but Catarina Medina believes in one strong uniform

identity, where each discipline finds its specificity through the channels employed to advertise

it:

[...] each area [is different and there are] [...] m[any] differences between visual arts
and theatre and dance and [...] music I presume. [...] but they have specific channels.
It’s more about the distribution and, for instance, [the] media partners that you work or
decided to work [with]. [T]he work that you can make with press, for instance, in theatre
and dance, you [...] don’t have any kind of critique.

It’s quite rare, but in music you have [...] numerous [...] media online channels like
blogs and Instagrams and this kind of stuff. And in visual art it’s quite [...] narrow.

73



But [...] we do [...] also [...] this editorial work [with] the Sol magazine, the micro-
sites [are used] specifically with visual arts, because its [otherwise] quite difficult [to
get diffusion].

For instance, we have this premiere of Daniel Deware and Gregory Gicquel, [and]
they don’t speak a lot about their work normally. [T]hey can make this kind of descrip-
tion: ”oh yeah, this is a word piece.” [but] they don’t give much context, [...] so we try
to make this kind of bridge between them and their visual arts audience, that is [a] small
audience and, [to be able to connect with a] larger one, for instance, we [...] saw that
they work with Portuguese marble.

This quote shows the difficulty of tailoring a communication strategy depending on the

discipline tackled. Some works are easier to promote than others, and already have exist-

ing channels that can be used for advertising. Visual art seems to be the most challenging

discipline to communicate, as Medina argued, which explains why she and her team have

developed these strategies with the microsites and the editorial work. Those channels of dis-

tribution are essential as the institution cannot rely only on its own communication tools and

needs exterior communication from other actors (specialized in their own discipline) in order

to attract a potential audience: the example of Daniel Deware and Gregory Gicquel (small

audience) that Medina linked with Portuguese marble (bigger audience) illustrates this. As

stated before, the audience for one art form or one show is different from another one.

This issue and the specificities of each channel of communication, both online and

offline, needs a vigilant and substantial work from the communication team. The following

paragraphs give an overview of the digital communication of Culturgest and its presence on

different platforms.

Instagram:

Instagram is a visually oriented social network. It was made for the sharing of pictures,

although it is now possible to also display videos and publish links through the use of the

insta stories. It is one of the most used social network in the world (as well as in Portugal),

with almost 62% of its users being between 18 and 34 years old. As such, it is an essential

tool for digital communication (Dixon 2022b; Kemp 2019).

Culturgest’s Instagram profile was created in 2015 (Vaz 2019, 29). It is tagged as ”Art”

and displays a brief description of the institution: ”A Culturgest dedica-se à criação contem-

porânea, apresentando programação de artes performativas, música, artes visuais, cinema e
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pensamento” [Culturgest dedicates itself to contemporary creation, by presenting a program

of performance arts, music, visual arts, cinema and thinking] followed by their content, which

mainly consists in pictures of performers or content related to the event. There is a grid orga-

nization that creates more harmony: pictures are in groups of three (making a line), in a way

that each line is dedicated to an event, rather than having just one square/post each event, as

the following screenshot shows:

Figure 4.5: Screenshot from Culturgest’s Instagram profile on August 3rd, 2022

Obviously, the communication team needs to adapt the content to each platform, simul-

taneouslymaking sure to keep a homogeneous and readable identity on everymedia. Catarina

Medina manages the social networks of Culturgest and said that, for instance, ”Instagram, [is]

much more visual. So I try to invest in contents, like in different photographers”. When she

arrived, in 2019, the institution was followed by roughly ”7,000 people” (compared to 22.7k

on the 14th of June 2022, see figure 4.7 for the evolution of the followers). As for the con-

tent that was used and displayed at the time, she admits that it ”was not very good”, mixing
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various content without a clear message and strategy: ”posters, [...] contents with graphic

design, [...] promotional pictures, people with real posing and this kind of artificial content,

[...] the teaser of IndieLisboa, and [...] an empty staircase”. She then started this work of

changing the digital communication strategy by speaking with some photographers, but it

was too ”mix and match”, which got resolved once they contracted someone ”[with] a cu-

rious profile [...], a photographer videographer, [who was also the] communication director

of another institution, and [who] really wanted to work with [her]”. This turned out to be

beneficial and allowed to form and construct a strategic plan for Instagram, which led to a

subsequent rise of the number of followers. Because of the different temporalities of each de-

partment (for example, the exhibitions are displayed for several months whereas a show will

usually have less than 5 dates), Medina needs to plan the digital communication on a weekly

basis, since it is ”quite easy [...] to forget the exhibition”. To ensure this work gets done,

Medina speaks ”all the time with the curators, telling them [she] needs some programming

for the exhibitions [apart from] the guided tours”, and in general ”more content” is always

good for communication.

The following figure 4.6, retrieved from her presentation, illustrates her strategy on

Instagram, showing the evolution of Culturgest’s Instagram and how cohesive it has become.

The distribution and promotion of content are tailored to specific areas based on the type

of art, accompanied by lively pictures of people, including artists and audiences. The goal,

as Catarina Medina said in another interview, is to document and show more the processes

happening behind the stage (Vaz 2019, 30). For that, they have a photographer that shoots

the majority of the concerts and exhibitions. Usually the artist/speaker is asked to send some

pictures (which, for theatre and dance, happens more since most have their own photogra-

pher), but if they are not adapted, the communication team has to figure out another solution:

if it is not about the artist/speaker, it can be something related to the performance/conference.

Catarina Medina said ”for instance, when you have [...] a conference about [...] astrophysics,

[it calls for] this sort of images, right. [...] these are images that the astrophysic[ian] sent me,

[...] I make this kind of selection and copy.”

The following figure 4.7 shows the evolution of followers on their Facebook and In-

stagram, from 2016 until 2020. We can see a clear rise in followers on Instagram between
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Figure 4.6: The evolution of Culturgest’s instagram (Medina 2022, 59)

2019 and 2020. This could be explained by the rebranding of Culturgest’s Instagram and

their investment in their digital communication (Culturgest 2021, 111).

Overall, Culturgest’s Instagram has been vastly improved, but one technical feature

could still be ameliorated: for example the use of generic alternative texts60 (meaning, gen-

erated automatically by Instagram). This small change (as it does not require much time to

implement) would tremendously better the experience of blind and visually impaired people,

as well as testifying the institution’s will to be more inclusive.

Facebook:

Like Instagram, Facebook is immensely popular and is considered to be the world’s

biggest social media platform (Kemp 2022). The majority of users are older than those on

Instagram (in Portugal, 22.4% of the users of the users are between 25–34 years old and

19.7% are between 35–44 years old), and if Facebook is not gaining more users, it is still

60. For more information about alternative texts: https://www.facebook.com/help/216219865403298
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Figure 4.7: Evolution of Culturgest’s Facebook page and Instagram page followers (Cul-
turgest 2021, 111)

a relevant and important tool for companies, as it is a way to connect with the audience, to

appear more accessible, which was the intent that Culturgest’s Facebook page of Culturgest

was launched with (Dixon 2022a; Vaz 2019, 27).

On June 22nd, 2022, their Facebook page had 105 785 followers. We can see on figure

4.7 that they have had a quite progressive and steady augmentation of their followers.

As a less visual social network than Instagram, Culturgest’s Facebook is mainly used to

share upcoming events, even though they sometimes share content that does not come from

Culturgest itself but is related to an event that the Culturgest organizes (for example, press

articles). This practice has several benefits, as it creates links between Culturgest and other

platforms, encouraging reposts and fostering more audience. Like Culturgest’s Instagram,

Culturgest’s Facebook has automatically generated alternative texts which could be easily

improved.

YouTube:

YouTube is another social network giant, with almost 3 billion of active users per month

(Dixon 2022a). It is a platform to watch and share audiovisual content. The user, through

their account, can publish videos or follow other channels.

Culturgest publishes different types of videos on YouTube: conferences (their biggest

playlist, with 60 videos), interviews (with ”Casa Forte”, which consists of short interviews
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with artists inside the safe of CGD), teasers, pieces of sound. On June 24th, 2022, Culturgest’s

YouTube had 2,16k followers and 182 videos, which had been seen 106 907 times. It is used

as a kind of deposit, where the user can access the content easily and anytime (Vaz 2019, 30).

The number of Culturgest’s followers on YouTube drastically increased between 2019

(200 followers) and 2020 (1680), with 14,273 views in 2019 compared to 66,173 views in

2020, which is another proof of the success of its investment in its digital communication

(Culturgest 2021, 112).

Website:

The website was completely redone in 2018, as part of the deep rebranding strategy

of the institution. The past one was obsolete, unpractical and not user-friendly (see figure

4.961). The current one (see figure 4.8) is responsive (i.e. adapts to the support), has vibrant

colours, and welcomes the visitor with a full screen short video or a picture about the ongoing

or future events. Even if there are some criticisms towards the website (for example, because

of how the website is built, it is not accessible to blind and visually impaired people through

a screen reader), it is an overall success (Vaz 2019, 26). The website had twice as more visits

after it’s rebranding than the year before, which proved the need for such a change (26).

The rebranding of the website was crucial, especially to attract younger audiences, as

Mark Deputter highlighted: ”that was also a big element in the effort to open up commu-

nication. Especially, as you know, the younger generations they [...] don’t look up in the

newspaper anymore. They don’t [watch] television anymore. They don’t take up programs,

they pick up their phone, and they look what’s happening.”

The website contains five menu sections plus the landing page: What’s on, Media, Take

Part, Collection, Information and the landing page. It is accessible in both Portuguese and

English, but the Media tab has almost no available translation. The button to subscribe to the

newsletter is made very visible to engage the user to subscribe to it: written in capitals, in a

distinct colour, it is always floating which makes it visible wherever the user is on the page.

On the footer, there is another menu, which lists: The Foundation, Partnerships, Audit

61. Retrieved from retrievedfromhttps://web.archive.org/web/20180611011358/http://www.culturgest.pt/
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Figure 4.8: Screenshot of the landing page of Culturgest on August 18th, 2022

Figure 4.9: Screenshot of the landing page of Culturgest on June 11th, 2018, before the
rebranding
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Reports, Best Practices and Privacy Policy, and on the right side, one can find the different

links to access Culturgest’s Facebook, Instagram and YouTube.

The year 2020 was a turning point in their digital communication: with the pandemic

and the closing of the physical space, the institution had to program for an online format,

and the communication team had more means to try and experiment new things, such as

the microsites (on the Media tab) and the podcast. Noticeably, Medina said that during the

pandemic, the communication team had more money since they were not printing any mupis.

This small bit of money (5,000 euros) was put into video making ”Casa Forte”, and the sound

magazine ”O Projeto Invísivel”. The head of communication values these works that em-

phasize the ”human” aspect of Culturgest (closer to its audience) and its ”multidisciplinary

work”. Another thing that Catarina Medina mentioned is the role that the communication

team played when the pandemic started: ”[in] the very first day, we decided to close Cul-

turgest for the first time. And it’s quite interesting because I do believe that this occur[ed]

in many, many other intuitions. It was the communication team that had to provide some

kind of answers”. Staying in contact with the audience was their goal, which required exper-

imentations, and avoiding at all costs recycling their program by putting ”some theatre pieces

on Facebook”. A content strategy was then designed for two to three months, in which the

team made some content ”regarding sadness”62, trying to make bridges ”between the present

moment and all the news that we were getting”, in order to have ”this kind of constructive

vibe, more than a depressive one”.

With 80% of the budget not being spent (as it was normally used for printed material),

Medina recalls that the freedom to experiment and be creative was higher than usual: ”don’t

get me wrong, but it was a good time for thinking about work”. This work, started with the

first lockdown, still continues. Catarina Medina said that she was ”really pushy with all the

curators and Mark [Deputter]” to continue having an online program, but that it had to be

”special”, meaning original content and not a mere online video display of the shows. After

proposing this kind of online offer, Catarina Medina did not want to retreat and go back to

business as usual. She then proposed to Mark Deputter a ”strategic plan” for this new online

62. For example : https://www.culturgest.pt/en/media/direito-a-tristeza/#direito-a-tristeza
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presence, but only ”50%” of it was done.

Culturgest also mentioned in the 2020 report that ”[it] invested in 2020 in its website,

with the objective of facilitating the autonomous production of microsites, which are now

a central tool of its communication strategy dedicated to the creation and dissemination of

multimedia editorial contents” (Culturgest 2021, 112).

This strategy seems to have worked: ”Despite the drastic reduction of on-site events,

more than 144,000 online visits were recorded, which is fewer than in 2019, but still above

the figures for previous years. In the sites indicators, mention should also be made of the

average visiting time, which was up on the previous year’s level (2’ in 2020 versus 1’ in

2019); it is likely that the 2020 figure benefited from visitors exploration of the new online

content” (112).

The following figure 4.10 displays the evolution of Culturgest’s website traffic:

Figure 4.10: Evolution of Culturgest’s website traffic (Culturgest 2021, 112)

This graph showcases the resilience of the website. The average time spent by the

visitor on the website is another key indicator that demonstrates the quality of the content

published and is another proof of the success of this new online strategy, which was particu-

larly important during the lockdown periods.

Microsites:

The website has different ”microsites” as Catarina Medina calls them, accessible via

the page ”Media” on the main menu. A filter can be applied to (un)show the different sec-
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tions (Editorial, Video, Audio and Photography), and another filter can be applied sorting

by areas/disciplines. ”Editorial” is used for articles diving a bit more into an event/artist,

that can be done in different ways, compiling interviews (written or with audio answers), the

description of the event, the playlist related to it, a video presentation, the specifications of

the event… This work, which is a more editorial one than a communication one, started with

the pandemic and the consequent investments that were done on the website. The institution

bought a new module/service during the same time for the website (with the available money

not spent on printed material) which allows the publishing of ”modular [content], like sound,

video, galleries, texts, different kind of different formats”. When asked about it, Medina

stressed the importance of having this kind of content to get closer to the audience, which

was ”quite important regarding the strategy”, especially during lockdown times, to foster

more interactivity with the audience. The initiatives of ”Casa Forte”, the sound magazine

”O projeto invísivel”, create a closer relationship between the institution and its visitor. It

also reaffirms Culturgest’s multidisciplinarity, which is shown through the variety of con-

tent now available through these microsites, something that the head of communication also

highlighted and deems essential.

Catarina Medina also recalled how the first and second lockdown were different: ”the

things that we made [during] the first [lockdown] were great for that time but [did not apply

to the second one] because [of] the availability”, and because people were more demanding.

With the second lockdown, ”some new projects arrived, like the sound magazine”; she felt

that ”you cannot give the same answers, [...] you cannot repeat yourself”, hence the need

for new projects. As well as having different propositions, ”you have to have some kind of

contents where people can interact”, and she proposed to the artistic director, Mark Deputter,

”to have like this kind of curator for the online”, a position that she assumes but ultimately

feels that she should not.

In summary, Medina and the communication team’s work were more editorially ori-

ented during the second lockdown, with the sound magazine ”O Projeto Invisível”, ”Casa

Forte”, and the microsites, and turned out to have positive outcomes: ”the majority of the

things that we tried, we maintained.”
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Newsletter:

A newsletter is an informative email that uses a database of subscribed users who are

sent information about the company, product, upcoming events and other useful information.

The communication is regular, usually contains text, images, and other relevant links.

The newsletter of Culturgest is sent to the subscribers weekly and consists of short

texts, with one foregrounded event (with a title that is also the title of the email), and small

descriptions with images and links to direct to the page of the events on Culturgest’s website.

The title and the text are made to get the attention of the reader: a bit catchy, straightforward

(clear language), and quite short (because of our short attention span for texts on the internet).

The first paragraph (more or less 100 words) thus needs to foreground the 3main events

of the upcoming week(s). Then comes the small images corresponding to the events and a

link to buy the tickets (or that indicates that it is free or will be online). The two following

paragraphs go more into detail about 1 event each (maximum 100 words), and present a

biography (maximum 200 words) of the promoted artist of the moment, accompanied by

their picture. According to Vaz, there were, at the time of the writing of her thesis, e-cards

and a more personalized type of newsletter: the user could choose the area they have the

most interest in and would receive, in response, a newsletter to their liking (Vaz 2019, 30).

The format is now a more generalist one, as there is no box to tick when subscribing to the

newsletter.

4.3.2 Physical

Agendas

The agendas for Culturgest are published twice per season and follow a semester time-

line, with the 2020/2021 season being an exception with three agendas published. The design

of the 2021/2022 season has changed from the previous ones, with more pictures, a different

paper format. These agendas are organized into 4 chapters/categories, with a colour coding

system specific to each department, making it easier for readers to identify events they would

like to attend, and reinforcing the coherency of the institution’s visual identity. The graphic

design follows the global graphic identity present on the website, on the posters and inside
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Culturgest (through its signalization). It is also important to note that the texts are written in

both Portuguese and English, which makes the agendas more accessible to an international

audience. The following figure 4.11 is a screenshot taken from the last agenda (Season 2021

- February to August) available online63.

Figure 4.11: Screenshot of Culturgest’s agenda (season 2021/2022 - February to August)

Posters, facade and street:

Investing in the facade (figure 4.12) and having a bolder identity was a change brought

by the rebranding of Culturgest. Presently, huge posters are hung on the facade of Culturgest,

showing the upcoming events and marking a difference between Culturgest and the rest of

CGD’s building. The posters follow the institution’s graphic guidelines, ensuring homogene-

ity and cohesiveness between all the media used and giving a strong, recognizable identity.

The cost of printing and hanging posters (on the building but also in public spaces) is

generally high, depending on their size and placement. In the interview, Catarina Medina ex-

plained the strategies and the process of campaigning with the posters: the budget is fixed per

year, but the communication team decides the number and dimension of the posters accord-

ing to the event. Monthly, the team has ”one or two campaigns like 30 to 40 to 50 [posters]

sometimes in the public space”, ”the only cost that [the foundation] ha[s], is [...] the pro-

63. Accessible on this link: https://www.culturgest.pt/pt/programacao/agenda-pdf/ last accessed on 23rd
September 2022.
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Figure 4.12: Culturgest’s facade, August 2021, Google Street view

duction of the mupis64, [as] the distribution [is] free”. The spaces used for displaying the

posters are designated by Lisbon’s city hall. According to its strategic planning, the commu-

nication team then chooses a place from the ones allowed as well as a time frame (Vaz 2019,

33). On some occasions, the team also works with Multimedia Outdoors Portugal (MOP),

the company responsible for the display of posters in Lisbon’s metro. Despite cultural insti-

tutions paying less than other sectors, the cost of those campaigns is still considerable, with

an average of 3000 euros per week. Apart from urban spaces, the communication team also

tries to display the posters in universities and to find the best strategies for such places, as the

”posters stay there a lot of time” and their installation is far less costly.

In summary, the communication of Culturgest, both online and physical, has immensely

benefited from the rebranding and change of strategy. On the website, numerous efforts have

beenmade tomake it more user-friendly (although accessibility is not completely achieved on

64. Acronym for ”Mobilier Urbain pour l’Information” (a French registered trademark), meaning
”street/urban furniture for information”.
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the website and on the social networks), as well as adding online-exclusive content through

the tab Media and the microsites that the head of communication pushed forward when the

pandemic started. Culturgest has now a refreshed identity, recognizable, bold in colours,

more attractive to a younger audience and used cohesively on all communication materials.

Culturgest’s building

A crucial aspect and specificity of Culturgest lies in its building, designed by the archi-

tect Arsenio Raposo Cordeiro. Described as having a brutalist or postmodern architecture,

called by some ”(Saddam’s) bunker”, the ”mausoleum”, a ”kafkaesque crate”, with ”mega-

lomaniac dimensions” (Gomes 1992; Gil 1994), it is recognized as a weakness by the 2010’s

SPARK report (SPARK Arts Consulting and de Almeida 2010) and members of the team;

in fact, it had already been avidly criticized before the construction finished65. As for the

reasons of its construction, CGD wanted to gather all its services in one place, which was

accomplished, but the dimensions went above the real needs of the bank. As of 2022, the

Portuguese State now wants to occupy some parts of the building (Begonha 2022).

Catarina Medina recalled her arrival in Culturgest, mentioning her will to ”cover all the

building because it is hideous” in ”some sort of Christo66 installation [...]”, she also recalled

the feeling that there was ”a barrier that you have to conquer” by coming here, which was

emphasized by ”the velvets and the big auditoriums and the big stairs” of the building. This

is a difficulty that needs to be surpassed, as Medina added: ”you cannot have this kind of

bunker, and our main goal since the beginning is to cut the bunker open”. The festival Inside

Out67 precisely seeks to open up Culturgest by taking the institution out of its doors, but it

only happens once a year: ”you have to regularly make this work and tell people that ’this

is for you. This is your space. This is public service. So you are more than welcome.’”

65. For a collection of press articles on the building after its opening, see https://oasrs.org/media/uploads/AA
P_CGD_II.pdf.
66. Christo Vladimiroff Javacheff and Jeanne-Claude Denat de Guillebon were an artist couple, famous for

their gigantic installations with textile. For more information: https://christojeanneclaude.net/artworks/realize
d-projects/
67. The programming of the festival Inside Out 2022 is available on the following link : Culturgest,

”Inside Out,” Culturgest, 2022, h t t p s : / /www.cu l t u r g e s t . p t / p t / p r og r amacao / i n s i d e- ou t - 202
2/https://www.culturgest.pt/pt/programacao/inside-out-2022/
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Although ”there are some people that adore the brutalist architecture”, Medina admits that

”if wemake some kind of inquiry at this moment, people, or the majority of people I presume,

will give this kind of answer: ’[...] this building frightens me. It’s ugly.’”

The ”barrier between the visual arts and the performances” is also an issue that Medina

would gladly abolish, ”making it more fluid”, as she ”believe[s] that this [barrier] empha-

sizes [...] the vision of two worlds, like visual arts and performance.” Basically, the head of

communication wishes for a more open, lively space, with an entrance occupied by a library

and a coffee shop, but also ”a reception that is open [for] the seven hours that [Culturgest is]

open.”

The artistic director, Mark Deputter, also mentioned the connection between CGD and

Culturgest. When asked about having a cafeteria space for Culturgest, he said that it was ”a

choice from the very beginning, it’s only been very difficult to make it happen”, mentioning a

back and forth situation where CGD ”saw the possibilities of the space and put [Culturgest’s]

project aside and decided to make an agency there”, but this project ”failed two times”, with

a candidate who withdrew at the last minute. The current (and adopted) solution was the

”third option” that Culturgest had considered. This project took ”four years and a half” to be

finalized and is now finally accessible to the public. Although the bank does not ”interfere

with the programming”, there are ”some expectations [...] concerning audiences, concern-

ing financial [...] management of the foundation because it’s [CGD] who pays.” When I

mentioned Gulbenkian and its amazing garden, the openness that results from it, the artistic

director explained that Culturgest’s ”building was constructed with the opposite mindset. It’s

a bank. So it was completely constructed as a [bank vault], [...] keep[ing] everything inside

and the people outside, that’s the idea of this building.” Hopefully, the recently built cafe-

teria encourages people to stay inside before and after a show. The director admitted that

they ”did some experiences with [opening the café/bar which is used for corporate events]

before and after the show. But that didn’t really work well. [P]eople wouldn’t stay after the

show. They’d rather go outdoors and stay at the bar, standing up, than stay in the foyer.” To

keep people inside, the solution that worked was to ”offer drinks” which was of course not

possible with during the COVID-19. However, this is an option that Mark Deputter consid-

ers for ”more special occasions, [for] a premiere, [Culturgest] would offer a drink afterwards
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to maintain people here and create a bit of atmosphere.” Another proposition on which the

director is working, is to get the library ”at the front, also in the meio laranja68”, although

for security reasons, the idea is also a ”difficult one”.

Other reasons prevent the cultural centre to fully use the building and its capacity: for

example, there is a nice garden on the other side, where some concerts have already taken

place, as seen in the interview with Medina. Unfortunately, the artistic director explained

that ”the garden has a difficulty that it is not linked to the rest of the building. It’s completely

next to the building, but there is no access from there. There is a technical [entrance] that

goes directly to the stage and to the technical areas. So it’s not really very easy to use that,

you can use it, but it’s very controlled, always. [I]t’s not something you can keep open for

the people to pass from one space to the other.”

The garden is also the property of the municipality, which, administratively and tech-

nically, is another difficulty to take into consideration69. The roof is also not taken advantage

of to its full potential, although it was used one time in a garden school project with the artist

Vera Mantero. Its access is strictly monitored, as Deputter explained: ”it is a small stair,

staircase that goes up. So you can only go up with the very small groups. Like [...] certainly

not more than 10 people at the time, also for security reasons. And [...] up there, there’s not

really a railing”. The potential of the building is not fully exploited, as the director admits:

”It’s really a shame, because nobody uses [the roof] it in the building. It’s there, and it has

no access by nobody. You could do something but with a bigger investment, so you would

really need to create all the security things, [a] better entrance [...], but it’s not easy.”

Another issue where Mark Deputter and Catarina Medina agree on is the necessity

to open up the doors of the building and have a more outdoor programming, which ”was

not done at Culturgest” before the change of direction in 2018 and the deep rebranding that

followed. Currently, the two main occurrences of an outdoor programming are to be found

with the student’s day (a special day for students to discover Culturgest, with a variety of

68. Which refers to the half-moon shaped entrance of Culturgest.
69. ”Jardim Da Caixa Geral De Depósitos É o Novo Espaço Público De Lisboa,” Diário Imobiliário, June 20,

2020, https://www.diarioimobiliario.pt/Actualidade/Jardim-da-Caixa-Geral-de-Depositos-e-o-novo-espaco-p
ublico-de-Lisboa
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programming)70 and the festival Inside Out.

However, the building has several advantages due to its location, in the neighbourhood

of Alameda, and in its big auditorium, with more than 600 seats and a very good acoustic.

As Mark Deputter explained, Culturgest used to produce shows in all sizes in the past, but

with the emergence of small-scale contemporary institutions, it nowmakes more sense for the

organization to focus exclusively on large productions, providing artists with the opportunity

”to have a big stage to present their work”.

As for the future, three main objectives are drawn by the artistic director: ”the first

objective is [...] the one with the audience[...] to continue to grow”. He explained that he

thinks ”there is really a place for that in Lisbon, [there has been] contemporary programming

for 20, 30 years now, on a regular basis, not only at Culturgest but in different spaces in the

city, but the audience is relatively limited.” He sees potentiality for the younger generations:

”it has to do, of course, [...] with the evolution of the population [...], the older people did

not have any relationship with [contemporary art], but the younger generations have a lot of

access, [...] they find it normal, and they grow into it.” The second objective is ”to continue to

be an important place for Portuguese artists to show their work and to make their work”, and

the third is to ”continue to be a place –and grow in that sense also– where the international

arts are present” as this international scene ”used to be strong really in Lisbon in the nineties

[...], beginning of 2000” unfortunately crashing in 2007, because of the crisis.

Culturgest has a strong and established identity in Lisbon’s culturalscape. It has been

a pivotal part of the city’s contemporary scene for three decades and remains so, despite

changing its strategy and adapting to the country and Lisbon’s evolving culturalscape. As

stated before, the identity of the foundation can be summed up with the following positive

words: contemporary, multidisciplinary, unique, excellence, trust, reflexive/future, notori-

ety/prestige, legacy/credibility, national/international; and the following negative words: dis-

tant/cold, institutional, inaccessible, rigid, bank/safe (as the bank vault), lacking humanity,

unfamiliarity, expensive (Medina 2022, 46–47).

70. The program of the 2022 Culturgest’s student’s day is available via the following link : Culturgest, ”Dia
Estudante,” Culturgest, 2022, https://www.culturgest.pt/pt/programacao/dia-estudante/
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Overall, its rebranding has been crucially beneficial, but there are other challenges

that the institution has to face, namely in regard to the audiences (that it wishes to broaden

up), and the concurrence with other contemporary art places that called for a reviewal of its

programming. The building is also a weakness identified by the team, contributing to a sense

of elitism and inaccessibility, coupled with the relationship with the CGD that restrains the

possible decisions that could be taken to improve it. The next section will give an overview

of possibilities that Culturgest could explore in order to answer these challenges.
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5 Further Possibilities forDevelopment at

Culturgest

For its future, Culturgest has identified clear goals, as shown in the interviews with

Medina and Deputter, noticeably growing its audience (especially on university audience and

overall ”young” audience) while keeping its identity as a house dedicated to contemporary

creation. The other goals are to ”be an important place for Portuguese artists to show their

work and to make their work”, and to be a place that welcomes the international arts, as

Deputter explained.

The first part of this report has presented some audience development models. This

section provides some suggestions for an effective audience development strategy, based on

the specificities and identity of the institution, as well as all the above content retrieved from

diverse sources that explore this field.

With the staff:

The strategies mentioned in the first part of this report all agree on the necessity to re-

vise classic internal structures, as ”successful organisations model internally what they wish

to express externally” (Smyth 2004, 29). Broadening the range of personnel employed by

Culturgest could effectively increase the diversity of its staff, enabling a wide range of per-

spectives to contribute to decision-making processes and potentially offering insights into

the needs of different audience demographics (Smyth 2004; Pitts and Price 2020). A recon-

figuration of the organization could create mixed, transdisciplinary teams to work on some

topics, such as ”ideas for improving the customer interface – making the entrance to your
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building more welcoming, or creating really happy relationships with the venues and other

partners” (Smyth 2004, 53).

Furthermore, Culturgest could consider bringing closer the participation and commu-

nication teams to the management. This would entail reconsidering the functions of the par-

ticipation team to a more holistic approach (not limited to schools) in order to involve people

of all ages and backgrounds. Having a ”back to the floor day”, where a member of the back-

of-the-house works directly with the visitors (at the front-of-the-house or at the ticket line,

for example) could ”improv[e] relationships between back- and front-of-the house” (31).

Sharing experiences fosters a positive and constructive feedback loop, and, in that

sense, Culturgest’s head of communication already does this kind of work by interacting with

some audience members and asking directly their opinion about the show or the institution,

as she explained in the interview.

Having an audience department or a cultural mediator would be particularly helpful,

as the multidisciplinarity of Culturgest has been analysed as having different audiences and

thus demanding different approaches depending on the discipline or the show. To both Mark

Deputter and Catarina Medina’s admission, this would be of a great help, but the finances

unfortunately do not allow it at the moment.

With the audience:

Fostering interactivity and involvement with the audience can take many forms, such

as volunteering and participating that provides a sense of ”giving back” to the community,

which is valued by a part of the audience that sees it as a form of cultural responsibility.

Engaging in these kinds of activities would also make Culturgest’s ethos more visible.

Culturgest specifically wants to target students, but it could also aim for other demo-

graphics, especially as ”older audiences often feel rejected by arts organizations, who have

a tendency to prioritize attracting new, younger attenders” (Pitts and Price 2020, 211). The

institution could think about the ”key life transitions” (114) as opportunities: retirement and

parenthood have been coined as the two biggest life changes that can ”prompt a review of

arts engagement and sometimes the deliberate changing of habits and priorities” (114). Cre-
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ating a specific programming for these audiences (which is a target-led approach to audience

strategy) could take the form of proposing, for example, ”baby-friendly activities for new

parents, opportunities to socialize for new arrivals and daytime activities for those no longer

working nine to five” (Pitts and Price 2020, 210). Inclusiveness and cultural responsibility

are extremely valued by the public, and this would only reinforce Culturgest’s ethos (97–98).

The institution could also explore the possibility of audience-circle and art-talks, where

members of the audience can share their opinion on what they saw. It would provide feedback

and promote an ”it’s ok not to like it” attitude (131–150), as ”showcasing the diversity of

audience responses to new work may be helpful for others to feel empowered to form their

own opinion” (210), thus participating in enhancing the comfort and experience of all visitors.

As shown in the interviews, this is something that the head of communication is familiar with,

and would like to implement more.

With the space:

Seconding interactivity, the space itself could be more welcoming for people of all ages

and conditions. Culturgest has recently improved on this point by making the space more

accessible to wheelchair users, but it could be further improved. For example, not having

chairs and coats hangers in the gallery space risks making older participants feel unwelcome

(182). Catarina Medina has stressed how Culturgest’s inside can be off-putting (”the velvets

and the big auditoriums and the big stairs”, ”an empty building with empty rooms”), despite

the efforts of the communication team to make the institution more approachable. Culturgest

could invest in the foyer and have a more creative approach to it: instead of being just a

waiting space, it could have a second purpose (showcasing visual art, hosting some activities)

and be decorated differently, thus making the space more welcoming, less anonymous, and

softening this hard divide between the visual art zone and performance zone (which is also

something that the head of communication deplores). The same goes for the rooms: they are

used for rehearsal and by the participation team, but could be even more used (as most of the

time, they are empty), especially as many artists struggle to find rehearsal spaces. This could

be another way for Culturgest to contribute to the promotion of Portuguese art creation.
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The importance of liminal spaces has been highlighted earlier in this report: for the

garden, if the law or the municipality allows it, could be adapted to host visual art, which is a

”passive” way (as it only requires occasional presence of the staff) of promoting Culturgest’s

actions and cultural involvement outside its walls. The building of the café has also been

another improvement that can now be assessed: how effective is it at retaining people, does

it make the space more welcoming, do the visitors stay and chat about the performance they

just saw…

In the culturalscape of Lisbon:

Culturgest could consider conducting qualitative audience research by collaborating

with similarly-sized institutions such as CCB and Gulbenkian. The positive relationship be-

tween these entities, as revealed in the interviews, presents a mutually advantageous oppor-

tunity for all parties to leverage their collective strengths.

Other possibilities with partners can include ”free outdoor events and festivals [as they

have] the ability to leave at any time made for a low-risk environment, meaning that the

performance setting of the arts event influenced participants’ willingness to try something

new” (Pitts and Price 2020, 82). Moreover, these type of events ”build citizen’s cultural

confidence and to showcase what is on offer” (211). Culturgest already participates in some

festivals (DocLisboa, Ampla, Festa do Cinema Italiano, Alkantara…) and experiments with

the outdoor setting (festival Inside Out), but this could be done on a more regular basis with

the right project(s) and partner(s). In this kind of setting and for this type of target-led audi-

ence development strategy, the right partner can act as a cultural broker.

As shown in the second part of this report, Culturgest is invested in the cultural fabric

of the country and has helped many creators to launch their work. Partnering with other Por-

tuguese institutions will only reinforce this ethical engagement, which is valued positively by

the public. By making Culturgest’s ethos more visible, the audience will see its participation

as a way to support the national and local art scene.
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General considerations:

A holistic approach to audience development counts the target-led and the product-led

approach. As explained in the first part, the target-led approach consists of thinking about the

audience first, and then find the product accordingly. Oppositely, the product-led approach

has the product first, and then tries to market it to the audience.

Arguably, one of the biggest challenges for retaining newcomers resides in having a

first positive experience at the venue. Above the product itself, the experience is also shaped

by the many product-surrounds71, happening before, during and after the visit: the commu-

nication (arts marketing, leaflets…), the venue, the attitude of the staff, etc. (Pitts and Price

2020, 175).

This is not about ”dumbing-down”: Culturgest has a reputation for its quality program-

ming (especially in performance art) but is seen as very institutional. Oppositely, taking risks,

being thought-provoking, is something that has been identified as a characteristic of contem-

porary arts. As such, Culturgest does not have to compromise on its identity, but can adapt

some of its strategies and programming to appeal to a broader audience, while staying true

to this ”contemporary” characteristic.

These recommendations are not set in stone, as a successful audience development

strategy is a long-term enterprise that involves a number of trials and errors. Culturgest can

certainly leverage its multidisciplinarity (one of its greatest strengths), to engage a wider

range of audiences while preserving its identity. As an institution of significant size and

influence, it is also part of Culturgest’s responsibility to thoughtfully consider these inherently

political matters.

71. For Kawashima, this would be a product-led approach, as it leaves the ”narrowly-defined product intact”
(Kawashima 2000, 24)
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Conclusion
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The first part of this report focuses on laying out a comprehensive conceptual and the-

oretical framework. In the first chapter, the following terms are defined: communication, art

centre, museum, public and audiences, and contemporary art (from an audience perspective)

in order to establish a common language and framework that can guide the analysis of audi-

ence development in cultural institutions, but also to simply define the terms of the subject

of this report: audience development for an art institution.

Following these definitions, the second chapter focuses onmuseums and their evolution

in the Western context. Acting as actors and mirrors, museums have followed the progres-

sion of society and developed new ways of operating along their existence; they have been

greatly influenced by modernity and still reflect its impact, even as they adapt to the changes

in society that are theorized by postmodernism. In response to these contemporary shifts,

museums have placed a greater emphasis on audience development, seeking to become more

inclusive and accessible to diverse communities. This shift is motivated by both financial

and social imperatives, as museums strive to remain relevant and sustain their operations in

an increasingly competitive cultural sector.

The third chapter is dedicated to audiences. It firstly presents a sociological perspec-

tive on the topic of cultural consumption, drawing from the work of Pierre Bourdieu and

the concept of the omnivorous audience, further illustrated with quantitative data retrieved

from a report on Portuguese cultural habits. This sociological perspective is used to provide

a theoretical framework for understanding and contextualizing the contemporary audience at

Culturgest. Another section delves into the history of audience development. With a detailed

examination of the field, this section showcases how audience development has been an es-

sential aspect of the cultural sector’s evolution, but also its entanglements with the very under-

standing of the concept of culture and the subsequent policies that arose from it, as evidenced

by the audience-led and product-led approaches to audience development. Furthermore, this

section showcases various strategies used by cultural institutions to attract new audiences,

offering valuable insights into the patterns shaping the cultural sector’s interactions with its

audience, but also prefacing some of Culturgest’s strategies.

The second part of the report mainly consists of the case study of Culturgest, present-

ing a detailed analysis of its identity and communication. A fourth chapter briefly presents
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Culturgest and its history, in order to draw a broader picture of the current position of the

institution in the culturalscape of Lisbon and to provide a more nuanced understanding of

its development and impact. Subsequently, the fifth chapter presents an in-depth analysis of

Culturgest’s identity and communication. Both of these aspects are critical for understanding

the institution’s audience development strategy and how it has evolved over the years, which

also testifies to the institution’s resiliency and relevancy. To conduct this analysis, qualita-

tive and quantitative data are used in the form of interviews, intern documentation, archives,

journal articles, public data, but also in a more phenomenological fashion, through my own

experiences as a six-month intern. These sources provide testimony of the institution’s evo-

lution over time, but also ground it as a key cultural institution in the of the country; however,

a more external point of view (through audience survey) would provide a much clearer de-

piction of the institution’s audiences. In such a survey, careful attention should be paid to

the multidisciplinary nature of the institution, as each department has its own curator and

characteristics, thus attracting different types of audiences.

Finally, the last chapter is dedicated to the different points that Culturgest could inves-

tigate to develop its audience in respect to its identity, strengths, and weaknesses. It presents

a list of suggestions, drawing from both my personal analysis of the institution and the theo-

retical framework that is laid out throughout this report.
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B Interviews

B.1 Catarina Medina

Transcriptionist: — Tiphaine Duchâteau

Interviewer: — Tiphaine Duchâteau

Interviewee: — Catarina Medina

Session Number: — 1/1

Location: — Office of Culturgest, Lisbon, Portugal

Date: — 21/02/2022

[00:00:00] Tiphaine: So first question. You arrived in Culturgest just already knowing

Mark Deputter but also in a big transition time.

[00:00:09] Catarina: Yeah.

[00:00:09] Tiphaine: This complete renewal of the communication strategy was much

needed, but how did this transition go? Was it a smooth process?

[00:00:20] Catarina: So, yes, I Ive been working with Mark since 2006. So at the be-

ginning of my career, I started with journalism. Then I got to Alkantara where, I did like

two additions and then Teatro Maria Matos nine years. And when I got here at first –this is

important–, there wasn’t this kind of communication direction. You had like a communica-

tion department, but you had like two people. The first one did the work with press, managing

social media and also had a small budget, for making publicity in news, magazines and news-

papers, et cetera. And then you had second person, Marta. So the first is Felipe, and then you

have Marta and Marta did all the work with contents and with materials, printing materials,
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like leaflets and the brochure and mubies. Yeah. And the budget was divided between the

shows’ production and the visual arts production. Right. You didn’t have like this kind of

figure of communications director where you manage the budget and the strategy. The strat-

egy at that point was decided by the artistic director. And this communication team managed

it.

Sowhen I arrived, theywere looking for this communication director andMark reunited

the production, visual arts and the production, um, shows, the performances, the budgets,

and then I had like a small budget. This was the first thing that I thought it was like... this

is little money for what I’m used to. But then he gave me thing that we already had in this

continuous relationship. There was total, total autonomy in work, so I can decide what I want

to do. Everything is open. So that’s what was great. And from the very first time when I

arrived at the first meeting, people tended to ask Mark all these communication things. And

Mark told to everyone ”this is Catarina, you have to see this with her, and she manages the

budget. So this is not your decision. It is her decision. So it’s Catarina, it’s Catarina”. So I

think it was quite smooth because we already knew each other and I was starting to know the

team. But I think that was, um, easy because they understand the value of having all these

things integrated. And, uh, yeah.

[00:03:25] Tiphaine: And so you had a relative freedom to organize this department?

[00:03:28] Catarina: Yes. Yes. The, the one thing that I didn’t do that already started

was the hm… How do you say the contrato the contract with the graphic design

[00:03:49] Tiphaine: Ah yes I see, the contract, the deal, agreement

[00:03:52] Catarina: Yeah, because when I, when I did the interview, I didn’t have the

guts to ask him, like, ”what’s the budget and what decisions did you make”? So when he

gave me the, the news that I’ve been chosen, that was my two questions. Like, and then I

realized that I have like a hundred thousand euros.

[00:04:22] Tiphaine: Okay.

[00:04:22] Catarina: And with a difference, because I was used to, in the public venues,

we work and we recover the IVA and in here now we have like all the costs with plus 23% or

6%, depending on the service that you are constructing. And also they already decided the,

um, the graphic design team, but it was cool, I also had the news that I could make a small
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team, but that they would not have a contact with Culturgest, only in Prestação de Serviços

like recibo verde. So yeah. And then I started to do all the strategy and all that work.

[00:05:07] Tiphaine: How long did it take to really settle down everything? And to get

the process running smoothly?

[00:05:15] Catarina: It was not the time that I needed, but between my arrival –I think

it was in June–, and the beginning of the season that was in September, I think it little more

or less that, end of May. So it was like three, four months, was quick,

[00:05:35] Tiphaine: It is very quick to get everything settle down and fixed an... okay

[00:05:40] Catarina: And to start to have meetings with Mark, with all the curators and

to know, oh... I already knew what Mark wanted to build here and the mission and the goals

and et cetera, but I had to, to speak with Pedro [Santos], Liliana [Cotinho], Raquel, Delfim

Sardo he was the one at that point. And each one of these figures responds to a bigger agenda,

but also has like a small agenda of their own, right? With specific goals, but there were some

things that I could see in every sector for instance, for me, but that, I think that’s a question

that you will make. So go ahead.

[00:06:27] Tiphaine: Yeah. Okay. Um, yeah. So about, uh, this transition time, um,

so I mean, we’re talking already about this, but how did the people inside Culturgest react ?

Because, I mean, this was really the before and after and was a complete change. So what

were the reactions and your feedback?

[00:06:49] Catarina: At the beginning? I think it was like, who is this girl? She talks

a lot, and she has a lot of ideas. But then the majority of the people tend to realize that she

will do the work that we need to be done because I think that communication in Culturgest

needed to...

[00:07:10] Tiphaine: Especially the website...,

[00:07:11] Catarina: the website, the website, and also the public space, howCulturgest

was represented in social media. We can speak a little more about this. Uh, and they –I think

that’s it at the beginning–, they, looked at me and they asked, ah, she works with Mark, she,

this is what, [sound of wrong] but then I conquered them, conquered them all, or the majority,

I think. Yeah.

[00:07:40] Tiphaine: Um, so now what is, uh, about this budget of the communication?
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So how is it organized now?

[00:07:46] Catarina: At this moment we have for 2022, 155,000 euros, and this, um,

the... I can show you, but the way I organize it is that you have like general costs where

you have the costs with the team, like the graphic design team, the press officer, budget, the

contents and editorial communication, the video...

[00:08:21] Tiphaine: like the sub-areas...

[00:08:22] Catarina: Yes, and then you have for materials that are general, like the

telas na fachada [displays on the facade] I don’t know. How do you say, telas in English?

Telas, like telasand the outdoors, the mupis, everything that is general, like the stationary, the

business cards, the social media budgets for publicity, because you have to have it, the, um,

I can, I can show you all the elements because some of them are missing. And then I have

the budget divided for areas like theatre, dance, cinema, and then I have another one that is

music and another one that is visual art, conference and talks and, participation.

[00:09:10] Tiphaine: Okay. Yeah. Okay. Nice. There was also one of my, uh, question,

[00:09:14] Catarina: And then in this, I have all the things divided by projects and I

have some, uh, because different areas need different things.

[00:09:24] Tiphaine: Yes, and how do you calculate it then?

[00:09:27] Catarina: I have the first six months are normally at September, October

and are more or less defined, but the other six months is like a medium calculation, medium

of the previous years. Like for instance, I speak with Pedro [Santos] and he tells me that: ”oh

I think I will have 12 concerts”, so I make more or less. And then obviously it isn’t rigorous,

but, as soon as I develop the work, I can manage from one project to another, and yeah, but

I can show you.

[00:10:04] Tiphaine: Okay, sure. With pleasure. Um, yes. About this, studio, the

graphic design. So how is it kind of organized? There’s a studio, right? Then you’re in

permanent contact with them?

[00:10:16] Catarina: Yeah. They are in Porto and we speak with them all... I don’t, I

will not say all days of the week, but most of the week...

[00:10:24] Tiphaine: on a weekly basis...

[00:10:25] Catarina: Yes, weekly basis. So, I define six months of work for them. And
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then Inês that works with me makes this kind of transition with them. Like mupis, small

posters, like the brochure, some contents for social media. But since like 2020, since the

pandemia [pandemic] we decided to stop making leaflets, folhas de sala [program notes]

right. And we decided to make this investment in more production of content, editorial wise,

like the magazine, the sound magazine, or the microsites where you have this dedicated en-

vironment to the specifics of the... it can be an exhibition or a show. And we do, we at

communication team here, not with the graphic designers, we make this in an autonomous

way.

[00:11:30] Tiphaine: Because you said, the studio was picked before your arrival. So

how was this, um, new graphic identity chosen?

[00:11:38] Catarina: So they... Mark reunited all the coordinators from all the areas,

and he asked if anyone would like to suggest some graphic designers. It can be like solo

enterprise or a bigger agency. And I do believe that it was Mario from the exhibitions that

suggested Maria João Macedo because I think he already had worked with her in a catalogue,

I presume. And then they made like an idea contest, like, I don’t know how many they

were, but I believe that six or seven studios presented work, because then they declined, and

they picked, and when they made that briefing, they told some things that were the same

opinion that I had. Like I would like that Culturgest’s identity will be something between the

contemporary language, but also here, it has to have this institutional appeal. It cannot be...

[00:12:53] Tiphaine: It is classical and last in the long run...

[00:12:56] Catarina: so they gave this some sorts of direction. And I was really happy

with this choice because I do believe that this entity not only survived the time really well,

but it can adapt between the printed materials and the video materials and, uh, yeah,

[00:13:14] Tiphaine: Yeah, yeah...

[00:13:16] Catarina: and also the work on the website.

[00:13:17] Tiphaine: Yeah. It’s true. Um, talking about the brand identity, can you

describe in five keywords for you, Culturgest’s identity?

[00:13:27] Catarina: I thought about it and I think that it’s like contemporary, multi-

disciplinary also another word that can be quite strange, but I can explain it, is like human

more emotional, because I think that is the thing that we need, and also, with the idea that
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you, sorry, I, um, I wrote it in a post-it and then, um, so...

[00:13:56] Tiphaine: We can go back at it later. if you want to send it to me. That’s

no problem. Um, so, I’ve stumbled upon this SPARK report. And in there it stated that the

building of Culturgest is both an advantage and a weakness.

[00:14:12] Catarina: Yeah.

[00:14:13] Tiphaine: So it is indeed quite grandiose and can come off as cold. Um,

so I was wondering, how do you take this parameter into account in your communication

strategy? Um, if there’s a will to make Culturgest more welcoming or to keep, I mean, both

can be true at the same time, this institutional and serious vibe.

[00:14:34] Catarina: No, the first one, for sure. So when Mark told me that he got

Culturgest, and he was the new artistic director, I told him like, ”do you know what you have

to do? You have to cover all the building because it is hideous [beuarg] you have to make

some sort of Christo [NB: the artist] installation and he laughed. And then I didn’t know that

I will be here, so at that point, and then when I arrived, I started making all this kind because

I, I started coming to Culturgest at 18. So now I am like 39, and I started to come here at 18

with DocLisboa [NB: a film festival], and I felt some sort of, uh, not only coming to a venue

is per se, some it’s a barrier that you have to conquer, but also this building emphasizes all

this. So, uh, and the velvets and the big auditoriums and the big stairs. And then I started

to make all this research and I found out that Culturgest in, for instance, DocLisboa, and,

in, IndieLisboa, the film festivals, we have this kind of representation of the space of the

experience with people, people in the space, all the auditoriums full, but the majority of the

images that were representing Culturgest were from a building, an empty building with empty

rooms and this velvet and all these things. And I thought from the first minute, like you have

to revolutionize this kind of way, because for instance, people weren’t here like frente de

sala [front of the house], production, Rute [Sousa] wasn’t used to having photographers at

the events. And that, for me, it’s like...

[00:16:40] Tiphaine: basic...

[00:16:41] Catarina: yeah, yeah. ”Ah, no, because it’s, it’s really upsetting for the

people”... And it’s like, okay, I can manage that because in theatre and dance, we don’t make

these kinds of photos during the event.
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[00:16:54] Tiphaine: During the ensaios, the rehearsals...

[00:16:56] Catarina: We can do that during the rehearsals. And also you can make this

kind of process and show the people small spaces where they normally don’t go ; also in

music, it is absolutely, absolutely regular, regular that people, they make this kind of picture

during the concert, so I will make pictures from every concert, from all the exhibitions, all the

premieres, like basic, but you have to, and then I started to choose this kind of images where

people were like with the feet on the seats, in the velvet seats, or they were having some kind

of emotional expression, we started looking for these kinds of images and representing all

this in social media...

[00:17:41] Tiphaine: as like a space that lives and is...

[00:17:43] Catarina: Of course, because you cannot have this kind of bunker, and our

main goal since the beginning is to cut the bunker open, like Inside Out [NB: a festival or-

ganised by Culturgest] does that, but it’s only one time a year. So you have to regularly make

this work and tell people that ”this is for you. This is your space. This is public service. So

you are more than welcome.” And if we make some kind, kind of inquire at this moment,

people or the majority of people I presume, will give this kind of answer: ”This, this building

frightens me. It’s ugly.” But also there are some people that adore the brutalist architecture

and this kind of stuff, but yeah.

[00:18:31] Tiphaine: So would you wish to change some things in the interior design

if you had the power and the means to?

[00:18:37] Catarina: Yeah, of course. Yeah. Yeah. We make like some projects in the,

also in the beginning, like for instance, we wanted to have the library at the front and also

have a coffee shop...

[00:18:54] Tiphaine: Yeah now there’s going to be the cafeteria...

[00:18:55] Catarina: But this space has to be more lived, at this point we don’t have a

reception that is open at the seven hours that we are open. You have to go downstairs. So

if I could, if it was possible, I’d destroy this kind of barrier between the visual arts and the

performances, making it more fluid. Because I do believe that this emphasizes this, um, how

do I say it, the vision of two worlds, like visual arts and performance. And you have this kind

of, um... last week I went to go Gulbenkian, I don’t know if you saw that they had studies,
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about, um, the Praticas culturais dos Portugueses [Portuguese’s cultural practices], yeah.

And they, yeah, it was in Portuguese. I have the book I can... I think they are still at sale at

Gulbenkian and it’s like 12 euros, but I can give it to you. And they speak about this kind of

profile of the Portuguese audience. And it’s quite sad of course, because it’s, it’s general and

you have this kind of picture where, um, like 70% of the people didn’t go to a library ever, or

you can have, but I dunno, I forgot why I was saying this, sorry. It was about what we were

speaking.

[00:20:35] Tiphaine: And we were talking about bunker, interior design, breaking the

boundary between the performative arts and the visual arts youwould like it to bemore fluid...

[00:20:43] Catarina: Ah, yeah. And that, sorry, this study, they try to prove a point

of a philosopher, I don’t remember the name, a guy that tells that there is a new tendency

to have a specific kind of audience that is omnivore, that consumes visual arts, consumes

conferences, theatre, dance, because normally we are used to that people from theatre see

theatre and nothing else, and this kind of omnivore, um, audience profile is, is quite young.

So this is also a thing that, that really interests me to continue working. Yeah, ...

[00:21:27] Tiphaine: That’s, that’s very interesting. Yes, it’s true that even, um, dance

in Culturgest is one of the strong assets as well, like really attracts the public, like for dance,

it’s always very full and that’s very interesting. Um, now I’d like to talk about digital com-

munication. Um, so I’d like to know if you have precise guidelines on how to act on social

networks, the language that you use. So we’re talking about how to make it more humanly.

And I think I read something where you were talking about the tu and você and like...

[00:22:04] Catarina: Yeah, yeah, yeah, yeah, for sure. This is a definition we are trying

to stabilize. I don’t know if you know an expression in Portuguese that is livro de estilo for

instance, a journalist, follows the livro de estilo, he has a lot of rules, how he has to write

and, long sentences, small sentences. And, this work, we started not here at Culturgest, but

in Maria Matos, like por exemplo,Acesso Cultura, I don’t know if you know this association,

you should check it, they do this work. And also they have like a prize for, um, I don’t know

how to say linguagem clara...

[00:22:57] Tiphaine: clear language?

[00:22:58] Catarina: Clear language. Yeah. And they, um, because this was a problem,
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right? You come to see an exhibition and you, in the brochure, read the synopsis, and you

don’t understand anything.

[00:23:11] Tiphaine: Especially for contemporary art, can be quite obscure...

[00:23:14] Catarina: this is quite a tendency. And also in Maria Matos, we, we have

this. And also it’s a work that me and Mark, make a lot of years now that, made, sorry, that

it’s, we receive a text from an artist and we added that text. We put this kind of thing in the

contract. You say, Culturgest can edit your material, blah, blah, blah, blah, blah. Because

that’s not an artistic text. That’s a synopsis, a promotional synopsis, it has to have like a

thousand characters with space blah-blah-blah and it also, we have some guidelines, as you

said, like, we normally have like a paragraph where we give some kind of contests with this

artist, what kind of, uh, percurso [education path] did he make, blah, blah, blah.

And also you have like these kinds of texts, like two or three, two paragraphs normally,

where it speaks a little more about the work of the artists, but also that show specifically. So,

um, yes, we do have guidelines and these guidelines, not only in digital communication, in

all the communication. So obviously when you go to social media, it’s quite stupid if you

have this kind of institutional languages, because you are making this kind of barrier. Yeah.

And you don’t know...

[00:24:43] Tiphaine: when you want to create contact, yes ...

[00:24:46] Catarina: So we kind of specialize ourselves in some sort of editorial lan-

guage. It’s not, it’s a little more objective, has a little bit… sorry. It has a little more adjectives

than journalists language that is more informative, but it also has this kind of purpose. It is

informative, short, because we know that in social media, people tend to read like two lines

and that’s it. Sometimes you see like this going as long texts, it’s only working, I think if

it’s some sort of Chronicle or some sort of content that you only read there. And we also

look for this kind of relationship with the present time, like the journalist, right? If it’s, if

you have like a conference about Chernobyl and you have this kind of ephemerides around

that, you use that in your, um, I’m not não estou a conseguir explicar muito bem... Há dias

em que estas melhor, dias estas pior em inglês, mas então, voltando... Yes. We have like

specific guidelines to social media. At this point, I personally do the social media, all the

work, and we work specific media. Facebook has some sort of contents, Instagram, some
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sort of contents, because,

[00:26:14] Tiphaine: so you will adapt slightly through each platform.

[00:26:17] Catarina: Yes, and for instance, Instagram, it’s much more visual. So I try

to invest in contents, like in different photographers, in different phases of the...

[00:26:27] Tiphaine: and to create also the page itself. So it’s [pleasant] aesthetically

[pleasant].

[00:26:34] Catarina: We did like in 2019, the first year I also was making this work,

but lousy. So we had like 7,000 people on Instagram following us. And then, that kind of

representation of Culturgest on Instagram, we had like posters, like contents with graphic

design. Then we had like promotional pictures, people like with real posing and this kind

of artificial content, like then we are like the teaser of IndieLisboa, and then we had like,

escadaria, an empty staircase, and it was not very good, I presume. And then I started to

speak with some photographers, but it was too –I believe–, mix and match. And then we, I

decided to contract a guy that has a curious profile because he’s a photographer videographer.

And also he is a communication director of another institution, and he really wanted to work

with me. And then I started to make like a strategic plan for Instagram. And since then we,

at this moment I think that we are in 2022. Yeah. Uh, people and we followed a lot of pages,

like, okay, this guy does this, good, bad. What kind of examples can I follow here? Is this

good? Is this bad? And we’d make like a strategic plan with strategic language. I can show

you also that plan. Um, and of course this work cannot be like crystallized in time. It’s a

thing that is evolving.

[00:28:31] Tiphaine: It’s always organic, of course...

[00:28:33] Catarina: It’s always organic. And I was at this moment, Bruno already

doesn’t work with us no more. So I am starting to make all this work and I can... [she’s

thinking]

I was like, for instance, yeah. I can have like, promotion degree is quite important

because we have like three contents and then we have normally the same post. Also we, this

was a content about the Sol magazine because we make like a reportagem there. These are

portraits from Vera. So yeah, we... you know, right? I don’t need to explain it. Yeah.

[00:29:18] Tiphaine: I follow you. Of course. Um, so yeah. How about that? How do
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you then prepare in advance? How… I guess it’s different depending a bit on every occasion,

right? Or you try to be like to prepare really in advance or...

[00:29:36] Catarina: I’m doing this. I already did this better at this moment. I make

like a weekly plan. But the thing that I really like to do is like a monthly plan. And then you

can see all the areas, because it’s quite easy with all the program that we have to have more

music or to have more and...

[00:29:59] Tiphaine: you try to give a balance...

[00:30:01] Catarina: yeah. Yeah. Because it’s quite easy for you to forget the exhi-

bition that is like three months there and then you have to have new contents. That is why

I am speaking all the time with the curators, telling them I need some programming for the

exhibitions outside like the guided tours. And I need more contents because then you have

like what vistas from the inauguration or... we have to have more contents...

[00:30:31] Tiphaine: especially when it’s something that lasts for three months, et

cetera, that you said you need to remind people...

[00:30:36] Catarina: Yeah. And in online you can do this easily. So, yes, monthly, but

at this point I’m doing weekly. I, that’s a lousy work, but yeah, it’s the best I can do for now.

[00:30:49] Tiphaine: All right. Um, and so you, the production and how do you retrieve

the contents? So you... I know that there’s a regular photographer that comes.

[00:31:00] Catarina: Yeah. Yes. She makes all the concerts or the majority of them

and also the exhibitions, but we also work with others, yeah.

[00:31:10] Tiphaine: The Boca, there was another photographer as well.

[00:31:13] Catarina: And [Name], at Porto weworkwith Renato also, yeah. And some-

times the, um, the artists themselves. More theatre and dance have their own photographers...

[00:31:30] Tiphaine: oh ok you can ask them also...

[00:31:32] Catarina: And also for instance, when you have like a conference about

with an astrophysics and this sort of images, right. And this works, these are images that the

astrophysics guy sent me and I make this kind of selection and copy and, yeah.

[00:31:51] Tiphaine: Okay. Um, so yeah, then I had the question about managing

between having a formal institutional language and getting closer to it, but its potential audi-

ence, but I guess we already talked in length about it. Um, and yet, how did you then adapt
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your communication strategy for each area? Would you say that each era then has like a kind

of different identity?

[00:32:17] Catarina: I do believe regarding identity. I tried it. Only one identity...

[00:32:24] Tiphaine: it is quite uniform...

[00:32:26] Catarina: I try that, but each area like... there’s more differences between

visual arts and theatre and dance and the music I presume. Um, but they have specific chan-

nels. It’s more about the distribution and, for instance, like media partners that you work or

decided to work, and also in social media and also the press, the work that you can make with

press, for instance, in theatre and dance, you don’t have any kind of critique. It’s quite rare,

but in music you have like this in numerous media online channels like blogs and Instagrams

and this kind of stuff. And in visual art it’s quite, quite narrow. But the thing that we do with

also with this editorial work regarding the Sol magazine, the micro-sites specifically with

visual arts, because it’s quite difficult. For instance, we have this premiere of Daniel Deware

and Gregory Gicquel,they don’t speak a lot about their work normally. So they can make this

kind of description: ”oh yeah, this is a word piece.” And they don’t give much context. So

we try to make this kind of bridge between them and their visual arts audience. That is small

audience and a larger one, for instance, we saw that they work with Portuguese marble.

[00:34:08] Tiphaine: Ah sim, do Alentejo...

[00:34:10] Catarina: Yeah, We went there and you make these pictures and we made a

micro-site about this and about their work, of course

[00:34:19] Tiphaine: To create links...

[00:34:21] Catarina: yes. Because if you don’t do this, I believe that you will be with

your smaller and smaller audience. And Mark has this kind of goals of growing. And for

instance, in 2018, I think that we had like 80,000 people and he wanted, I don’t know if this is

possible for maybe next year, like a 100,000 and then 120,000. And this kind of miracles with

contemporary art is like, ”okay, I’ll try my best”. And that’s an example of the things that

we try to make around the themes. For instance, Liliana [Coutinho] has a lot of conferences.

Um, there are these kinds of more obvious stuff like we made in 2018, a cycle dedicated to

the colonial memory. And it has like conferences, theatre, cinema, and we had to make like

a campaign around this and I, um, I’ll do represent that team. It’s quite difficult, I think.
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And then we decided to in the communication to, um, work with the painter that is called

Fransisco Vidal and he’s from Cape Verde. So he started to produce a lot of work from his

own memories and mixing it up with all the memories of the people that were going to be

here. So visually you have this kind of super rich program and we made all these kinds of

materials for the public space, where I had the metro like colonial memories from this stated,

this stated Culturgest was like only that general information. And we also did a lot of folhas

de sala. We did a lot of contents. We make like a mini documentary around the invisibility

of the colonialism in Portugal and in Lisbon specific because you have this, all these kinds

of places, but you don’t see them represented in any way. And we made this video with a lot

of interviews. So I think that was the beginning of the communication starting to...

[00:36:44] Tiphaine: to bring, add something as well...

[00:36:47] Catarina: yes. It’s not, we are not curators, but we have a point of view.

And also with the situa-, the pandemia, Mark invested, has invested like 5,000 euros in each

area. He also invested in communicação. And that was nice because yeah, we can make like

posters and media plans and blah, blah, blah. That’s great. But I do believe that the difference

is the kind of editorial approach that we have.

[00:37:24] Tiphaine: Okay. Um, now, would like to talk about the web sites. Uh, this

is a more technical question, but. So do you use for example a CMS? How, like, how is it

administered?

[00:37:39] Catarina: Okay. So, regarding, uh, you were asking for customer relation-

ship management right, no?

[00:37:46] Tiphaine: Uh, content manager system so it’s like Wordpress or something

like that. How did ...

[00:37:52] Catarina: I know we are totally autonomous. So we bought this website to

Queo, Queo make, made this website, with Maria João Macedo, when they made the identity

proposal for Culturgest it already had like the website. Yeah. So, the content is all managed

by us, but the communication team, and sometimes we need, for instance, the media area.

Um, I started to speak with the team, with the graphics and the website team. And I was

starting to tell them, okay, I want to be totally autonomous. So I want to have these kind of

modules.
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[00:38:33] Tiphaine: So you have a back-office?

[00:38:34] Catarina: Yeah. Yeah. We make everything. We put the images, I have

this for the microsites. I want to have this kind of modular, like sound, video, galleries,

texts, different kind of different formats. Like, it was a newspaper and news magazine with

different colour ambience so I can have this kind of rhythm. And, yeah, they defined that, we

bought that service during the pandemic because we had a little bit of money that we didn’t

spent, like mupis and all this kind of work, and we made that investment. And today, I think

it’s the core of the media area. Also, the videos and the Casa Forte and Casa Forte is content

more related to the online, to that budget, 5,000 euros and also the sound magazine, more

editorial work. And for me, it’s quite important regarding the strategy, because I do believe

that Casa Forte, the sound magazine O projeto invísivel, um, reassure the thing of the human,

the multi disciplinary work. Like you can see in one, some magazine that the diversity of

content that we have at Culturgest and that, for me, it’s really important. And also because

that’s a really strong point regarding, or the majority of our, um, of the other players in the

city, because they are. Sorry, I think tenho que attender esta chamada, pode ser? [interview

on hold a bit because of a call]

[00:40:20] Tiphaine: uh, we were talking about media, editorial Casa Forte, that you

had more money during the pandemic to like, develop all those strategies. I mean, that was

actually my next question, questions. So like about how did you adapt in during this pan-

demic? What were your first ideas? So you said, okay, let’s do this, let’s do the sound review

and all of that. How did it, how did it...

[00:40:51] Catarina: yeah, at the first day, at the very first day, we decided to close

Culturgest for the first time. And it’s quite interesting because I do believe that this occurs in

many, many others intuitions. It was the communication team that had to provide some kind

of answers. Of the question, how can we...

[00:41:16] Tiphaine: It was leading a bit the boat...

[00:41:17] Catarina: How can we continue to relate with the audiences? Because we

manage the Facebook and Instagram and all that platforms and the newsletters that can con-

tinue to do this work. And on the very, on the very first day, we decided to close and we

make like a meeting with our team and you had different kinds of reactions.
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You have like people that are really sad, other that are really confused. They’re like,

”oh my God, we are all going to die”. Yeah. Joking. But you have all these kinds of moods...

[00:41:58] Tiphaine: No but the first... We were all very, very...

[00:42:04] Catarina: And then, um, we started to plan like, it was quite immediately

because we had the exhibition of Álvaro Lapa. And I’m, I gathered my team and we decided

to film the exhibition at that afternoon, we filmed everything. And then we decided, okay,

we filmed this and then we can make, okay, Oscar, that was the curator is in Porto so we can

make an interview by phone because he has just been a father like two days ago or something

like that. We can make an interview and then we can make some footage of all through early

years and we can mix and we can make some kind of episodes and we are starting to make

all these contents.

And then we made this work. It was a Friday, I believe. Next week we started to... I

gathered all my team again, and we started planning everything like these strategic decisions,

like, ”okay, we don’t know how long this will take, how people are feeling. People are

overwhelmed by this, but let’s try to make a plan where we, for instance, at this moment, we

will tell people that we are feeling the same, that we are a little more stressed and we don’t

know what will happen, but on a positive note, we will have all weekly basis contents and

relating to the present time.” So for instance, we started making this calendar and we were

thinking, okay, what kind of program did you, did we have that we wanted to, um, evitar

[00:44:00] Tiphaine: Um, to avoid...

[00:44:01] Catarina: Avoid, we wanted to avoid at all costs, this kind of recycling

program where we have, like, you see, you saw that a lot online, right?

Like you have this really shitty version of some theatre piece on Facebook. We don’t

want that. And also we believe that that full experience you have to live it here. So yes, we

need to think in other contents. So I think, yeah, that we start leading this kind of process

at the beginning on the inside of the communications team. And then with also, with all the

curators and Mark and for the very, since the very first time we were saying to everyone, ”we

have to stay in touch. We cannot disappear. We have to stay in touch. We have to have a

content strategy for two to three months” and we have to, um, we, we thought about, um,

grief phases where you are in shock, and then you are sad and... Anyway... And we thought,
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okay, so we made some kind of contents regarding sadness, like two years ago. Maybe we

can have some kind of conversations in streaming regarding sadness, or maybe... so we try to

make this kind of bridges between the present moment and all the news that we were getting.

And to have this kind of constructive vibe more than a depressive one. And I was telling my

team, okay, we have to, so we don’t know how much will this take, how much time. So let’s

um, really, how do I say this? Aproveitar o medo, carpe diem, how we have to, yeah, make

this kind of like a creative bubble. So there are no rules. You don’t have all the 80% of the

budget that is spent on printed materials.

So how do you stay in touch? How can we have new projects? How can we have new

creative process? So it was really between the first, uh, confinamento [lockdown] and the

second one for us, it was a time of creativity...

[00:46:22] Tiphaine: Of experimentation. Yes. That’s where I wanted to go. That’s

crazy that you, you took it on such a constructive vibe and positive side.

[00:46:31] Catarina: Um, and then we spoke with Mark, like two years, two years, arh

[she corrects] two weeks and for, at the beginning, he was like, ”oh, Catarina easy”. And

then he was like, ”okay, let’s go”. And we will define one line as strategical of Culturgest

and then he spoke with all the other curators and ones were like ”arrrh” more and others were

more happy with the idea because each one has at a different reaction. And I don’t know.

And it was like, um, don’t get me wrong, but it was a good time for thinking about work.

[00:47:11] Tiphaine: Outside of the box, yeah yeah... And that’s where I wanted to get,

what did you take from this experience? Like, were there some things you were like, ”okay,

this didn’t work, we drop it”, but then other stuff really worked well, and you still keep on

doing them.

[00:47:28] Catarina: Yeah, because for instance, um, the majority of the institutions

made a really great effort at the first, uh, confinamento, and then it was like, ”oh, people are,

are tired of online. And people want to get back but rather with lives, blah, blah, blah”. But

since then, I do believe that you cannot open the door, like, ”here are, we make this a lot of

things” and then you have to close it. So I was really pushy with all the curators and Mark

saying, we have to continue to have an online program, but it has to be special. It cannot be

like, repetition, you have to have original content. I also propose to Mark a strategic plan,

131



but we made it like 50%, I believe.

But what was your question again? Sorry.

[00:48:25] Tiphaine: Like, what did you keep from this experience? And you were

like, ”this really worked well and some things didn’t work as well”.

[00:48:33] Catarina: Yeah. Because for instance, the things that we made on the first

confinamento, um, were great for that time, but for instance...

[00:48:45] Tiphaine: they didn’t apply on the second one, okay...

[00:48:47] Catarina: Because, the, uh, disponibilidade?

[00:48:51] Tiphaine: The availability,

[00:48:53] Catarina: The availability of the people there then was much more higher

than it then, uh, this time or six months ago or something like that. And people were more,

um, exigente sorry,

[00:49:13] Tiphaine: Errrr exigeant [demanding] [laughs]...

[00:49:16] Catarina: People were more exigeant [in French], than, um, at the second

confinamento, some new projects arrived, like the sound magazine is from the second one.

Okay. So. Because you feel that you cannot give the same answers that you gave on the

first of course, you cannot repeat yourself. And then you have to have some kind of contents

where people can interact, because we had some sort of conversation where we were aware,

I spoke with Mark and I told him, okay, maybe if you have some sort of program online

regarding theatre or dance, but that you can make this kind of interactions with the audience,

it’s not only like a passive thing, but in that way, you have to have like this kind of curator

for the online and at some time, I felt like I was this person, but I wasn’t. So, that second

phase was clear to me that I wanted to make sound magazine, I wanted to make Casa Forte,

I wanted to continue to make the micro-sites and to have this editorial language and all this

work. I will not open my hand, abrir a mão, não sei... Um, regarding this. Um, so I do

believe that the majority of the things that we tried, we maintained. Yeah.

[00:50:47] Tiphaine: Okay. That’s a very positive result then. All right. Then I would

like to talk more about the strategies and vision. So since Culturgest has a large array of offer

and thus attracts very different audiences, depending on the show, the exposition, the event,

I mean, we already talked about this, about social networks, but, uh, in your language, in the
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websites, in other mupis or things like that, do you have specific tailored strategies? Um, if

it’s long run, if it’s long exhibition, if it’s a short conference, will you? Yeah...

[00:51:31] Catarina: yeah, yeah, yeah. For sure. For sure. Um...

[00:51:34] Tiphaine: and, and also, which public are you trying to, in Portugal, to attract

more?

[00:51:39] Catarina: So, okay. So regarding each area, yeah, there are some speci-

ficities, for instance, I have some strategies, but some of them I cannot conclude. I will

explain. Like for instance, we really, really, really need to have a cultural mediator. So to

make this kind of work with different audiences, the work that we begin to do, with the pro-

gramming and also with the communication, but then you have to have some people on the

phone speaking with schools, but schools we already have. But for instance, from, with the

colonial memories, I at that time I made this huge database of associations, groups, more

formal people that tend to bring a lot of different people, because it was quite sad to have this

kind of program and to have like a white audience.

[00:52:45] Tiphaine: Yes, yes, yes...

[00:52:47] Catarina: So I personally made that work, but I do believe that that work

cannot be made in the five minutes that you have left of your chores.

So that kind of figure is really important because we have like a... the participation area,

but they work with schools and with schools, até ao secundário secondary school only. And

also for instance, the university, they don’t make this kind of work. So between the universi-

ties and between associations regarding... for instance, when you think about our program of

conference and debates, it’s a lot of things you can have things about, um, ecological, but you

can have like colonial memory. You can have them both, like botanical colonial, then you can

have like Chernobyl, then you can have, uh, aborigen, then you can have a lot of things. And

of course we try to make this work. For instance, when we have some conference regarding

ambiente [environment]. We try to have this kind of dedicated press that normally can write

about culture, but also write about that theme. Then we made this database, but then we can

have to ... We also do the work to... We can have another distribution for the poster regarding

universities, but also this kind of associations that work this theme. But then you have to... I

also make this kind of e-card that people can send to these associations, but you have to have
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someone to make this work and to make this invitation and to develop this relation. And it

has to be, it cannot be a thing like...

[00:54:52] Tiphaine: it has to be a trustworthy person that people then are used to. And,

okay...

[00:54:59] Catarina: Yes, so for instance, in the communication at this point, I am the

only person that has a contract. All my team are, recibos verdes [”green receipts” used by

freelancers], uh, empresas [companies], but for instance, I think it’smore needed at Culturgest

at this moment to have this kind of figure, that can coordinate a team than to have people

working more... when people working with me full time, for instance, because all my team

is like part-time.

And, um, so regarding the audiences, it’s like to have more than, maybe that’s not

the term, because more than having like a cultural mediator, it’s more like a department of

audiences because you have with the cultural center, you have so many different kinds of

things with so many, many kinds of themes that it’s crazy. I don’t know if I can say if I am

explaining well...

[00:56:08] Tiphaine: Sim sim sim... I am trying to imagine how difficult it must be.

So, because then it means that you have for [in order to] have kind of database divided by

themes, then you’re going to dive into it depending on the...

[00:56:22] Catarina: Yeah. But I don’t, I do that work poorly and I...

[00:56:25] Tiphaine: yeah it’s a super long work, it must take ages...

[00:56:28] Catarina: Yeah because I do that work almost voluntario because that work

is yeah.

[00:56:37] Tiphaine: Mm-mm, pro bono, yeah

[00:56:37] Catarina: I do it too poorly, so I don’t want to do it more. I already spoke

with Mark about that because, regarding your question, which kind of audience we are fo-

cused on, Mark wants, wants to grow on the university audiences. Cool. And we have like

dia estudante as you have seen, but that work was made by us and the communication, it’s

poorly done, because you have like this a hundred universities and you send the information...

[00:57:16] Tiphaine: It’s very time-consuming, yes...

[00:57:17] Catarina: And then you call them. And then of course that would, it was a
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first experience and it... the day that we decided tomake it, was also the weekwhen university

started. So it, it was a bad choice, but we learned some stuff I presume, but to continue to

make this work, we need to make this work regularly, for instance, we made the dia estudante

and then Mark already make this kind presentations of all the areas where we will have like

production workshops, communication workshops, exhibitions, all to assemble and as a big

[inaudible] In blah, blah, blah.

And then you can propose to the universities these kinds of programs where you have

some... like several moments where the specific universities, audiences come to Culturgest

and have this relationship with a space. And only if they continue to come, will they be an

audience, a future audience for Culturgest I presume, because if not it’s, I think it’s like one

shot. I don’t believe in that way of working. SometimesMark and I, we speak about, because

Mark was really hopeful, regarding the dia estudante, and he was telling me, ”okay, but if

we have like a hundred thousand contacts from the bank from CGD, of students, they receive

that information. And if only 10% of them wants to come, we already are fully booked.”

And I was telling him, ”but I don’t believe that they will come with a newsletter. They have

to be implied in the program”. They have to, for instance, we don’t have this kind of data

stabilized, but I can see in the social media and the data that we have, that our audience is

quite old, like 35, 45. I can see this. Sometimes we have like, younger audiences, but the

majority of the time it’s older, it’s like the new Youngs right? Or something like that. But

if you want to communicate with this audience, you cannot like ”be one shot”, and then you

presume that you will send an information at people who already are connected to it because

it’s contemporary art. We try to have to be more accessible and to represent us in this, I

don’t want to say like ”young language”, but I do believe that we are doing that work better

and I don’t know, but for me, it’s... I don’t know if I’m explaining it really well, but it’s the

question that returns in my way of thinking to the curators to the program, because only with

the program that speaks directly with that audience, you can have some more solid results.

And also with this kind of work, phone and, uh, yeah.

[01:00:59] Tiphaine: All right. I have a kind of related unrelated. Why is the garden

for example not used? Um, was there any instance, occasion where like the foyer also was

used as a show, exhibition space, things like that are like ”queering” a bit this?
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[01:01:21] Catarina: Yeah, yeah, yeah. We already made that, for instance, we had an

exhibition of João Onofre that I think it was one of the most viewed exhibitions of the last

times. And we had two performances and on the inauguration day wemade a performance set

in meia-laranja [the entrance of Culturgest] yeah, with the queue when we had like a heavy

metal band that played inside a steel cube. It was quite impressive because you think ”they

will die, in 15 minutes, they will die”. And on the same day we had like a sold-out concert

of Bruno Pernadas, and we try to, Mark is always telling them to try this kind of moment.

And for me, it’s also quite important. For instance, not having drinks at inaugurations, it’s

like tragic because people... yeah, it’s quite simple, but yes.

[01:02:28] Tiphaine: And students in the art world they’re used to vernissages and all

of that things like it’s a thing.

[01:02:36] Catarina: It’s a way in. For instance, I spoke with Mark about making this

kind of evaluation about the student day, and I was telling him: ”Okay. You have the student

day, but with the student day, which are the audiences that you will get here. You will get

here: the teachers and the teachers will bring the students. Cool. Okay. But if you want to

have the students here...”,

[01:03:00] Tiphaine: to wilfully come,

[01:03:02] Catarina: Yes, you have to make something like the ”night of the students”.

You have to be like open to 2 / 3:00 AM and you have to have... you don’t have to sell...

[01:03:15] Tiphaine: And make use of the garden...

[01:03:17] Catarina: You don’t have to sell out to the devil, but you can make this

kind of... and Mark agrees with it. Uh, but, for now, it’s ... we are still trying to know the

boundaries, but I think it will be better at the spring or summer. Also, the garden, for instance,

that’s an early example. You can see enough social media, images and videos about this.

When we presented the identity, the website opened the ticket office in 2018 with a

new program, Marks program, the teams program, we made like a presentation in the grand

auditorium. And then we had the small concert from Montanhas Azuis and Marco Franco.

It was a small one, like three, three, two, three songs. And then the people came from the

auditor... that auditoria, the stage, sorry. And then they went to the garden and we had the

programs and tickets and drinks, and it was like really good. We had like 500 people at night
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and we sold a lot of tickets.

[01:04:33] Tiphaine: And the roof?

[01:04:34] Catarina: The roof... No...

[01:04:36] Tiphaine: It’s impracticable for safety reasons?

[01:04:39] Catarina: Yeah. I think it’s harder now. And also with the COVID you...,

you’ve, you’ve seen it, right?,

[01:04:45] Tiphaine: No, I’ve never been to the roof. I’ve never been, no, I would

really like to see it, actually.

[01:04:50] Catarina: You have to ask Mariana [Cardoso de Lemos] but I think it’s

possible, but I think it’s all the access to the building. It’s harder because...

[01:04:57] Tiphaine: Because it’s only through, okay, an elevator and et cetera.

[01:05:00] Catarina: But when I was at Maria Matos, we made a project with Cul-

turgest, that was some kind of hortas urbanas...

[01:05:09] Tiphaine: Oh wasn’t it with Vera Mantero?

[01:05:11] Catarina: And we made that. Yeah. And this was, I think the only time that

I’ve been there, because they planted like lettuce and other stuff there. And you can see that

on the garden, yeah.

[01:05:26] Tiphaine: All right. Um, I would like to know how do you retrieve feedback

from the public? Because like the last report was the Stark report. There was no other report

made after that, right?

[01:05:39] Catarina: No, no, no, no, no, no. That wasn’t, at this m-, at this point,

moment, we... it’s a point that it’s in all our strategic plans every year. We were making 2020

and then... [sound of splash] and then 2021... [they couldn’t because of the pandemic] And

I don’t know if we will make this year because also it’s a year...

[01:06:01] Tiphaine: It’s an in-between yes...

[01:06:02] Catarina: Maybe 2023...

[01:06:05] Tiphaine: Okay...

[01:06:06] Catarina: In Maria Matos, I did some things that I didn’t make here until

now. I make some conversations with the audiences, because in the Maria Matos we made a

public study, a big one of all the enterprise as EGEAC, you know EGEAC?
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[01:06:33] Tiphaine: It rings a bell but...

[01:06:34] Catarina: I think it’s yeah, the bigger enterprise regarding cultural equip-

ments, like museu do fado, TVA, Teatro São Luiz, Castelo São Jorge... And we did like a

massive study and, part of the study was this kind of focus group. And I had the curiosity

of one of these focus groups, only one people came and I was speaking two hours with that

people, it wasn’t like statistic values. Yeah. But then I thought, ”okay, I can do this. I can

speak with the audience”.

Like you have two tickets, I can give my two tickets and I can buy coffee, and I tend to

do this with people that come a lot or people that didn’t... it’s like a young guy or young girl

and make a lot of questions regarding communications, only to take me out of my comfort

zone. Like, ”oh, I didn’t thought that in that way about that”, or it’s not statistics. It’s only

for me and to make um...

[01:07:52] Tiphaine: personal yes,

[01:07:53] Catarina: Yeah, my creative process, actually... in Portuguese, we have a

word, like inquietação [worriness], I don’t know. It’s like, when you are not... it’s not anxiety,

but it’s like a... I dunno like ...

[01:08:13] Tiphaine: Ah, inquiété okay, I think, okay, en français ça serait inquiété

[01:08:15] Catarina: you always, because in communication ...

[01:08:17] Tiphaine: it’s a bit self-doubting, it’s a bit...

[01:08:18] Catarina: Yeah, but not tragic. Um, it’s more like, in communication, I don’t

have any interest in doing the same things over and over again, of course, a big part of my

work is to make posters and all this kind of thing. But the thing that really, really appeals to

me is to think about the new microsite or the new sun magazine or these kinds of creative

projects that I do believe work well. And, yeah. I was speaking in my head in Portuguese,

so yeah. I think that’s it, but I was speaking also regarding?...

[01:09:06] Tiphaine: Errr, like retrieve feedback

[01:09:09] Catarina: ah yeah, the focus group taking coffees and what not, and also in

the Maria Matos we used to make this kind of communication inquires regarding how did,

”how did you decide to come here? Where did you see the information?” This is not also

statistical value because we interview like a hundred people, but it was some kind of data.
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At this moment, the majority of the data that I have comes from digital: Google analytics,

Facebook, Instagram, but I do know that our digital audience is bigger than the real one. So,

I do have some kind of data, but it’s not the same thing as it was like a public study or, yeah.

[01:10:01] Tiphaine: Okay. No, but that’s interesting. And taking coffee, so then you

can also get another perspective. No but it’s interesting, and it’s also part of those strategies

to, um, yes, creating interaction also. So yeah, I was thinking about, for example, Casa Forte,

so it’s part of one of your strategy to make the public interact also with the artist /performer. I

know also that in the participation department, there was also at some point –but I think they

stopped it–, something like an atelier, kind of, where like the public then had an opportunity

to talk with the artist.

[01:10:45] Catarina: Yeah, but I think that’s preview...

[01:10:47] Tiphaine: Yes they stopped it, unfortunately, maybe. I don’t know. Are you

building new strategies to seek this interaction, would you like to have more interaction?

[01:10:59] Catarina: I would like to have more interaction. I do believe that Casa Forte,

for instance, works in only one way as the sound magazine or, I believe that people can enter

the contents in different ways, but we are not interacting with audience. We spoke a lot of that

kind of content that promote that in that interaction, but for doing it, I have to do it once again

in a regular form, have to have this kind of project, for instance, feedback does that. But I

think that, you know, the projects from visual arts feedback. You have to see it on YouTube

or in the media. So the proposal of feedback, I think that it’s not fully exploited, but it’s at

the beginning. So they ask for instance, Isabel Lucas, she’s a journalist and a writer and they

asked her to come and see Gabriela Albergaria show and to pick one room or one piece and

to speak freely about it. Okay. So, this is not fully interacting with the audience because

you are choosing which... a thing that I think is interesting, is that you are trying to reach

outside the visual arts audiences and you go to an astrophysics and then an architect, and then

a journalist and then a musician. But you are still in some kind of comfort zone, because you

can make this directly with audience, right. We try to ... we thought about this regarding the

exhibitions and regarding the events, like, having the first reactions, because this is a thing

that you hear a lot, right? You are in the performance and then you come outside. And for

me, it’s quite amusing to hear what people are saying. Like ”oh it was shit. Oh no, it was
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amazing.” And for you to give this kind of a step, I need, I think it’s possible for us. I don’t

feel intimidated by it. But I cannot until now, encounter the format to do this because Casa

Forte it’s different, it’s in one side, this kind of, um... we are owning this connection with the

bank.

Like we are also this, we are in this space, this space has some sign of some sort of

curiosity. And then we are... it’s every time the same thing, like, ”this is who I am, what

I will do here”. Sorry, what else? How well do here. Also a memory that I have with this

space and also a question that can be a silly question. Like ”what did you dream last night?”

Or that is, the other interviewee, that suggests that question. And in here, I think that we are

making... you think that this is important because in contemporary art, normally you presume

that everyone knows who Mónica Calle is or Rimini Protokoll or, and for the... sorry, theyre

starting! [phone buzzing] For the majority of our audience, we don’t have, I don’t think that I

can say the majority of that was our potentially new audience, I think it’s a more of a general

audience than a specialized one. So I would like to be generous with that people and saying,

I am Monica Calle, I do this work for 30 years, but maybe you don’t know me. And, I bring

this and this to here. My memory with this space is this in that, it’s like a promotional format,

but our idea was to get people more intimate, closer. I don’t know how to say this better,

[01:15:41] Tiphaine: Yes it’s to be genuine as well, and not to be too on your high horse,

because it’s part of making the culture accessible, it’s saying that it’s accessible as well.

[01:15:51] Catarina: You have to be like simple, but not simplistic.

[01:15:54] Tiphaine: Yes.... kind of vulgarization of the... okay...

[01:15:59] Catarina: And also the same thing with the sound magazine it’s like, you

could wrap this or hear this in a radio, like it’s a reportagem or big interview or sound piece.

But it’s, in some sorts, trying to be more inclusive than normally what we are. I presume. I

don’t know.

[01:16:22] Tiphaine: All right. Um, then it’s the three last question. So I won’t take

long more, any more, um, changing subjects. I wanted to know if there are some regulations

and norms about the print communication, like in the Metro and everything, like if you have

specific norms or whatever.

[01:16:45] Catarina: Yeah. I think that regarding the graphic identity, they are more
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or less stabilized choices. We have, we are finishing a work of guidelines, video guidelines,

because we work with different directors and... the video edit thing, and it’s better to have

their identities stabilized and to pass the elements and people do that work freely regarding

printed materials. Yes. We also have that, like the sports and, for instance, we work in

2018, 19, all the letters were capitals, but at this moment we have a mix because regarding

accessibility wise, it’s easier. Or for instance, like the practice, like it’s winter time, all the

sky is gray. You..., It’s out. I would have to be crazy, but it can happen to put on the street

some kind of mupi, black and white, because it will disappear with all this kind of technical

things. Yeah.

[01:17:57] Tiphaine: Uh, interesting. But like, do you have it so on top you’ll have,

okay. We’re going to do X mupis per year. Okay. It’s part of the budget, of course.

[01:18:10] Catarina: It’s part of the budget and sometimes I decide to... for instance,

of course, theatre, dance, music, and visual arts the areas where we spend the most, and for

the areas we do like posters and, small posters and mupis, and sorts of different materials.

But for conferences, at this moment, we have some mupis inside, but we are thinking that in

the universities, as people tend to put the posters and the posters stay there a lot of time, have

some sort of lists, trimestral or we are making this kind of evaluation. So there are differences

between, uh, yep.

[01:18:58] Tiphaine: All right. Um, then I would like to talk about just the media,

because I know that you have partnerships with Portuguese media. So at which frequency

and for which type of events do you activate them?

[01:19:14] Catarina: We try to activate them for the majority of our program. Okay.

But for instance, I don’t have time to work somemedia partners specific for an event. Besides

like inside out, that is a bigger thing. We try. I tried when I arrived at Culturgest, I asked for

meetings with the Antena 3, Antena 2, RTP, seek a lot of media, the radio, TV, press, Público,

and I try to make this kind of deals with them that are from... I cannot even say that they’re

hired from season because since 2018 that they are partners with us for life. This is what I

try to make. And then on a symmetrical base, I send them the program and my suggestions

like, ”Antena 3, I really think that this is your face [NB: ”é mesmo a tua cara” is Portuguese

expression meaning ”it’s your style” but that translates literally to ”it’s your face”] and you’d
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like to...”, and they...

[01:20:15] Tiphaine: Oh so, you prepare the work for them.

[01:20:17] Catarina: Of course. And they approved the majority of the proposals. And

then, for instance, Antena 3 supports like the short Nobel [inaudible] Conference or the rights

of the artists, the conference that Liliana made, or they support Love from Alexander Zeldin

or they support the majority of the concerts of Pedro. Um, so, visual arts, it’s difficult in

radio, but when we had like the invisible exhibition, because it was about sound and also,

they will support Tony Conrad because Tony Conrad was on the early version of the Velvet

Underground, the primitive. So we try, it’s not only with the editorial work. We try to extend

this to all the things, even with the media partners. Also, for instance, with Público, the

newspaper, I have a deal with them and I wasn’t used to negotiate with a room where they

have interest in occupying our grand auditorium. And then I give them, more or less, two

times a year two grand auditoriums.

If it costs like 4,000 euros or more or less, I will have like more or less, 10,000 euros

in publicity, free of charge in Público. And I give them the audience two times. Of course, I

make this quite, it’s a quite special one, so I don’t use it a lot, because I don’t have budget to

pay for publicity and use the [inaudible] Presenter habits.

So then, with Antena 3, Antena 2 for instance, also national radio, I do these two things.

I work the commercial one as I do with Rádio Futura, Antena 3, where they produce and

promote with spots in radio, but also in Antena 2. It’s editorial, but it’s quite rare. I go there

and I sit with João Almeida –that’s the director of the radio–, and we schedule six months

of interviews. So everything is scheduled and he makes almost everything of Culturgest. So

that’s nice. So that’s it. I try to develop long-term relationships because I don’t have on a

daily basis, the capacity to do this work. Helena, that works with us, is starting to help me

with this. But, um, yeah, that’s it.

[01:22:52] Tiphaine: All right. And are you planning on doing new partnerships?

[01:22:58] Catarina: Yeah, of course. Yes. For instance, three things that are strategic

at this moment: public space, because it’s really, really expensive at this moment. We have

like monthly one or two mupis campaigns, like 30 to 40 to 50 sometimes, in the public space.

It’s okay, but it’s not amazing. And the only cost that we have is like the production
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of the mupis, the distribution is free and also, we, for some, very, very specific moments, we

work with MOP, that does the mupis in Metro.

[01:23:40] Tiphaine: Okay.

[01:23:40] Catarina: But that space is really expensive. It’s like for a campaign one

week, 3000 euros or something it’s like... and it’s culture, the price for culture, right. It’s not

a...

[01:23:50] Tiphaine: Oh because they have different..., okay.

[01:23:54] Catarina: This is really, really more expensive for...

[01:23:57] Tiphaine: Where can I to get this kind of information?

[01:23:59] Catarina: Maybe on their website, you can try to write them and ask for

the, tabela publicitária, the chart with all the things. But of course, in each one of these

compilations, then you can negotiate and you can say, ”okay, I will make five, what’s the

best price?” And you can make me blah, blah, blah. Yeah. But some... in... the problem

is we have, of course, small budget regarding our prestige. And because people tend to

compare Culturgest to Gulbenkian, and they have like much more, much, much more money,

or Serralves, or CCB. And when you say that you are a foundation of a bank, people tend

to expect that you have money. So, but it’s like, ”nooo”, so this sort of partnerships and

negotiation, it’s harder, you have the room and the spaces to give, to be part of this negotiation,

but it’s not quite obvious. Regarding future partnerships, also public space is a priority, and

also studies. There are a lot of enterprises that make public studies.

So, the IndieLisboa, DocLisboa, will work with them. So while I will try to work with

them also, but I wouldn’t, I don’t know if I have to make some sort of investment. Normally

there are some kinds of partnerships where I have to make some sort of investment to have

the return that I need, but I have to see that. Yeah.

[01:25:49] Tiphaine: All right. So yeah, you were talking about CCB Gulbenkian and

everything. That’s actually my last question. Um, what is your relationship with the other

cultural institutions in Lisbon?

[01:26:02] Catarina: We know almost each other. Yeah, really, really well. So it’s

quite... we have a lot of proximity.

[01:26:10] Tiphaine: There’s not a kind of competition in the end...
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[01:26:12] Catarina: I don’t feel that now, because... of course they are competition,

but it’s a healthy one. We work together. I worked with many of them in the past, in other

institutions. We have also an informal group that is called ”rehearsal room” where, and we

also have like an WhatsApp chat. And we talk a lot about, okay, ”this is a good contact for

translation. This is a good contact for...”

[01:26:44] Tiphaine: Oh so you give tips to each other, help each other out...

[01:26:47] Catarina: Yeah yeah yeah, for instance, ”does anyone will have a conference

on this day, please don’t make this.” So it’s quite a... some of them are my friends, so it’s

quite cool and relaxed. Yeah.

[01:27:04] Tiphaine: All right. Yeah, I think that’s everything. Thank you so much

again.

[01:27:12] Catarina: Obrigada

B.2 Mark Deputter
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[00:00:00] Tiphaine: So, thank you very much for accepting to do this interview. Um,

first I would like to talk about your arrival in Cultugest, um, because taking the role of artistic

director doesn’t happen from one day to the other. So can you describe me how was your

first year in Culturgest, and the challenges that you faced arriving here?

[00:00:24] Mark: The challenges... I think there were a couple of challenges. One

has to do with the fact that the first one is that Culturgest has a lot of different programming

areas. And I come from theatre and dance, this is my experience, I’ve been doing all my life.

144



So having to work with new areas like cinema, or visual arts especially, was something that

needed some of that. The attention from my... for myself and learning process also, which

is quite nice, to be able to learn new things, even when you have already a long career. So,

that was one thing. And especially also trying to bring a group of programmers together

because they are... we are different programmers working on each of the areas and to bring

them together in a kind of shared view of what Culturgest could be, was an important issue

certainly for the first year to build that. Of course, there are the simple things, like Culturgest

exists for 25 years. And I come in as an outsider. So you have this kind of how to work with

the team how to get to know everybody, but that’s pretty standard, I should say. And it’s also

not the first time that this happens to me, so...

[00:02:13] Tiphaine: Because you also brought a part of your team fromMaria Matos?

[00:02:17] Mark: No...

[00:02:17] Tiphaine: What, how did it happen then with Catarina Medina?

[00:02:21] Mark: When, shortly after I came here the person who was responsible for

communication decided to leave. Two persons in fact, decided to leave, so we did an open

call and Catarina was one of the persons who participated, who applied.

And she was clearly the person with most experience. Of course, I already worked with

her. So she was hired on that basis in an open call. For Liliana it was different, and Pedro...

with them I had already worked as programmers in the programming team. So in fact, those

two came with me from Maria Matos.

[00:03:16] Tiphaine: Okay. So it was not a complete unknown territory,

[00:03:19] Mark: No, but yeah, the other 20, 35 people who are working here, I didn’t

know.

[00:03:26] Tiphaine: Sure.

[00:03:27] Mark: And the whole structure of functioning of Culturgest and the habits

of the house.

[00:03:32] Tiphaine: Exactly, because it’s also an old house. So like they have some

kind of habits installed and everything, and even in the program, like there are some names

that are kind of recurrent, etc.

[00:03:45] Mark: And also another thing, the last two other things. One is that Cul-
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turgest just has more stakeholders than for instance, because we are a foundation that is linked

to Caixa Geral de Depósitos, so we have that stakeholder in the house and they have an im-

portant role in Culturgest, but it’s also a space that receives a lot of other initiatives, like

conferences and so on to bring that together, you have five programmers plus renting to out-

side services, plus Caixa Geral de Depósitos who also need to use the space. It’s a complex

puzzle to bring everything together. And finally a big concern, the first year certainly was

that Culturgest was financially not in a good state. There were big financial problems. In

fact, the two years before I came here, there was a yearly deficit of 600,000 euros, which was

absolutely impossible to sustain. It was absolutely unsustainable for the foundation. So we

really needed to get that right.

[00:05:05] Tiphaine: So what were your first steps and first decisions to put the com-

pany afloat? Again, the foundation...

[00:05:13] Mark: In financial terms, the very first thing we try to do - it’s a complex

issue -, was simply fight during the crisis. When Troika was here, there was a vote of the

law, which said that all the cultural institutions linked to the government had to reduce their

subsidies by 40%. And then there was an extra reduction of another 10%. So that was also

done at Culturgest, which created lots of difficulties, but that’s like 10 years ago or a bit more.

And then, when we came, the law had changed, but here at Culturgest, they had not adapted

yet to that law, to the changes, so they could raise the subsidy again, but it hadn’t happened

yet. So we had to ask for the government to allow that to happen for Culturgest also, because

the law had changed, and they named all the official, cultural institutions, that were exempt

from the extra cut of 10%. But what happened was that Culturgest was not mentioned in that

list because it’s not officially a government institution because it depends from Caixa Geral

de Depósitos. So the cut was done by Caixa Geral de Depósitos following the decision of

the government and when the government decided to end the cuts, especially the extra one,

Caixa Geral de Depósitos didn’t follow that one because they were not mentioned.

[00:07:03] Tiphaine: Ok, legally like the names, a whole maze...

[00:07:08] Mark: It was, so we had to go to parliament to speak to the responsible for

culture in the parliament and in the different political parties to explain that Culturgest should

also be exempted. So that was a big job in the first month, we spent quite a lot of time on it,
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but we managed to make that happen. And then there is another part that we had to...

[00:07:33] Tiphaine: The communication?

[00:07:33]Mark: We had to have also... we had to think of ways to create extra finance.

So we did not have any habits in finding extra financing, or very little. Sometimes there was

some support from the French embassy or some small supports, but we really needed to

raise...

[00:08:00] Tiphaine: such as ACT72?

[00:08:02] Mark: ...the income a lot. Therefore, the European projects were important

as a first step, and also some other deals. For instance, with Fidelidade: individual arts and in

the kind of sponsorship in the visual arts and in the conferences. Those were the main sources

of income that we managed in that first year, which were very important for Culturgest. And

then at the same time, it’s trying to continue that the previous direction had done a big job in

trying to reduce the costs. So there was already a lot of that done, but we had to continue that

also, because it was absolutely necessary to bring, to get again, to break even in the accounts

at the end of the year. And then maybe also another important point was the communication.

[00:09:06] Tiphaine: Okay. We’re going to talk more about that actually. But first I

would like to know, how is your relationship with the other cultural institutions in Lisbon?

[00:09:19] Mark: Kind of good

[00:09:19] Tiphaine: But like, how does it flow between you?

[00:09:25] Mark: We have no formal... No, there is no formal organ in between, meet

regularly or something. So it’s on a more informal base. But I have very good relationships

with CCB, Gulbenkian, The National Theatre, TBA [Teatro do Bairro Alto]... I saw that one

of the questions was if I would, let’s say, suggest artists to go there. And without a problem,

I’ve already done it more than once.

[00:10:04] Tiphaine: Okay, so you help each other.

[00:10:07] Mark: Yes, very much, very much. I don’t even see it as that. Of course, we

all want audience, and we all want to have a program that attracts audiences because I think

it’s good for everybody.

72. https://artclimatetransition.eu/partner/culturgest/
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[00:10:23] Tiphaine: They’re not exclusive, yes...

[00:10:25]Mark: No, we all understand that if the different cultural centres are working

well, I think we all win with it. Because it creates audience, new audiences, and if they

start at CCB, then maybe one time, one day they will pass at Culturgest also, and then it’s

also true that in Lisbon, we all have our own, and I think it’s very healthy that there are

different institutions with different profiles, different type of programming, although there

are, of course, overlaps, and that’s inevitable. But that’s also okay, they all pretty much have

their own profiles. So we don’t really step on each other’s foot or something. As I said,

maybe there are things that overlap, but even then, for instance, in theatre, it happens more

or less regularly that some theatre companies, especially Portuguese theatre companies, may

present one piece at one theatre, and another piece at another theatre. But even that’s okay

because it’s difficult for a theatre to co-produce twice a year the same company, or every

year the same company. So it’s better that even with the companies that produce new work

in Lisbon, and that needs support of half of the institutions, that they go with one piece to

one institution. And then with another piece to another institution. Also, depending on the

profile and also on the space in itself.

[00:12:07] Tiphaine: All right.

[00:12:08] Mark: The space in terms of architecture.

[00:12:11] Tiphaine: It’s a question also, we’re going to come to there and talking about

Culturgest and its architecture, but first I would like to dive a bit more in the rebranding

process of Culturgest. So we’re talking about the whole communication, how it evolved and

everything. How did it happen, what were your main focus and objectives doing that? Where

were the problems, and how did this whole process go?

[00:12:41] Mark: Okay. One objective was to make clear that… So, where I wanted

to bring Culturgest is for the profile of Culturgest to be a house that is definitely interested in

contemporary arts. So that’s something that we need, is that comes from the past and contem-

porary arts, also multidisciplinary, with different art forms in the house and international, but

I especially wanted to put some stress on the idea that we wanted to be a house for contem-

porary arts, but for a wide audience. So that we did. That we see Culturgest as a place where

we can bring contemporary creation, not to a very specific audience that likes experimenta-
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tion, but for a wider audience, but that still is interested in contemporary creation. So not old

music, not classical theater but the creations of nowadays. So this kind of mainstreaming, so

that’s a bit... the central word is what we would like to mainstream a number of proposals,

artists, ways of working, types of work that normally are not so well-known yet, but that

we want to bring to a wider audience. That’s our basic effort that’s been in recent years in

terms of communication, because it also has influence in programming and because it starts

in fact with the program and then the communication has to kind of pass on that image, that

objective and that wish to the audience, audiences.

So we were looking in the first place to strengthening the communication because when

I came here, the budget for communication had been reduced drastically in... because there

was a need to reduce costs. And like, it’s an understandable choice, the previous management

had decided that they would keep the money for the programming as much as possible and

cut in communication, because that was considered as important, but if we wanted to get

to a wider audience, we really needed to invest again in communication. Also because we

decided that, in terms of theatres, to program only in the big auditorium, whereas before the

big part of the program wasn’t a big auditorium between the ... with the seating on stage. So

in a much smaller... So we needed large audiences. That was our objective to get again to

large audiences. Um... and therefore we designed... we started to look for a design that would

be at the same time contemporary in design-wise, in flavour, but at the same time attractive

for a wider audience.

So that’s where the idea came in, to... two elements were central: to use photographs

a lot. No, it’s not two, in fact it’s three... To use images a lot. So, base our design on

photo, photographs of the works and the artists that we present, um, and Catarina is always

investing in it. Even if the artists dont have good photographs, she sends a photographer

to make good photographs. The second was that, we wanted to be, um, how do you say...

colourful, attractive, open. Um, so that’s why all these coloured things come in, this choice

for colour. So images, colour, and the third, a very important thing was our choice to work

strongly on the digital communication.

[00:17:23] Tiphaine: To dust off a bit, because the past website was a bit, it was very

impractical and...
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[00:17:28] Mark: it was very impractical. It was an old website from the beginning of

web design. So it already had like 15 years or something. It didn’t make sense, to keep it

because it didn’t work. For instance, for ... you couldnt put, put on videos or with lots of

difficulties. And little uh... so we decided to make a new website to make it more agile and

more, um, more...

[00:18:01] Tiphaine: User friendly...

[00:18:02] Mark: yes, in all senses. And to be able to put on lots of information and

videos on streaming on podcasts and so on. So that was also a big element in the effort to

open up communication. Especially as you know, that younger generations they have, they

don’t look in the newspaper anymore. They don’t look at television anymore. They don’t

take up programs, they pick up their phone and they look what’s happening. So the previous

website wasn’t even at that point because it didn’t exist at the time. So we had to do that

again, see from scratch. That was an important...

[00:18:46] Tiphaine: but this process went quite fast, actually!

[00:18:48] Mark: It went very fast. That was also one reason to choose Catarina be-

cause she had already done the same for Maria Matos. When she came, I already had chosen

the graphic designer, because yeah, it was one of the priorities. So it’s something I started to

work on from day one, started to see... so we opened a small call for various graphic design-

ers to propose, and then we had six or seven proposals, and then we chose one. I didn’t do it

alone, I did together with the programmers, but Catarina wasn’t here yet at the time. So, we

were still with the previous team of communication and it went very quickly. Okay.

[00:19:38] Tiphaine: All right. Um, also you said in past interviews that Culturgest is a

multidisciplinary and not interdisciplinary. So I would like to dive a bit more in the definition

of those terms. And if you could explain tome, um, how this line of thought actually translates

to your work in Culturgest’s identity and how you try to provide it to the public and to show

the connections between all those fields.

[00:20:10]Mark: Yes, so, um, this multidisciplinarity has to do with the fact that I think

it’s important to have respect for the specificities of each art form.

[00:20:23] Tiphaine: Okay.

[00:20:24] Mark: So we are clearly a house that gives its full attention to different art
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forms and each one has his own rhythm of programming, his own inner logic of organizing.

As you know, we do meet often with the programmers to discuss, to see where we want to go.

So that it’s clear that each area has its own functioning as its own reasons to do things. And

starting from that, of course, we don’t want them to live completely one side next to the other.

So we are looking, we are always looking for... resonances between the different art forms

or moments where they can really be links directly between music and visual arts or between

a conference and a theatre performance, or between theatre, performance and exhibition. So

that happens on a...

[00:21:29] Tiphaine: Echoing a bit...

[00:21:30] Mark: Let’s say, yes, in a kind of punctual basis. So it’s not, we try to

look for these echoes and these links, but we are not trying to make one program where the

different art forms necessarily work together all the time. So they have their own unique,

their own identity within the identity of the house. The thing for instance, that we have in

common, that is, that also has to do with looking for wider audiences, or to... for this idea of

mainstreaming, is that we are not working with very young or inexperienced contemporary

artists. So we are in the different art forms in music, in visual arts, in theatre and dance and

so on, we are not looking for, let’s say artists that left school two years ago. It’s not that I find

it unimportant, on the contrary, I’ve worked my... almost all my career with young artists

and with experimental works, but I think this is not the house to do it. So, and I still see a

lot of shows of more experimental or more... of less experienced artists because I like to see

what’s going on and I like to, to see their works, but it’s not something that I think should

be done at Culturgest, exactly because of the profile we are making for the house, because

when at a given point... you also wrote it. This SPARK report said that sometimes some

things were really very much niche. That’s something that we want to avoid. There are other

places in the city where this can be done, that have a clear option for this type of work. So

here we work more with artists that are clearly contemporary, but that are more experienced,

that are maybe mid-career and not in the beginning of their career. Of course we are also not

going for the... for the most established ones. We are also creating a space for people that

are starting to be more experienced, that are starting to be... um, that’s exactly the place that

we are looking for. So how can we give a space for artists that we think are at a level in their
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career or level in their development as an artist to be seen by wide audiences. In fact, that’s

a bit the idea. And that you see happening in all areas, in the visual arts you have... so there

are lots of artists that have their first global exhibition at Culturgest.

[00:24:29] Tiphaine: Okay.

[00:24:30] Mark: So that we’re the first to do kind of an ontology of their work, or...

that was the case with João Onofre but also with, um, agora with Marco Martins...

[00:24:41] Tiphaine: And Gicquel

[00:24:43] Mark: yes, with [Michael] Biberstein... So especially on a national level,

we, Culturgest is... that’s our idea. Culturgest is the place where these people have their

first big exhibition, and big visibility. In the performing arts, for instance, what I tried to do

is give Portuguese artists the possibility to work for the big stage. They have a big stage,

you have 600 seats in the audience. So what we tried to do is that what happened in fact,

in the, in the performing arts, is that after the crisis, the financial crisis, almost all artists, by

necessity, started to make small works, with three persons or four persons on stage without

a set scenario, very simple small works. Because there was no money to do anything bigger,

and it still is difficult. But what I tried to do at Culturgest is to give the people more means

to start again, to give people the possibility to make bigger works again with many people

on stage or big set or where... because I think it’s important that our artists who have more

experience can also try to work for a bigger stage and for wider audiences, without losing

their own characteristics and their own ideas about their work, but just to try another scale of

work. And that’s been important for people like Marlene [Monteiro] Freitas or Tónan Quito,

or... so there are a lot of people... or Tânia Carvalho... that for which I think it was important

to have a big stage to present their work.

[00:26:34] Tiphaine: How did it happen in those cases? Do you collaborate or they

arrive with their ideas? How does it happen?

[00:26:42] Mark: It goes in two directions. So, sometimes, there have been people that

I’ve called, and I said, ”I would like to talk to you because I think you should make something

for us on this stage.” In the beginning, people were more surprised of course, because it was

a bit... ”Wow, oof, in this big theatre?”. Especially also because in the past, they used to love

to work a lot with us, with the rig sitting on stage so, with smaller audiences.
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[00:27:10] Tiphaine: Which is a shame to not benefit from the...

[00:27:13] Mark: I think so, because it’s a good auditorium. So I thought it was a

shame to... [inaudible] a shame not to use it, to make it a small auditorium, to turn it into a

black box, especially because there are different small spaces in Lisbon. Of course, this has

a lot to do with the history because Culturgest was one of the first contemporary art centre

in the city. It probably was the first that was really focused on contemporary art. And at the

time it seemed logical that Culturgest would do the whole: small, small scale and medium

and big scale, because there was no other place where they could go, the artists. And there

are a lot of young, interesting artists in Lisbon, especially in contemporary dance.

So it was important also that there would be a smaller space. So they created it on

stage, but so, many years later it doesn’t make sense anymore because there are different

small spaces. Teatro de Bairro Alto has a perfect space for this kind of work, but also São

Luiz has a small auditorium, National Theater has a small auditorium. So, there are other

space and then there is Gaivotas and there is the space of Alkantara. So, I didn’t think it

wasn’t necessary that Culturgest should keep on doing that. So we focused on the other part

of the spectrum.

[00:28:41] Tiphaine: It’s interesting because the architecture is stated as both an ad-

vantage and disadvantage, and I guess the advantage being this huge, beautiful auditorium

with an amazing acoustic, and at the same time, it is stated also that the building in itself is,

with this brutalist architecture, a bunker, basically. I wanted to know your opinion about this,

about the whole architecture, and how did you play with that? How do you accommodate

with it? I know that the cafeteria also is gonna appear soon, which will change lots of things

as well. And also the location.

[00:29:24] Mark: Yes, the architecture is really very important, if you can feel it imme-

diately directly when you come here, it’s an extremely strong element in the whole thing that

you can think of Culturgest. So it had a big impact on everything we chose for Culturgest,

in terms of objectives and where we wanted to go. So especially the main entrance, the big

auditorium and so on. Because also in music we follow the same line. So what we tried to do

the with the cafeteria in fact was also a choice from the very beginning, it’s only been very

difficult to make it happen. So we had plans before.
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[00:30:15] Tiphaine: But there was a situation with the Caixa that they took the space

at the entrance, et cetera.

[00:30:21] Mark: We had complete plans designed by architects and everything, with

where the cafeteria used to be there is now the agency. And when it was presented at the

direction of the Caixa, all of the bank, who rents the building, of course, so they... I think

they kind of saw the possibilities of the space and put our project aside and decided to make

an agency there. Um, because it was close, they didn’t accept our proposal. And like a couple

of months later they said, this is what we’re going to do. Yeah, I kind of made the cross-over.

[00:31:09] Tiphaine: Is it complicated this relationship with the bank sometimes? How

much do they control?

[00:31:18] Mark: Yes, they control a lot. Everything that has to do with infrastructure

and the building. So there is really a... It’s always negotiating with them, the security also, the

use of the space, they also now and then want to use our auditoriums. They often decided very

late, and then we have to find a way to kind of put the things in there. But for the rest, I think

it’s a good relationship so that they don’t, there is no interference with the programming. So

that’s important. There are some expectations clearly, concerning audiences, concerning the

financial management of the foundation because it’s them who pay. So they also wanted...

the accounts are well done. But for the rest of the relationship, it’s okay, so it’s functioning

well, but sometimes you have these things that are setbacks, that are a bit, um... now we are

also trying, I’m also... so the cafeteria, finally I think, is going to happen, so that’s taken me

four years and a half to get there, but now It’s going to happen, I guess. And, um, it failed

two times because we already had another candidate, who also, at the last minute drew back

and they didn’t want to go on with it. So now is the third option, we’ll see, but it’s very good.

I am happy with the choice. Maybe it’s the best of the three. So there are bad things that

do come to good. Um, but that’s important because I think in the building, it is important to

create a more, a human…

[00:33:16] Tiphaine: To make it lively, yes, human connexion, that people will actually

hang out there and enjoy their time. I mean, Gulbenkian used their garden in that sense.

People go in the garden because the garden is beautiful.

[00:33:27] Mark: Yes. Gulbenkian has this fantastic advantage because they have this,
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the old building is conceived also to create a direct relationship with the gardens. There are

lots of views, lots of glass. There are restaurants that give direct access to the... so it’s an

amazing building in that sense. This building was constructed with the opposite mindset.

It’s a bank. So it was completely constructed as a caixa forte [a safe], as we want to keep

everything inside and the people outside, that’s the idea of this building.

So we at Culturgest need to fight. And there are small things like having these banners

outside. So when we came here, there was never, there was nothing, there’s no...

[00:34:11] Tiphaine: There was no Mupis?

[00:34:12] Mark: No, there was one, one simple, which only had the names of the

exhibitions. So we tried to make that a bit more flamboyant, a bit more, yes. And then there

is this cafeteria. We also did some experiences with the, um, open, uh, the house, the cafe,

the bars up there for drinks after, before and after the show. But that didn’t really work very

well. So people wouldn’t stay after the show. They’d rather go outdoors and stay at the bar,

standing up, than stay in the foyer. It only works if you offer drinks, if you offer a glass of

wine after, after a premiere or something. So that we also do, we haven’t done in the last

two years because of COVID, because of the pandemic, but we used to do before. So it was

also an investment that I decided I wanted to do for, let’s say, more special occasions, as a

premiere, we would offer a drink afterwards to maintain people here and to create a bit more

atmosphere. And then these ideas about programming outdoors, which was also not really

done at Culturgest, or the day of the student, as well inside out. These are also ways of turning

us a bit more, um... Yeah, it’s a bit more enjoyable, a bit more open, easy access. So these

are... we still have a lot to do.

We’ve also worked on creating access to different audience, minority audiences. Like

Mostra Ampla is an example. But we’ve also done a lot of, quite a few programs that have to

do with the black population in Lisbon about colonial decolonial themes and so on. So, in the

last four years, there’s been quite a bit of interest in that also in theatre and in the conferences

and the visual arts also. It’s also a way to open to new audiences that never, would never come

here. And also a way to create links with issues that are being debated in society. Nowadays,

it’s also a way of trying to open up to the world. But it’s a very difficult building. Yes. It’s

something we really need to continuously work on, but I hope, and I think the cafeteria will
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be a big, big help.

I’m also working on getting the library hereat the front, also in the meio laranja [NB

the ”half moon” representing the entrance of Culturgest], but it’s also a difficult one also in

security and...

[00:37:11] Tiphaine: And like, for example, the gardens, can you use them more? Be-

cause I know that sometimes there are concerts and that on dia estudante there was a concert.

[00:37:20] Mark: Yeah. The garden has a difficulty that it is not directly linked to the

rest of the building. It’s completely next to the building, but there is no access from there.

There is a technical access that goes directly to the stage, and to the technical areas. So It’s

not really very easy to use that, you can use it but it’s very controlled, always. So you need

to... it’s not something you can keep open for the people to pass from one space to the other.

[00:37:51] Tiphaine: And it’s like the roof as well. I tried to visit it. I wasn’t able,

but, yeah, there was only one occasion when you use the roof, right. With Vera Mantero and

like...

[00:38:02] Mark: With Vera Mantero, that’s already many years ago before I was here.

And the roof has the problem that you cannot... It is a small staircase that goes up. So you

can only go up with the very small groups. I’m not sure, certainly not more than 10 people

at the time, also for security reasons. And there is up there. There’s not really a railing.

[00:38:30] Tiphaine: Okay. So safety is also...

[00:38:32] Mark: Safety is also a big problem.

[00:38:33] Tiphaine: Okay. Yeah, that’s a shame to not be able to use the ... I’m sure

it’s amazing there...

[00:38:39] Mark: It’s really a shame, because nobody uses it in the building. It’s there

and it has no access by nobody. You could do something but with a bigger investment, so

you would really need to create all the security things, better entrance, but it’s not easy.

[00:38:56] Tiphaine: So we’re talking about making the programming more accessi-

ble, making the house more accessible. So how do you manage to do it on a day-to-day

basis? What are your actions to make it more accessible, to make it broader, to get a broader

audience? Apart from the programming side, of course.

[00:39:23] Mark: Yes, in a day-to-day basis. I think it’s everything that I already said
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is in this fact, the whole program is based on that idea too...

[00:39:42] Tiphaine: Then all the communication strategies to appeal to...

[00:39:46] Mark: Yes so, I don’t think I have anything specific to add to that. We still

have cheap prices, also accessible prices...

[00:39:57] Tiphaine: Because Catarina told me about the difficulties like phoning, call-

ing people was also really important to get to those audiences, publics that are not maybe very

used to go to this kind of cultural institutions and also to show them that it’s possible, and

that it is enjoyable actually.

[00:40:16] Mark: Yes, there are some initiatives in which we have been able to do

that to really like, um... especially when they have to do with specific target groups in the

audience groups, you can really invest in that.

To get, um, [inaudible] with different, with specific, with very low prices or with them,

that you can really call different associations or groups and say, ”ah we are having this per-

formance it would be nice. You have this special occasion where you could come” and, and

that’s a good way to get the extra audience inside the building.

[00:40:52] Tiphaine: And for you what is...

[00:40:53] Mark: Ideally, we would have somebody here fixed in the team who could

do this kind of mediation of our program, with specific audience groups working with differ-

ent audiences, but it’s something that we cannot do for the time being, in terms of, in fact, in

terms of finances.

[00:41:17] Tiphaine: Okay. Um, for you, what is then the responsibility of cultural

institutions on this topic and, uh, also in your eyes, what are like the opportunities that it

brings, but also the difficulties, the challenges of trying to access this broad public and to get

to those specific target audiences and et cetera, because it’s not easy, right?

[00:41:44] Mark: Oh, no, it’s really not easy. I think there is something maybe that

I, that we try to do also in the programming. Very concretely, is that, it would be easy to

have large audiences and big audiences if we had another program. So one option would be,

technically, theoretically, is to program for big audiences, but then youwould have to program

with people already known. So the big challenge is not to have big audiences because you

know that if you program A, B or C, that the audience would be full. It’s... you can do it on
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your desk. It’s very easy, but that’s objective because we want to do a contemporary program,

with proposal, with artistic work that is relevant in the contemporary arts. And we want to

create, to find the right audience for that and a big audience for that. So in, in order to do that,

You have to do everything that I already said. I think it’s important to have a clear profile, so

people know what they’re coming for. You have to maybe not go too much into a niche and

to do too experimental things if you want to reach broader audiences, maybe not have too

young people who may fail. And I think it’s perfectly fine that people fail. I make works that

don’t work, or theatre performances or whatever are concepts that are not very interesting

because they need to fail in that part of their, of their career.

It’s important to try things and to fail and then try again. But that’s not something that

we can do here. If you have another team of 600 people and you want to create some kind

of security within the audience, that it will be fine. It will be a good night. It will be a good

performance. Um, even if you don’t like, get it necessarily, at least it will be interesting or

something that you can... so we have to really build some kind of trust in what we do, because

we are not showing what people already know. If you’re coming to something that you don’t

know yet, you need to feel that there is some, uh... yeah, you really need to have some base

of security, I think, in the program of the house.

[00:44:19] Tiphaine: Trust...

[00:44:20] Mark: So that you can trust to go there and say ”okay, I don’t know the

name but if it’s in Culturgest and the text seems interesting, it will be worthwhile, I can go

and see it.” Anything that has to do with before you spend your money, but also before you

spend your evening to go with somebody, to the theatre, because nowadays, the options are

so many to do other things that people... of course they want to have a good experience, fair

enough. So another way to do that is, within our program, to put sometimes some names

which are really famous and that people really know. If you do Anne Teresa de Keersmaeker

- Goldberg Variations, you know, it’s checked, and I know it will be full beforehand. So

maybe Anne Teresa de Keersmaeker is not the first objective of our theatre program, but it

helps me to...

[00:45:16] Tiphaine: but it’s important to have those uh...

[00:45:17] Mark: It helps me to create kind of, uh, the image of trust. Some people,
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”uh, no, ah, uh, but they do this and I know this is good. This is really very good. And

that’s Culturgest, so probably the other things will also be okay”. If you have some points

in which people can recognize the choices of the theatre and they can see, ”ah, okay, this

is what Culturgest does...” Even without coming here so that they can see, ah, okay, this is

Culturgest... Oh Anne Teresa de Keersmaeker, Boris Charmatz, wow...”

[00:45:45] Tiphaine: That was also one of your change, right? In the, how you approach

the programming to have maybe fewer spectacles, shows, but having those big, and that will

fill the space and also make, just use of the, this amazing scene.

[00:46:00] Mark: Yeah. Because they also have a bigger multiplication effect. If you

have a good night for 600 people, it grades, um, obviously, it creates more... um, more

multiplication than a good night with a hundred people. So that’s also part of the, of the logic.

But I think it’s important in the program to have some points of trust that people can relate

to immediately, even without coming here. And that’s because it helps us create our profile

also. The artists that will invite us, because our profile only exists, in fact, through the artists

that we invite. So, because in itself, Culturgest is nothing of course. We are just our program.

So, I feel it’s important. Then you have Tony Conrad, the exhibitions of people known, ”ah

Tony Conrad is like a big name of the contemporary arts, the history of contemporary arts.

Okay, so...” And then you can also do Mattia Denisse that nobody knows, well, except a

small group of people, people that know about visual arts, but people who say, ”oh, ah, I’m

curious to see that, that exhibition at Culturgest because...”

[00:47:18] Tiphaine: All right. And what would be then your main objectives and goals

for the upcoming years?

[00:47:26] Mark: Main objectives. The first objective is this one with the audience

I think. To continue to grow. And I really want to grow, expand exponentially in terms of

audience for what we do. I think there is really place for that in Lisbon, so we’ve had contem-

porary programming for 20, 30 years now, on a regular basis, not at, not only at Culturgest

but in different spaces in the city, but still the audience is relatively limited. So there is still a

lot to do, and it has to do, of course, also with the evolution of the population, the older people

did not have any relationship with that, but the younger generations have a lot of access and

they find it normal and they grow into it.
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So we need to keep on growing together with, with the growing potential audience

group and not stay with the same. I think there is a lot of space to grow for houses like

Culturgest. And I really want to go for that. And that is an important objective. Another

important objective of course is to continue to be an important place for Portuguese artists

to show their work and to make their work. So I think these are, those are the two legs of...

that’s why Culturgest is also a space that is proactive. So we are not waiting for things to

happen. We are inviting artists, we are going towards them, we are challenging them to do

something here, be it an exhibition or a new concert, or launch a new CD or make a piece for

the big space that they’ve never done before, or that only a few times.

So I think this kind of proactive place for acting a situation in the whole art sector in

Portugal is important. And then maybe also we want to continue to be a place –and grow

in that sense also– where the international arts are present. Because it’s also something that

used to be strong really in Lisbon in the nineties, the international programming and then

after the crisis. So in the nineties, beginning of 2000, and then in 2007, it dropped like, uff,

tremendously because of money questions.

[00:50:13] Tiphaine: Okay...

[00:50:15] Mark: so suddenly there was much, much less international work being

shown in Lisbon. Culturgest always continued, so they never stopped, but also had to reduce

a lot. And that’s something that I feel also, that I really want to defend. It’s really important,

I think, for our audiences, but also for our artistic universe, for artists to see what is being

made in other countries, invite other artists, so that their whole horizon remains broad.

[00:50:49] Tiphaine: Especially in our times, we’re connected, et cetera. We talk about

this global village. Um, okay. Then I’ll have two last questions. Um, if you don’t mind. Let’s

try to go fast. About the consequences of COVID and if it brought any positive into, in your

perception in your work, because we are always seeing it as a very negative thing, but maybe

it changed your approach on addressing some things. Um...

[00:51:22] Mark: I think, um... I have to say that mainly for work, it was mainly a

negative experience because having to close the theatre and the galleries is of course the

worst that can happen to us because that’s the work, but we managed to do one, I think,

important thing, thanks to COVID, it is the whole digital offer that we have. So we created
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this new area on our website, you know, this media. So I think that was a big plus and it’s

something... especially because we chose, we opted to tackle the problem in a structural way

and not just launch some things temporarily, or do some things on the internet because the

theatre was closed. That would have been a short time solution, and we also did that, of

course. We had some time in, which was a lot of things on offer on the digital, but the more

important than that was this idea to create this part of the media in our website. And in fact,

it was an idea that we had from the beginning, but it hadn’t been realized yet.

Okay. So from the very first time we had the idea, when we created a website, that

one day we wanted to have this kind of media with videos and excerpts of the performances

and talks and conferences and photographs and the whole thing. And in fact, COVID made

it possible or made it necessary to do this step. So we did that. And since then, it’s been

an important way of showing the work to a much, much larger audience. So because we

have like 70, 80,000 people online, which is, which is more than double that we had, that

we had in the theatre last year. Last year, we had little, but in 2019, which was the best year

audience-wise, we had like 85,000 people in the theatre. And now we have 85,000 online

already after two years. So it’s something that also has an enormous ... but yeah it’s logical,

of course your audience is not only from Lisbon. It’s all over the place. We have things that

have thousands of people from Brazil.

[00:53:56] Tiphaine: Oh wow okay, unexpected...

[00:53:59] Mark: Yeah. Suddenly it’s like... because of the Portuguese language sud-

denly... And it, yeah, you never know. It grows like that. Something is known and then it

goes into a kind of a... to the Facebook of somebody and then it spreads out. Then it’s like...

[00:54:16] Tiphaine: Alright

[00:54:17] Mark: but some of the conferences had like thousands of people watching

it, mostly in Brazil, much more than here. And also the thing is that they stay on for forever.

So these are things that we have on offer. And that will remain on our offer for years to come.

And then people still can access and it’s only growth. And what is nice, in our case, is that it

grows to the future, but it also grows to the past because there’s a lot of material here from

the past 25 years that we are slowly mining and putting also online. Things that are from the

nineties, or the eighties...
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[00:54:57] Tiphaine: From the archives?

[00:54:58] Mark: Yes. So we can go in both directions.

[00:55:02] Tiphaine: Last question, very quickly. Do you envision, because we were

talking about Culturgest having a contemporary programming, how do you actually envision

the definition of contemporary art? Is it for you a temporal definition or a genre on its own?

[00:55:23] Mark: I don’t know. I think it’s more a temporary. It’s difficult to defend

that it’s a genre because it draws so many... it’s so diverse. I don’t really have a good response

to that. I don’t know. I think we will need the certain distance to see if there is in all this

diversity, because, it grew in various directions. When I started working in Belgium, this

international thing, it was just at the beginning. So we were already in... we found it already

incredible for performance to go to Amsterdam from Brussels, or to Paris without like, ”Ooh.

Wow”. It would be new in the newspaper for like ”a company goes to Paris”. So it would be

big news. Nowadays, so it grew so fast, it’s so multinational. So it’s difficult to see that as a

unity in terms of genre, also because the evolutions are different also in different parts of the

world. So, what is contemporary in Nigeria probably may not be contemporary in Germany

or in China. There are so many different things going on in different places and logics that

are more, more local. And even if they have their links to international things, I don’t know.

But I think later on, the people...

[00:57:11] Tiphaine: Oncewe have the... Stepping back is necessary... Some distance...

[00:57:15] Mark: Yes, with some distance we will be able to see bigger lines and to

see, but I doubt it that, that contemporary art will be continued to see as one kind of genre. I

dunno.

[00:57:28] Tiphaine: Well, thank you very much. And I’m sorry to hold you a bit late.

B.3 Paula Tavares Santos

Written interview, received on the 25th of March 2022

Interviewer: — Tiphaine Duchâteau

Interviewee: — Paula Tavares Santos
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Tiphaine: Since when are you working at Culturgest? What is your background?

Paula: Since February, 1995.

As to academia and general skills, I have a [pre-Bologna] licentiate degree in Psychol-

ogy – the equivalent to the newMaster’s Degree –, and a Training of Trainers Course. During

university years I gave private lessons of Math and English.

As far as work experience, I began by coordinating artists’ on-site logistics, meals

and press access at rock and classic concerts; I worked at Lisboa 94 – European Capital of

Europe, 1994, and I joined Culturgest as a Performing Arts Department production assistant,

in February 1995. As of 2000 I was moved to the Exhibition’s Department and assigned

the exhibitions’ coordination, a shared responsibility with another colleague who supervised

construction, set up and transport of the artworks on display.

In 2018, in commemoration of Culturgest 25th anniversary, I was asked to put together

an exhibition archive, compiling, classifying and organizing the data and materials produced

for each exhibition presented at Lisbon and Porto since the very beginning. It was also sug-

gested that I might offer support to the Communication department by translating and/or

reviewing website contents.

Tiphaine: What are your daily tasks as working with the archives?

Paula: As of October 2018, having brought the exhibition archive up to date, I decided

to propose that this opportunity should be ceased in order to expand the original project and

create a physical and digital archive of the entire Culturgest heritage, across all departments.

My proposition was accepted and a wider record that comprises physical and digital items

was created, and is still ongoing. This effort also made it possible for Culturgest to provide

an archive service to all those (musicians, lecturers, artists, performers, companies, etc., not

forgetting the general public) who seek information (programmes and/or other published ma-

terials), on Culturgest history and activities. Among other things, my job is to insure that the

general archive is kept accessible, updated and running.

As I mentioned before I am also available to the Communication department, and oth-

ers, whenever translations and/or website content reviews are needed.

Tiphaine: What did the beginning of Culturgest look like?
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Paula: Exciting and promising!

I came to work at Culturgest a little over a year after the opening. Everything was new

– in a literal sense as well – as Culturgest’s programme was focused on contemporary artistic

creation. We had the sense that whatever was happening in the world could, and many times

did, come to our auditoria or galleries.

It was also acknowledged the unique nature of Culturgest’s mission and programme as

it was the only cultural venue in Lisbon that offered an exclusively contemporary programme

of performing and visual arts, as well as debates and lectures.

Culturgest’s programme mirrored and reflected the new tendencies and ongoing cul-

tural movements; there was a constant and exhilarating expectation of what was to come next

as far as performing and visual arts, and also conferences debates and lectures. Thematic cy-

cles, such as, 20th Century Theatre, 20th Century Dance, 20th Century Music, Contemporary

Opera, Multiculturalism and New Cross Cultures, Mediterranean Dance, Music or Theatre

and Apocalypse, are excellent examples.

The festivals and/or cycles that took place in Spring, from 1997 to 2003, were also un-

forgettable. These events were huge gatherings of artists, cultures and works from all around

the world. I recall, among them: the cycle os árabes entre nós, 1997, AméricaLatinaAmérica,

1999 (Colombia, Chile, Brazil, Argentina, Peru, Venezuela, Ecuador, Cuba, Uruguay, Méx-

ico, Bolivia and Nicaragua), Extremos do Mundo, 2000 (South Africa, Korea, Russia, Viet-

nam, Hong Kong, Australia and Argentina), Mediterrâneos, 2001 (Italy, France, Portugal,

Lebanon, Tunisia, Algeria and Morocco); Europa, 2002 (Italy, Egypt, Belgium, Germany,

São Tomé and Príncipe, Bulgaria, Cape Verde, UK).

It is also worth noting that all this started in the 90s, a decade which was a turning

point in the world’s cultural scene: artists were more mindful than ever of multiculturalism,

alternative music movements and media platforms started to appear, and new technologies,

such as, cable television and the Internet came into play.

In one word, the beginning of Culturgest was an adventure!

Tiphaine: What can you say about the evolution of Culturgest in terms of programme,

outreach, audiences, popularity, directors?

Paula: As I said before, Culturgest set out to fulfil the mission for which it was created,
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i.e., to programme and present, in a well-balanced way, the great ’classics’ of the 20th century

and the newest creation, as far as Portuguese and international art is concerned.

I truly believe that Culturgest has been successful in complying with its goals through-

out the years, albeit in different ways and rhythms, and always reflecting the choices of the

programmers and curators in charge at any given time.

Other factors have contributed to the company’s overall performance, the way it is

welcomed and resonates with the public, and the ongoing presence in the international scene

and dialogue with its peers. The strategic choices made by Caixa Geral de Depósitos – Cul-

turgest’s creator and backer –, the yearly amount granted to Culturgest’s activities, as well

as the effects the country’s economy and policies have on general and cultural politics, are

among those factors.

Tiphaine: What can you say about the international outreach of Culturgest and how it

evolved?

Paula: Again, I believe that Culturgest became a familiar cultural hub from the start;

this is true for domestic and international recognition. From the very beginning, a consistent

and enduring exchange of ideas, information gathering and support to artists, authors and

performers, from Portugal and from all over the world, was put in place with encouraging

results.

At present, Culturgest is Coordinator and partner of Creative Europe 2020 & 2021

projects, respectively, Create to Connect – Create to Impact (2018-2022) and ACT – Art,

Climate, Transition (2019-2023). These projects are good examples of Culturgest’s continu-

ous involvement with the international artistic scene and creation.

Culturgest’s international presence and acknowledgement has grown steadily through-

out the years and has never faded.

Tiphaine: COVID-19 : How did Culturgest adapt? What did it mean for the Archive?

Paula: I have to say I was surprised and very impressed with the way Culturgest man-

aged to adapt, and indeed surpass, this huge predicament. I believe most of the staff is to be

congratulated; everyone did whatever was in their power to contribute with ideas and solu-

tions. It would not be fair, however, not to single out the Communication and the Performing

Arts departments for the way they managed to move events to corresponding online versions
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keeping Culturgest alive and in contact with its surroundings and its public.

As to the archive, as mentioned before, it has a physical component which is an integral

part of its entirety. In the early stages of the pandemic, confinement made it impossible to

work on the material side of the archive. However, I managed to obtain a special two-day

permission to come to the office and scan hundreds of pages of programme-brochures and

save these images into an external hard drive in order to be able to treat the pictures in my

home computer and create the complete PDF versions of the programmes now available in

the digital archive. I further cooperated with the Communication Department by translating

website contents.

Tiphaine: What would you say about the identity of Culturgest and its mission? Would

you say it is a very Portuguese house, or it always had this will to connect different worlds?

Paula: This question instantly brings to mind Culturgest’s forever motto, or at least its

guiding philosophy, a saying that at one point was part of the logo: ”Uma casa do mundo”.

This literally means: ”A house of the world.”

So my reply to you on this instance is: Yes, it is a Portuguese house. A Portuguese

house looking at and welcoming the World.
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