An Empirical Study of Family Group Visitors to a Millennium Art
Gallery in the UK.

Ela BEAUMONT

Adelphi ResearchInstitute
University of Salford, Salford UK

Submitted in Partial Fulfilment of the Requirementsof the Degree of Doctor of
Philosophy, July 2004

2

Table of Contents

Acknowledgments

xi

Acknowledgments

xi

Abstract

XIII

Glossary

XIV

Chapter 1 Introduction
1.1
1.2

I

2
The research context
..........................................................................................
4
The research need
..............................................................................................
Research aims

8

Chapter 2 Literature Review

12

1.3
1.4

....................................................................................................
Thesis structure
10
................................................................................................

Section 1

Definitions of 'family' in relation to the current research
15
2.1
Taxonomic survey of relatedvisitor research
20
..................................................
2.1.1
Conclusionsfrom the taxonomic survey
27
2.2
2.3

Three studiesof families in art galleries
29
.........................................................
2.2.1
Discussion and critique of the methodsused in the three studies
32
Wider implications from the studiesin the taxonomic survey

35
........................

Section 2
2.4

2.5

2.6
2.7
2.8

Quantitative and qualitative research methods in visitor studies
37
How quantitative researchprovides statistical data for backgroundand context
in the current study
38
...........................................................................................
2.4.1
Evidence from quantitativeresearchon typical and averagevisitors 40
2.4.2
Evidence from quantitative researchfor the art gallery as a family leisure
destination
41
2.4.3
Evidence from quantitative researchfor the characteristicsof art gallery
45
visitors
Evidence from researchfor family group visitor behaviour
47
............................
The behaviour of art novices
2.5.1
49
2.5.2
The behaviour of connoisseursand advancedamateurs
51
Evidence from researchinto the changingnature of art galleries
53
....................
What quantitative researchdoesnot show about family group visitors
55
..........
The shift from quantitative to qualitative researchmethodsin visitor studies57
Evidence from qualitative researchfor visitors' motivations in visiting
2.8.1
59
art galleries
I

2.8.2

Evidence from qualitative researchfor family group visitor experiences
in art galleries
60

Section 3
2.9
2.10
2.11

Identified gaps in visitor studies in research into family group visitors
70
to art galleries
Evidence of the needfor researchinto new art galleries in the regions in the
UK
71
....................................................................................................................
76
The researchhypotheses
..................................................................................
Summary
79
..........................................................................................................

Chapter 3 Research Methodology

80

Section I

82

Approaches to Research

82
What is quantitative research?
.........................................................................
Quantitative researchmethodsin visitor studies
84
3.2
.............................................
3.2.1
84
Large scalesurvey methods
3.2.2
Smaller scalesurveys
86
3.2.3
87
Meta-analysis

3.1

What is qualitative research?
90
...........................................................................
3.4
Qualitative researchmethodsin visitor studies
91
...............................................
3.4.1
Focus group methods
92
3.4.2
Observationalmethodsin studying family visitor groups
93
3.4.3
Using video in observationalmethod studies
95
3.4.4
Interview methodsin studying family visitor groups
97
Analysis of qualitative data
3.5
102
............................................................................
3.5.1
Analysis of observationaldata
102
3.5.2
Analysis of interview and conversationdata
103
3.6
Researchmethodsfor studiesof family visitor groups in art galleries
105
..........
3.6.1
Mixed method researchstrategiesin art gallery visitor studies
106

3.3

Section 2

Research methods for the current study
110
3.7
The choice of casestudy as a researchstrategy
110
.............................................
3.7.1
Sample size in casestudy research
113
3.7.2
Definition of casestudy strategy
113
3.7.3
The purposeof casestudy strategy
114
3.7.4
Problems of casestudy methodology
115
3.7.5
Benefits of casestudy methodology
116
3.7.6
Benefits of single casestudy methodology
117
3.8
Selection and accessto the casestudy site
119
.....................................................
3.9
Selection of subjects
121
......................................................................................
The capacity of casestudy strategyto contextualisethe data
3.9.1
122
3.10
The rationale for using multiple researchmethodswithin the casestudy
126
.....
3.11
Validating the research
127
..................................................................................
3.11.1 Construct validity
127
3.11.2 Internal validity
128
ii

3.11.3
3.11.4

128
External validity
131
Piloting methodsfor casestudy research
133
3.12
In depth interviews
.........................................................................................
135
3.13
Video observations
.........................................................................................
138
3.14
CCTV video observation
...............................................................................
3.14.1 The choice of observationalcoding method in the current study
141
3.15
Ethical considerationsfor the study
142
...............................................................
3.16
The Preliminary Investigations
145
......................................................................
3.17
147
Why New Art Gallery, Walsall was chosenas a Single CaseStudy Site
......
3.17.1 The Building
153
3.17.2 The temporary exhibition space
157
3.17.3 The exhibition
160
165
3.17.4 Observation
3.17.5 Short structuredinterviews
174
Section 3

The Case Study research design
175
176
3.18
Terms used in the researchdesign
.................................................................
3.18.1 Art gallery
176
3.18.2 Behaviour
176
3.18.3 Contemporaryart
176
3.18.4 Exhibit
177
3.18.5 Exhibition
177
3.18.6 Exhibition
178
3.18.7 Family group visitors
178
3.18.8 Modem art
178
3.18.9 Motivation
179
3.18.10 New art galleries
179
3.18.11 Temporary exhibition
179
Methods employedto test the researchhypotheses
3.19
180
.......................................
3.19.1 The pilot study
182
3.19.2 Sample selection,questionnairedesign and questionnaireadministration
183
3.19.3 Pre-testingthe questionnaire
185
3.20
The questionnairedesign
186
...............................................................................
3.20.1 Data coding and analysisof the questionnaire
193
3.21
The observation schedule
196
...............................................................................
3.22
In-depth interview
199
..........................................................................................
3.22.1 The 4 in depth interview questions
200
3.22.2 Data coding and analysisof in depth interviews
202
3.23
Summary
202
........................................................................................................
Chapter 4 Findings
Section I
4.1

203

The sample
207
Composition of family visitor groups
208
............................................................
III

4.1.1
4.1.2
4.1.3
4.1.4
4.1.5
Section 2
4.2

209
Configuration of Family Groups
220
Numbers of adults and children in the family groups
Overall age distribution of the 113 individuals in the family groupsby
220
gender
221
Ethnicity
223
Distance travelled from home
Motivation

224

225
The main reasonfor visiting the town of Walsall by family type
.................
4.2.1
The main reasonfor visiting Walsall by family type and day of week 226
4.2.2
Whether adults or children made the decision to visit by family type 227
4.2.3
When was the decision made to visit the New Art Gallery, Walsall? 229
231
4.2.4
The main reasonsfor visiting the New Art Gallery, Walsall
232
4.2.5
The effect of previous visits
233
4.2.6
Family groupsvisiting for the first time
234
4.2.7
Knowledge of modem art
235
4.2.8
Do family visitor groupsusually like modem art?
235
4.2.9
Expectationsof New Art Gallery, Walsall

Section 3

Experience

239

239
.....................................
240
4.4
The experienceof the 'narrascape'exhibition itself
.....................................
241
4.4.1
What family visitor groupsthought modem art is
243
4.4.2
VVhichexhibits in 'narrascape'did family group visitors look at?
4.4.3
Reasonsfor attendingto the preferred exhibits
243
245
4.4.4
What type of personis the exhibition for?

4.3

Experience of New Art Gallery, Walsall as a whole

Section 4

Behaviour

246

Augmenting the casestudy with observationalevidencefrom two additional
250
exhibitions ......................................................................................................
Comparisonof time spentin the 'narrascape'show with time spentin
4.5.1
250
two other exhibitions in gallery 6
4.5.2
The effects of the physical layout of gallery 6 on family visitor group252
4.5.3
The effects of different types of information in the three exhibitions 259
4.5.4
The behaviour of family group visitors in the 'narrascape'exhibition 263
263
4.5.5
Paying attention to the exhibits
264
4.5.6
The effect of group size on family visitor behaviour
4.5.7
266
The effect of family group type on behaviour
4.6
Summary of key findings
268
...............................................................................

4.5

Chapter 5 Discussion

270

Section 1
5.1
5.2
5.3
5.4

Family group visitors
273
The high proportion of women and girls in family visitor groups
274
.................
The diversity of the local population reflected in family visitor groups
275
........
The high proportion of grandparentfamily groupsin the study
279
....................
The low proportion of couple family group visitors
281
......................................
IV

282
Motivation for visiting
Hypothesis One: Family group visitors regard a new art gallery showing
contemporaryart as a suitable destinationto visit with children...................283
Hypothesis Two: The perceivedaccessibility and popularity of modem art has
had a direct effect in attracting family group visitors to new art galleries. 284
...
Hypothesis Three: The decision to visit as a family group was taken on the day
295
of the visit . .....................................................................................................

Section 2
5.5
5.6
5.7

Section 3
5.8
5.9
5.10

Experience

299

Hypothesis Four: Family group visitors 'time budget' (Schofield 1997)their
299
visit in relation to their motivation for visiting ..............................................
Hypothesis Five: Innovative and inclusive programming and interpretationin
new art galleries will engagea wide rangeof family group visitors. ............301
Hypothesis Six: Family group visitors to new art galleries expectto enjoy
307
looking at modem art in new art galleries
. ....................................................

Section 4 Behaviour

311

Hypothesis Seven:By using observationalmethodsand interview methods
that are establishedand widely used in visitor studiesresearchreplicable and
comparabledata will be generatedon the behaviour of family visitor groupsin
312
new art galleries. ............................................................................................
313
5.11.1 The role of children in the visit
5.11.2 The physical layout of the gallery
316
319
5.11.3 Information panelsand other printed material
Summary
5.12
323
........................................................................................................

5.11

Chapter 6 Conclusion
6.1
6.2
6.3
6.4

325

The study's contribution to theory

329
.................................................................
330
The study's original contribution to method
..................................................
How the current researchis situatedwithin the field of visitor studies
333
.........
334
Limitations of the current study and suggestionsfor further research
...........

APPENDICES
Appendix I
Appendix 2
Appendix 3
Appendix 4
Appendix 5
Appendix 6
Appendix 7
Appendix 8

337

Questionnaire
338
........................................................................................
Procedurefor administeringthe questionnaire
344
.....................................
Code Book
347
............................................................................................
Key and instructions for observationaldata collection sheets
350
..............
Procedurefor in depth interviews
353
.........................................................
Main reasonfor visiting Walsall by family type and day of week
354
.......
Main purposeof visit to Walsall/decision by adult or child
355
.................
Previous visits
356
.......................................................................................

V

357
Knowledge of modem art by family group type
...................................
Is New Art Gallery, Walsall a good place to visit? By family type.. 358
Appendix 10
Appendix 9

Appendix 15

359
Is 'narrascape'a good place to visit with children?
..........................
360
What is modem art?
..........................................................................
361
Why family visitors thought 'narrascapeis not modem art
..............
362
Dwell time in 'narrascape' gallery 6 by family type
........................
Reasonfor visit to Walsall and time spentin 'narrascape................363

Bibliography

364

Appendix II
Appendix 12
Appendix 13
Appendix 14

vi

Fig ZI

Taxonomic Survey of relevant visitor studies organised by date
26
............

Fig Z2

Experimental and Naturalistic research methodsin visitor studies
36
.......

Fig Z3

Descriptions of types of visitors
48
..............................................................
Comparison of characteristics of novices andfamily visitors to art

HgZ4

S2
galleries ..................................................................................................................
Fig Z5

Comparison of characteristics of connoisseursandfamily visitors to art

52
gallerie& ..................................................................................................................
Fig Z6
Fig 3.1
Fig 3.2

Fig 3.3
Fig 3.4

Summary offindingsfrontfamily

Wsitor research
69
.................................
The ResearchProcess
81
...............................................................................
Characteristics and benefits of typesof Interview (sourceLoomis 1987,
Diamond 1999)
98
..........................................................................................
Characteristics of research strategies (source 1"In1994)
117
......................
Ensuring validity and reliability in single casestudy strategy (source 1"In
1994)

Fig 3.5
Fig 3.6
Fig 3.7
Fig 3.8
Fig 3.9
Fig 3.10

122
........................................................................................................
Sources of evidencein casestudy strategy (source IM 1994)
124
...............
Benefits ofp1lot study (source IM 1994)

131
...............................................
Coming qfAge - gallery events
148
..............................................................
Veil - works by AES art group were removedfrom the show
149
...............
150
narrascape exhibition ...........................................................................
Theproposed site of the Lowry Centreprior to the Saffiord Quays

development

Fig 3.11
Fig 3.12
Fig 3.13
Fig 3.14

155
............................................................................................
Baltic prior to opening in 2002, showing the riverfrom Gateshead 156
....
The tenWorary exhibition spaceat Baltic
157
..............................................
Thepermanent collection roona, New Art Gallery, Walsall
158
.................
The tenWorarytwhibition rooms on the thirdfloor, New Art Gallery,
Walsall

Fig 3.15
Fig 3.16
Fig 3.17
Fig 3.18

159
.....................................................................................................
'narrascape.
161
............................................................................................
Deborah Jones

162
.......................................................................................
Thomas Kellner
163
.......................................................................................
Frank Yamrus

164
.........................................................................................

vii

Fig 3.19

Fig 3.20

Fig 3.21
Fig 3.22
Fig 3.23
Fig 3.24

Fig 3.25
Fig 3.26
Fig 3.2 7
Fig 3.28
Fig 3.29

Fig. 4.1
Fig 4.1a
Fig 4.2
Fig 4.3
Fig 4.4

First poster at the Exploratorium alerting visitors to the study. The
large
because
English
Spanish
in
number of
a
as well as
posters are
166
language
have
Spanish
theirfirst
as
visitors
. ........................................
Secondposter devisedafter it was discoveredthefirstposter was not
167
by
noticed visitors ....................................................................................
Notice outside the gallery showing that CCTV camerasare in use...... 168
169
Door obscuring the CCTVcamera notice..............................................
Diagram showing the camera angle in Neilson's study........................171
Diagram showing the CCTV camera angle at the casesstudy site, New
172
Art Gallery, WalsalL
................................................................................
Methods employedto test the research hypotheses...............................181
187
Area of investigation each question addresses,
......................................
192
The questionnaire design (number 48) ..................................................
Observation sheet no 4from the 'narrascape show ..............................197
CCTVvIdeo image of afamily groupfrom thepilot study, showing their
198
unique reference number........................................................................
Key to the description offamily visitor groups in Fig 4.]a to 4.5 .........210
211
................................................................................
212
Mothers accompanied by their children .................................................
Women with children and other women relatives andfHends .............213
214
Men accompanied by childreiL ...............................................................
Grandparent groups

215
Couples with their children. ....................................................................
217
77te
4.6
Fig
configuration of grandparent groups .............................................
218
The configuration of women groups ......................................................
Fig 4.7
Numbers offamily groups by conWosition ofgroup .............................220
Fig 4.8
221
Age distribution by gender (113 individuals) .........................................
Fig 4.9
Fig 4.1Oa Ethnicity - Nos of Family Groups in each category ............................222
Fig 4.1Ob Ethnicity -% of Family Groups in each category .................................222
223
Family Groups & distance travelled ......................................................
Fig 4.11

Fig 45

Fig. 4.12

Fig 4.13
Fig 4.14
Fig 4.15

Wken was the decision made to visit the New Art Gallery, Walsall, by
229
adults and children. .................................................................................
"en was the decision made to visit byfandly type..............................230
238
Expectations byfamily type
....................................................................
242
Deborah Jones
........................................................................................
VIIII

Fig 4.16
Fig 4.17

244
Thomas Kellner, New Art Gallery, Walsall,
...........................................
245
Frank Yamrus, black and white ice photographs
..................................

Fig 4.18

248
Observationsheetforfamily no 29 showing time and date
.................

Fig. 4.19

249
CCTV video sequenceoffamily no 29 showing time and date
.............

Fig. 4 20

Explanatory ttxt on the left hand wall with the lifts and exit visible in

Fig 4.21

the background in the Inarrascape'echibition .....................................253
The rear of the gallery, showing the stairsfrom thefourth floor and
informationfor the 'narrascape'show which was located in the
254
back
the
windowsill at
............................................................................

Fig 4.22

Fig 4.23
Fig 4.24

The central entrancelixit in gallery 6, showing the Frank Yamrus
photographs in the 'narrascape'show, to the right ..............................255
Ghader Amer sculpture in the centre of gallery 6 in the 'Veil'show 256
...
Stopslactivity in 'Veil'showing the amount of attention the Ghader
Amer sculpture receivedfromfandly visitor group; eachpink spot
2S7
representsa stop......................................................................................

Fig 4.2S

Stopslactivity in 'Coming ofAge'showing that the sculpture by Mona

Fig 4.26

258
Hatount received little attention.
............................................................
Mona flatount sculpture in the 'Coming ofAge'echibition, which also
shows the table and small chairs with gxhibition information in the
background

Fig 4.2 7

259
.............................................................................................
Showing the attendant engagedin discussion with visitors and handing

Fig 4.28

260
out information in the 'Veil'show .........................................................
The noticeput up in the 'Veil'ixhibidon in place of the banned
260
photographs .............................................................................................

Fig 4.29

The empty spaceon the wall in the 'Veil'ixhibidon

where the

261
photographs should have been...............................................................
Fig 4.30

Stopslactivity at 'narrascape'echibits,

Fig 4.31

Dyad (2 childrenfamily

Fig. S.I

265
gallery together........................................................................................
The majority offamily group visitors to the New Art Gallery, Walsall are

262
..................................................
no 18) talking andprogressing around the

local and comefrom Walsall Itsey"and wards such as Willenhall, less
278
than 2 miles away ...................................................................................
Fig. 5.2

Evening Standard coverageofBeck's Futures 2003 candidate Carey
Young
288
......................................................................................................
Ix

Fig. 5.3

Fig. S.4

Fig. 5.5

Kipper Wiliamsfrom the Daily Mail newspapercommenting on the
Turner Prize Winner Damien Hirst in 1995
289
..........................................
The Tate invited the public to votefor itsfavourite shordisted artist since
290
the Turner Prize began in 1984
..............................................................
flew of Park Street and Town Endfrom the East (Chartwell Landpla
The New Art Gallery can be seenat the end of the main shopping street,
296
niwt to the canal basin............................................................................

Fig. S.6

The viewfrom the thirdfloor of the New Art Gallery, Walsall, showing
the canal, with canal boat offering trips, and beyond that, the vacant lot

Fig. 5.7

Fig. S.8

where young skateboardersare encouraged to practice instead of skating
directly outside the New Art Gallery
297
......................................................
Hew of British Home Storefrom the thirdfloor of New Art Gallery,
Walsall, with Woolworths in the background. Thepolice surveillance
298
van is regularly parked outside the gallery . ...........................................
Discovery Gallery is an interactive play area
304
.........................................

Fig. S.9

Child standing infront ofDeborah Jones work, declaiming andpointing

Fig. 5.10

outfeatures to her grandmother, who stands awayfrom the wall, ....... 315
Plan showing the tenWorary twhibition galleries on the thirdfloor; the
Discovery Gallery and other areaspopular withfamily group visitors are
323
on the groundfloor . ................................................................................

x

Acknowledgements

I would particularly like to thank my supervisor Dr Pat Sterry for her encouragement,
expert help and support during every stage of this research. My ideas and skills
developedand my understandinggrew through her good offices.
I would like to thank Dr Greg Smith and ProfessorBrian Longhurst and the Institute for
Social Researchat the University of Salford for support with an ESRC fee waiver, and
Dr Rachel Cooper and Dr Caroline Davey for their professionalinsight.
I would also like to thank Andrew Brewerton, Antonia Payne and Diane Peacockin the
School of Art and Design at the University of Wolverhampton, for providing financial
assistanceto deliver a paper at the Visitor StudiesConferencein the United States.
In the United States and Canada I would like to thank Molly Hood, Karen Knutson,
Kodi Jeffery, Minda Borun, Douglas Worts, Margie Marino, Marianna Adams, Anne
Henderson,PattersonWilliams, Sue Allen and JoshuaGutwill-Wise: in the UK, Roger
Miles, Eileen Hooper-Greenhill, Paulette McManus, Linsday Brooks, Claire McDade
and Jude Watt for generously giving their time and expressing their interest in this
research.
Thanks are due especially to Jo Digger, collections curator at the New Art Gallery,
Walsall, for her enthusiastic and generoushelp in getting the project underway. I am
also grateful to many other membersof staff at the gallery and at Walsall Metropolitan
Borough Council, for their help in making this researchpossible.
Finally I would like to thank Helena Tomlin, for her advice, David Lomax, for his

endlesspracticaland emotionalhelp, andNik andFreddy,who grew up whilst I wrote
this.

xi

Abstract
This thesis describes the results of an empirical study addressingthe nature of
family group visitors to a recently built art gallery. Specifically, the aims of this
researchwere:
To clarify what 'family' meansin the context of family group visitors to a
new art gallery
*

To explore the motivations of family group visitors in new art galleries

4 To explore the experienceof family group visitors looking at modem art
in new art galleries
41, To observethe behaviour of family group visitors looking at modem art in
new art galleries
,& To provide evidence about family groups by collecting empirical data
rather than relying on assumptionsabout family group visitors
The researchfindings were obtained using qualitative and qualitative methods,analysis
of interviews, survey data and statistical analysis, empirical observation, from the
literature, from the researcher's own interpretation and the comments and quotations
gatheredthroughout the research.

The study begins by presenting a comprehensivetaxonomy of family visitor studies
hypotheses,
date.
A
tests
then
to
sheddinglight on aspectsof
case study
seven
research
family group visiting that have been only partially illuminated in previous studies.

The case study demonstratesthe significance of the demographic findings; defining,
accuratelymeasuring and describing family group visitors to temporary exhibitions of

modemart and makesan original contributionto methodologyby advancingprevious
)al

video observational research, harnessing the potential of CCTV film footage as an
observationaltool using existing in-housesurveillance technology.

Conclusions include:
*A

high proportion of grandparentfamily visitor groups within the sample,with
important implications for the future developmentof the over 50 age group and
their grandchildren,as an audiencefor contemporaryart.

*

Family group visitors expect to enjoy looking at modem art, and typically visit
several times, without however, increasing their knowledge of modem art; the
study shows that family visitors are 'perpetual beginners' despite previous visits

to modemart exhibitions.

*

Children are instrumental in the visit and engage in 'teaching behaviour'
towards adult family members,showing and discussingthe exhibits with parents
and particularly, grandparents.

The significance of the researchis highlighted and future researchtopics are suggested.

)all

Glossary
This section showshow key terms are usedin the context of this study.

Abstract art
Abstract art eschews easily recognisable images of the external world- it is 'non(Gombrich
Kandinsky
Mondrian
for
the
or
example
works of
representational',
1999).It is also presentedas art in a gallery or other appropriateplace and consideredto
have aesthetic value. Few people have difficulty recognising abstract art when shown
have
but
including
those
art
who collect and own abstract
many people,
such work,
difficulty providing a definition. (Halle 1992).

Art gallery
In the UK it is usual to differentiate betweena museumand an art gallely. In the UK an
dedicated
is
to the aestheticcontemplation of fine art
taken
to
mean a place
art gallejy
and decorative art (Duncan 1995), so art galle

describesa building and the collection

that it houses. The collection will be an assemblageof precious objects, including
in
local
These
the
are
often
now
care
authority
collections
of
and
sculptures.
paintings
or governmentoffice (MuseumsAssociation 2002), for example The New Art Gallery,
Walsall, wwNv.artatwalsalJ. orII.uk.

Art museum

Art museumis usedin the United Statesand Europeand is synonymouswith the UK
term art g-alleEyfor example Denver Art Museum, Colorado. Writers in the UK are
increasingly using the term, especiallywhen writing for a North American audience,for
example, McManus (1994), Hooper-Greenhill and Moussouri (2001), Ryan (2000),

mv

becausefor them the semantic distinction between 'art museum' (USA) and 'gallery'
(UK) is 'more apparentthan real' (Prior 2002).

Arts Centre
Arts centrestypically include theatres,artist's studios and cinema/lecturespaces.Some
arts centres maintain

a

pennanent collection,

for

example The

Lowry,

www. thelomiy. com Other arts centres concentrateon temporary shows and providing
balticmill.
for
for
Baltic,
making
new
art
www.
com.uk.
space
example

Constructivist Theory
Constructivist theo1y incorporates personal meaning making as part of learning,
recognising that people are 'active learners' and 'constructers' of knowledge.
Constructivism suggeststhat learning is not the Platonic 'understanding of the 'true'
but
things'
of
a personal and social construction of meaning. In visitor studies
nature
this position has led to a concern with acknowledging and accommodatingthe personal
meaning making visitors engagein as they interact with exhibitions and programmes,
and takes into considerationthat visitors bring with them social, cultural and intellectual
prior knowledge (Hein 2001, Rounds 1999, Silverman 1995, Worts 1993) seePersonal
Meaning Mgpping.

Contemporary Art
4D

All areas of the fine arts including painting, graphics, sculpture, mixed media and
performance are representedin Contemp2rM art. The term also includes artists active
in the fields of computer and internet art. Shows of ContemporM arti-stsmay include
artists who have died in the recent past but generally focus on living artists (Pendergast

xv

and Pendergast2000). Part of the problem of defining contemporary art lies in the
absenceof collective meaningsassociatedwith many of the images. In addition, much
contemporary art work flies in the face of public expectations of comprehensibility,
beauty and quality:
From the non-insidersviewpoint, if there is a knowledgeablelanguageof
art, it seems like a remote phenomenon that must: (i) be acquired
through academic degreesin art history, (ii) sound like 'artspeak', (iii)
remain rather unconvincing. Further, most of what experts say about
contemporary art is extremely intellectual in tone and does not address
the art work itself but rather its context (Worts 1998)
However, there is evidencethat the spectacularnature of much contemporaryart (Bann
2003) is what visitors seek and expect to find in modem art galleries, and they are
disappointedif they do not find it.

Family
Although the famil is regardedby sociologists as the basic unit of social organisation,
the term itself remains one of the most loosely defined in their vocabulary (Jary and
Jary 1991). A family is 'a social group and a social institution that possessesan
identifiable structure made up of positions and interactions among those who occupy
the positions, characterisedby biologically and socially defined kinship' (Gelles 1995).
However, variations in interpretation of the family unit can be seenfrom theseexamples

drawnfrom visitor studiesresearch:

A multigenerational visiting unit of no more than six members, with at
least one adult and one child between the ages of 5 and 10 years.
Families involved close kinship and shared history (baby-sitter led
included).
Anyone over the age of 19 was consideredan
not
groups were
adult (Borun et al. 1996)
A 'family' was defined as at least one adult and one child, but no more
than four adults and five children, differing in age in larger groups..No

xvi

be
but
identify
kinship,
to
to
appeared
each
group
effort was made
related (Falk 1991)
Groups that included at least one adult, at least one child, and in which
in
blood
by
the same
or
resided
all participants were either related
household. The criterion for approachinga family was that it was intergenerational with no more than two adults and four children alilke
1989)
The family is defined as any group of individuals who have a strong and
continuing relationship that goes beyond the museum visit (Kropf and
Wolins 1989)
The traditional family is made up of a father, mother and one or more of
their children. In some cultures, the grandparentsare automatically part
of it. But that is too rigid. A family can be all sorts of things. One or both
There
be
the
to
the
one
or
more
of
children.
of
parentsmay
step-parents
may be only one parent, or there may be two parents of the same sex.
Added to these possibilities, when a family is out visiting a museum,the
friends
have
brought
their
some
of
along
and the adults
children may
may be carers instead of parents- the au-pair, next-door neighbours,
for
day
friends
(Halbertsma
take
the
children
a
out
or
relatives
who
1998)
Any definition of 'family' must be broad enoughto encompassthe many
types and combinations of family groups. Single parent-families,
remarried families, and multigenerational.or other extendedfamilies visit
museumsfor varied reasonsand with varied needs(Borun et al 1996)
The identification of family groups is by no means self evident and in
practice our selection was of groups which consisted minimally of one
'child' (which we took to mean under the age of about 16) and one
'adult' (over 18 or so). These identifications were made purely on the
basis of appearance,as the intention of tracking was to be unobtrusive
(Macdonald 1993)
The term family is used as a short-hand for small groups of adults and
be
friends,
the
may
adults
or carers, parents or other
where
children,
relatives. Family groups were of varying configurations, such as 1 adult
plus I child, or 1 adult plus 2 children etc (Cox, Lamb, Orbach and
Wilson 2000)
The clustering of familial groups that come to museums may vary
significantly: grandparentsmay come with toddlers, divorced fathers
may bring visiting children, young couples may seek mutual interests,
different
of
siblings
ages may explore together (Leichter, Hensel and
Larson 1989)
'Family' groups are usually defined as any multi-generational social
group of up to 5-6 people that comes as a unit to the museum (Hein
1998)
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This study has adoptedthe definition used by Hein, with the significant addition of the

the variationsreferredto above.
term 'with children'becauseit is brief but encompasses
From a practical point of view any larger group would create logistical problems in
interviewing and observation. For the purposes of the current study the definition of
family is:
'Any multi-generational social group of up to 5-6 people, with
children, that comes as a unit to the museum.

Family Friendly
Definitions of family friendl vary, but are generally seen a shorthand for venues 'in
families
their
and carers feel comfortable and
which children, young people and
its
demonstrated
facilities
in
the
space
and
physical
and in the attitude of the
welcomed,
stafr (Argent 2000). Criteria for family friendly include 'a relaxed and supportive
environment for families to enjoy the gallery' (Cox et al. 2000) and 'a combination of
inclusive
facilities and responsive
approach,
policy,
good
a
particular
management
...
curatorship (Cox 1998). A comprehensiveset of criteria recently developed by Arts
About Manchester as guiding principles for venuesto self-assesstheir willingness and
ability to meet family needs can be seen at www. familyfriendly. orR.uk. In addition a
into
family friendliness commissionedby the Arts Council of England can
recent report
be seenat www. newaudiences.org.uk-.

Millennium projects

Millennium pLojectsare buildingsand visitor attractionssupportedby the Millennium
Commission in the UK; usually completed between 1999 and 2002. These projects are

xvHI

include
Examples
the Eden
often associated with a regional regeneration strategy.
Project in Comwall wNyweden-projeau and Tate Modern, London vvNvw.
tate.org.uk,.

Modern art
Modem art

-is

an imprecise term that can be used purely chronologically to designate

any art produced in present or recent times, but which is usually applied more
beliefs
is
in
to
that
tune
the
of
progressive
attitudes
and
specifically art
consciously
with
those times (Barker 1999). As with contempgrM art, the definition is complicated by
the fact that the point from which we view the issue is constantly moving forward in
time so the term modem is relative rather than absolute (Chilvers 1999). The terms
by
synonymously
and
modem
art gallery visitors (Kom
abstract
are regularly used
1998). Carol Duncan in her book Tivilising Rituals: Inside Public Art Galleries' (1995)
uses the term modem art to describe to 'any mode of art-making that can be said to
belong to twentieth-century art production'.

Museum
In the UK the term museum includes galleries and subsidiary companiesof museums.
'They are institutions that collect, safeguard and make accessible artefacts and
hold
in
for
(Museums
Association 2002). Most
they
trust
which
society'
specimens,
.
definitions of museum support and reinforce the central role of education in relation to
the public. For example in the United Kingdom the Museums Association defines a

museumas 'An institutionwhich collects,documentspreserves,exhibitsandinterprets
material evidence and associated information for the public benefit'. It goes on to
explain that "'interprets" is taken to cover such diverse fields as display, education,
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research and publication'. The American Association of Museums stressesthe role
in
have
museums
educatingthe public in order to

'enrich learning opportunities for all individuals and to nurture an
enlightened, human citizenry that appreciates the value of knowing
about its past, is resourcefully and sensitively engagedin the presentand
is determined to shape a future in which many experiencesand many
points of view are given voice' (AAM 2004)
As Ambrose and Paine (1993) point out the very concept of museum is unstable at
present,its definitions subjectto constantmodification.

Personal meaning mapping
Personal meaning mMing

(PMM) is a methodology developed at the Institute for

Learning Innovation, Annapolis, Maryland USA by John Falk and his colleagues.It was
originally used by Falk to assesspublic attitudes and knowledge in two Canadian
museums and is now widely used in a variety of museum settings. Personal meLnhg
mqpping assumesthat individuals bring prior knowledge and experiencesto leaming
situations and that these shape perception and process. The combination of prior
in
learning,
be
individual,
to
that
experience
results
each
can
and
new
unique
experience

measuredacrossfour dimension:extentof knowledge,breadthof understanding,
depth of understandingand mastery.The application of Personalmeaning mapping as a
methodology in visitor studies derives from museum educator's interest in 1jersonal
meaning making a theory developedthrough cognitive and neuroscienceresearch(Falk
and Storksdieck 2002, Moussouri 1997, Prentice, Davies and Beeho 1997, Roschelle
1995, Sylwester 1995) SeeConstructivist Theo

.
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Chapter 1

Introduction

This study sets out to explore the motivation, experienceand behaviour of adult
and children family group visitors to newly built millennium art galleries in the
U. K. The purpose of the study is to provide in-depth, rigorous, empirical evidence
introduces
This
the main themes of the
this
chapter
under explored group.
about
by
explaining the researchcontext, the researchneed and the researchaims
study
and objectives. The final section of chapterone showsthe thesis structure.

Over the last decade between 1993 and 2003, a number of prestigious new
museumsand art galleries have been built in the UK, in places 'that would strike
fear in the heart at the very mention of the name, such as Dundee, Gateshead,
Salford, Sheffield, NElton Keynes and Walsall' (Wade 2000). Indeed, it appears
that such newly built art galleries have formed part of a strategic policy across
Britain for regional transformation (Jenkinson2000), beginning in 1993 with the
National Lottery Bill which set off a renaissanceof long-neglectedUK museums
(Schubert 2000). New art galleries have been regarded as an inexpensive and
inner
kick(Schubert
starting
run-down
or
neglected
city
areas
way
effective
of
2000) and attracting visitors from diverse communities (Jenkinson2000).

New art galleries in the regions, generatedby local initiatives, are not generally
regardedas centres for passive contemplation. Instead they have become sites for
individual experience, experimenting with new techniques for interpretation and
knowledge dissemination and, critically, attempting to break down social
I

boundaries(Nacher 1997). New art galleries tend to interact much more intensely
with their host environments, and are often visually connectedto the towns that
surroundthem, providing interpretationsof not only the collection, but also of the
site(Ryan 2000). However there are no systematic, sharedmethods to judge the
impact of these new art galleries and no agreed-uponstandardsagainst which to
measuresuccessin terms of visitors and especially family group visitors (Seffell
1997). This study describesthe results of a series of empirical studies of family
groupsto thesenew galleries in the regions in the U.K.

1.1

The research context

We understandlittle about how family groups interact in art galleries as McManus
(1994) explains:
At present there are three main reasonsfor the fuzzy picture we have
of family behaviour in museums,although the picture is getting clearer
all the time. First, many of the larger research studies cited in the
museum literature were conducted in zoos and aquaria and, although
such places share some similarities with museums... they are not quite
the same. Second, the researchthat has been done in museums has
been conducted almost exclusively in science museums. We do not
know if families behave in quite the same way in history or art
by
judging
their reactions to traditional exhibits in
although,
museums
sciencemuseumsit is quite likely they do (my italics) (McManus 1994)

Moreover,we know little aboutfamily groupsthemselves.
Recentsurveywork by
Hooper-Greenhill has verified that very few family studies in art galleries have
been carried out in the UK. 'It is immediately apparent that the vast bulk of the
work has been carried out in the United States (Hooper- Greenhill 2000), and
there are major issues of transferability for those researching in Britain which
arise as a result (Hooper-Greenhill 2001). Comparing data between the United
Statesand the UK is especially difficult as evidence suggeststhat in the United
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Statesvisitor numbersfor art galleries went up (DiMaggio 1996, Spock and Perry
1997) whilst for the same period in Britain (1982-1992) visitor numbers to art
down (Davies 1995, Selwood 2001, MORI/Resource2001).
galleries
went
,

At the American Association of Museums conferencein 1995 Falk and Dierking
found that participants agreedon the need for researchinto family visitors. They
were interested in knowing more about the ways adults and children interact in
the museum, and more particularly, the ways adults help or hinder children's
learning (Falk and Dierking 1995). Davidson Schuster reinforces the need for

moreresearch:
An understandingof audiencesfor museumsbeginswith attendance
figuresandis enhanced
by demographicinformation,but it will not be
completewithout a betterunderstanding
of why peoplevisit museums
into
how
integrated
those
their value system.That work
and
visits are
is just beginning(DavidsonSchuster1991)
New art galleries are the setting for recreational experienceand new art galleries
appear to have situated themselves within the larger context of leisure
establishments.Contemporaryart gallery visiting takes place during leisure time,
draws upon discretionary income and occurs with an attendant expectation of a
(Stephen
2002). Recent evidence suggests that the
experience
pleasurable
audiencefor modem and contemporaryart especially in newly openedvenuesis
increasingly 'a very different spread of people completely' and this includes a
high proportion of families (Gibbons 2003). These family group visitors are
currently not well researched.
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1.2

The research need

There is considerably more researchinto museum visiting than into art gallery
visiting and little hard evidence from museum research has been marshalled
which is of use in art galleries (Wright 1989). There are severalreasonsfor this:
*

firstly the intrinsic difficulty

of the subject-dealing with feelings,

impressionsand personalperceptions(Wright 1989)
4, secondly, the length and cost of implementing useful studies (Wright
1989,McManus 1994,Cox 2001)
*

thirdly the small numbersof visitors studied (McManus 1994)

*

finally, lack of interest in the evidence from those running art galleries
(Wright 1989, Saint 2001).

The taxonomic review completed by the researcherand detailed in chapter two
shows that studies of family groups in art galleries are under-representedin the
research literature. As a result, art galleries are currently in the position of
knowing very little about the actual experiencesof older and younger visitors
(Hooper-Greenhill 2001). More research is clearly needed into different
communities of visitors to art galleries (Hooper-Greenhill 2001). This research
project aims to fill that gap in knowledge.

There are a number of issuesthat might be explored, such as whether it is people
who think best in visual terms that enjoy galleries, and whether the traditional art
museumtext, with its rational, linear and logical approach,basedon art historical
information is the only way to give information (Downs 1995, Hooper-Greenhill
2001). Are art museum visitors different from other museum visitors in the way
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they think, solve problems, value differences and understandsociety (Di Maggio
1995). Researchsuggeststhat the answer is not clear becauselooking through the

in
literature,
has
been
little
studies
conducted
art museums:
visitor
evaluation
very
yet we know anecdotallythat art museumsare beginning to embrace
the notion of input from visitors and seek feedback from visitors
about their exhibition experience(Ades and Hufford 1995).
Science and Natural Ifistory museumsare interpretation-driven and increasingly

discover
how
find
to
to the subjectmatter
personalconnections
seekways
visitors
and the exhibits. On the other hand,art galleriesare object-drivenand there is
little connectionbetweenthe questionsvisitors are strugglingwith andthosethe
gallery staff are interestedin asking them (Ades and Hufford 1995). Furthermore,

art exhibitionstend to be aimed at an adult audience,even when the subject
isn't
adult only (Saint2001).Yet as art galleryaudiencesare studied,it is
matter
clear that curatorial assumptions about the nature of the visitor may not be
accurate (Schubert 2000). Instead of a single core audience it appearsthere are
myriad audiences(Schubert2000, Davies 1995) about whom little is known.

At the American Association of Museums Director's meeting in 1997, Spock
list
known
included:
a
of
what
not
about
art
gallery
suggested
was
visitors which

* whatvisitorswill do whentheywalk throughthe door
*

what their preferencesare for what they will find in the gallery

*

how they will find what they want

*

whether they want to look at art alone or discussit with others

*

whether they prefer a linear organisation in exhibitions or a more holistic
or global presentation

* whetherthey areconcreteor abstractthinkers
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what kinds of galleriesthey prefer to visit (Spockand Perry 1997)

*

'Just as our knowledge base is substantialand impressive,so is our ignorance
basc' (Spock 1997).

Recentresearchin the field has examineddemographics(Bitgood and Patterson
1993, Ilood 1983) and cxhibition cffcctivcncss (Borun 1999, licin 1999) but
dcspitcthis growing body of work, Smith and Wolf nccdcdto asLI low do people like to look at art and what kind of visiting practices do
they prefer? Do they like to look at many works of art for a brief time
each, or at a few for longer periods? Do they like to discuss works
with others? When they walk into the museum, do they have a plan for
the day or arc they open to the possibilifics that present themselves?
Are they at the museum to learn or to cnjoy themselves? (Smith and
Wolf 1996)

To answerthesequestionsSmith and Wolf undertooka survey of 609 peoplein
the Metropolitan Museum of Art in New York. Evidence showcd that what
visitors said they preferred to do, for example, focus on a few works of art,
contradictedthe observationalwork which showedthat visitors wantcdto seethe
museum,or exhibition, as opposedto the individual work of art (Smith and Wolf
1996).
The visitor gives20 secondsto a Vclasqucz,then 15 to a Goya,then
perhapsa half dozenworks arc passedover with just brief glances,
then maybehalf a minute on an El Grcco.Very few works get a full
minute, and five minutes is rare. At the end of the visit, hundreds,
perhapsthousandsof works have been encountcrcdcutting across
centuriesas well as cultures. Not only does this description of a
typical visitor basedon observationappearto contradictthe survey
findings, it also calls into question some of our more cherished
conceptsof what muscumsmean(Smith andWolf 1996)
Questionsremainingat the cnd of thcir rcscarchincluded:
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*

How can the intense, atcrnporal and aspatial flow experience whilst
looking at a work of

art occur under these circumstances?

(Csikszcntmihalyi1990)
*

Where is the time found for the level of rcflcction necessaryto foster
cognitivc chanSc?(Carr 1991)

*

Is the cffort ncccssaryto cncountcr hundrcds of statcmcntsby mastcr
artists going to be fundamentallyrestorative?(Kaplan ct al 1993, Smith
and Wolf 1996)

Vcrgo (1989) and DiMaggio (1994) arguethat it is necessaryto know a gooddeal
for
little
has
been
the
the
art
galleries
as
yet
about
character
of
audience
more
done to determinethe mental set and expectationof the visitor (Vcrgo 1989).or
the undcrstandingof larger meaning systemsin which artistic participation is
embedded(DiMaggio 1994).

In Britain at the conferenceentitled Turating in the 21'4Century' in June2000,
PeterJcnkinson,then directorof the New Art Gallery, Walsall, said:
One of the beautiesof galleries is that %%v
open the doors and all
thesepeoplecome in and then they leave and very often you don't
know what's happenedin their heartsand in their heads it would
...
be interesting to find out more about who does come through.
Researchinto audiencesis at a very low level so far. I don't think we
want to control thingsbut it would be interestingto do moretracking
(Wade2000)
Thesenew gallcriesarc definitcly not 'off the beatentrack' (Greenberg1996)anddo
not involve specialcfforts in gettingthereon the part of visitors.Ile buildings
themselvesarc very interestingin their mm right, tourist attractionsdesigncdto rcccive
a largenumberof visitors (Moldovcanu1997),yct the ccntral issucof visitors'
7

in
experience thesenew galleries has not been fully questioned(Ueki 1998).Therefore,
it seemedappropriateto focus on thesevenuesfor the purposesof this research.

1.3

Research aims

The main aim of this researchwas to shedlight on the motivation, experienceand
behaviour of family group visitors to UK art galleries that were purposely built
between 1999 and 2002 to celebratethe new millennium. In order to do this, the

researchfirst set out to clarify what 'family' actuallymeansin the contextof the
study. The researchaim was basedon the following:
*

It seemed appropriate to use new build art galleries as early evidence
suggeststhat visitor patternsare changing and that visitor profiles to some
new art galleries are beginning to match the local population more closely
(Davies 1995).

*A

number of new art galleries in the regions in the UK have 'disrupted the
established and recognised cultural map' through offering international
quality contemporary art in the regions to local audiences' (Jenldnson
2002).

*

Evidence suggeststhat little is currently known about the behaviour of this
new audience but that it includes a higher proportion of family group
visitors than the traditional art gallery audience(Oakley 2003).

The main aim of this researchwas to fill a gap identified through the literature of
the complete lack of substantive research into family groups visiting new art
galleries. This research will therefore provide significant insights into the
motivation, experience and behaviour of family group visitors and will provide
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in
field.
knowledge
lack
is
the
there
of
a
currently
solid, empirical evidencewhere
The study will add to knowledge in the field by providing greater understanding
in an area where at presentthere is very little published information. In addition
this study looks at the experience of family visitors to new art galleries that
local
but
'being
to
their
audiences,
programme as
primarily addressed
perceive
through the quality and ambition of projects.... also contributing to national
thinking and debates surrounding contemporary visual arts practice' (Payne
1997). This is significant becausenew U.K. art galleries built in provincial cities
for
important,
showing,
example, modem works
are regionally and nationally
from the Tate Gallery collections in regional partnerships (Pearman 2000).
Evidence suggeststhat curatorial staff in new galleries spenda significant amount
including
family
in
devising
time
to
audience,
groups
strategies engagea wide
of
2000).
Nordgren
(Martin
and
modem and contemporaryart

Specifically, the aims of this researchare:
4k, To clarify what 'family' meansin the context of family group visitors to a
new art gallery
*

To explore the motivations of family group visitors in new art galleries

4 To explore the experienceof family group visitors looking at modem art
in new art galleries
*

To observethe behaviour of family group visitors looking at modem art in
new art galleries

,& To provide evidence about family groups by collecting empirical data
rather than relying on assumptionsabout family group visitors
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1.4

Thesis structure

The thesis is structuredin the following way:
Chapter one introduces the researchand shows the researchcontext, the research

needandthe researchaims.

Chaptertwo begins by exploring current and recent definitions of 'the family' and
goes on to describe how the term family is defined for the purposes of this
research. It reviews the literature concerning research into family visitors in
museumsand art galleries, and explains the significance of family visitor studies
carried out in a variety of settings. A taxonomic survey identifies diverse
into
family group visitors and describes
to
methodological approaches research
the particular featuresof researchinto families in art galleries.

The chapter provides evidence to show that there has been little detailed
investigation into family visitors looking at modem art in new art galleries and
that there is a lack of specific, contextualisedknowledge in this field. Chaptertwo
concludes with the objectives for the research, defined as seven research
hypothesesthat the study intends to test.

Chapter three evaluates existing researchmethods in the field of visitor studies
and explains the chosen approach for this study. The chapter also describesthe
design of the research and shows how case study strategy is appropriate. It
includes discussionof the strengthsand weaknessesof the chosenmethodswithin
the overall case study research strategy and describesthe methods of analysis.
10

The chapter provides a complete and detailed description of the specific steps
taken in collecting data for the study, showing how the methods are used to
investigatethe researchhypothesesoutlined in chaptertwo.

Chapter four presentsthe case study evidence and shows how the analysisof the
data relatesto the systematicrecording of data throughout the study. The methods
used for recording interactions and interviews are shown to be appropriate in
ordering the collected data and significant themes are identified through the
inductive
in
The
theory
of
of
substantive
processes
analysis.
emergence
grounded

the empiricaldatais demonstrated.

Chapter five presents an analysis of the significant findings of the study and
considersthese findings in light of existing researchstudies. Implications of the
study for current theory are discussedand the strengths and limitations of the
study affecting generalisability and validity shown.

The study concludeswith chapter6 which showsthe contribution the researchhas

for ftu-therresearchand
made to theory and method,offers recommendations
discussesthe implications of the study for professionalpractice.
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Chapter 2

Literature Review

The literature review provides a context for the study and demonstrateswhy this
it
is
1993).
Importantly
important
(Rudstam
Newton
timely
and
and
will clarify
research
the relationship between the current study and previous research into family group
visitors in art galleries.

The literature review draws upon and critiques the researchof others in the field of
in
incremental
findings
incorporates
a
cumulative
and
relevant
visitor studies and
process. The literature review draws upon original source material and research
including PhD and Masters' studies. Review articles and secondarysourcesare cited
investigation.
further
light
topic
they
the
shed
under
on
where

The literature review adopts a critical perspectiveand includes researchfrom a variety
of disciplines including psychology, sociology and social policy, education, marketing
field
has
because
traditionally drawn upon
the
studies
of
visitor
and aesthetics
theoretical and methodological models derived outside the field and is gradually being
defined through action researchin relation to theseother disciplines.

At present there are several distinct theoretical approachesto visitor studies; one
purpose of this chapter is to explain these major theoretical stances. Key themes

throughoutthe literaturesearchhavebeen:
*

Locating and analysing methods for studying families from a number of
disciplines.
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Relating these studies to the body of research into families from the field of
visitor studies.
Constructing a theoretical model consistent with what is already known about
family visitors and what the researchproposesto explore.
Applying this model to the particular circumstancesof the exploration in which
family visitors to new art galleries are studied.

This research is about family group visitors to new art galleries built to celebratethe
millennium in the UK. Millennium art gallery buildings are a new phenomenonand
therefore there are few studies relating directly to the topic. Visitor studies itself is a
relatively new phenomenon within museology; for example, the Visitor Studies
Association in the United Statesheld its first annual conferencein 1992, Whilst in the
UK the Visitor Studies Group held its inaugural meeting in November 1998. The
purposeof these organisationsboth in the United Statesand the UK has been to provide
a forum to build a body of knowledge and good practice (Pennington 1999). The
taxonomic survey in section one will show that the amount of researchin the field is
still small, however the literature review provides clarification of what is known in the
field and what strategies have successfully been employed in examining the general
issues.The literature review presentsan overview of family researchfrom a number of
disciplines and showshow a critique of visitor studiesresearchhas informed the general
approachto the current study.

The chapter proceedsto narrow the focus of the literature review, showing how family
visitor studies and art gallery studies have been conducted and how these have
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contributed to the theoretical orientation, methodology and methods for the current
investigation.

The chapteris organisedas follows:
Section one discussesthe definitions of 'family' in relation to the current
researchand the nature of researchinto family group visitors in visitor studies,
providing evidencefrom the researchinto the behaviour of family groups.It also
presents the taxonomic review of research relevant to the current study, and
critiques three especiallyrelevant studies,showing the range and applicability of
methodsused in family visitor research.

Drawing upon the evidence from the taxonomic survey in section one, section
two describesboth qualitative and quantitative researchmethodsused in visitor
studies researchand showswhy and how there has been a shift from quantitative
to qualitative methods in recent researchin the U.K.; primarily as a result of
leading research in visitor studies in the United States. Section two continues
with a general discussion of the changing nature of art galleries, and a specific
discussion of new regional art galleries in the U.K., with their focus on maldng
modem and contemporaryart accessibleto all visitors.

Section three shows how the literature review in section one and the analysisof
previous studies in section two has identified gaps in data relating to family
visitor groups and shows that although art galleries are thought to be
increasingly family leisure destinations,there is a complete lack of evidenceon
the motivations, expectationsand behaviour of family visitors to art galleries in
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the U. K- Section three continues by showing the need for researchinto family
group visitors in new art galleries and concludes by presenting the research
hypothesesfor the current study.

Section I

Definitions of 'family' in relation to the current research

Culturally and socially it is more appropriate to discuss 'families 'rather than 'the
family' becausemuch recent writing on the family in the field of sociology has reflected
in
but
dynamics
family':
'families
'the
the
are
not
changes
politics and
of
are
clear-cut,
highly complex and often confusingly fluid social groups'. (Gittins 1996)

The current researchacknowledgesthat the composition of a family group is extremely
difficult
diversity
family
define
because
to
the
types and the
and
of
growing
of
various
contemporary changes in family formation and dissolution (Flaskey 1995). Indeed,
currently in the UK, the most common type of household is a family without children;
comprising 38% of all households(GeneralHousehold Survey 2000). Nevertheless,this
kamilies
research concentrateson
with children under the age of sixteen, whom the
GeneralHousehold Survey categorisesas dependent.These families currently comprise
31% of households (General Household Survey 2000). Families with dependent

in
families
include
two
parent
which the adultsmay be married,cohabitingor
children
forming stepfamilies and one parent families in which the adult has either divorced or
(increasingly) never married.

The definition of a family used for the purposeof this study is any multi-generational
social group of up to 5-6 people, with children, that comes as a unit to the museum.

This definition is modified from Hein (2001),in that it includes'children' whereashis
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original definition does not, and takes account of the fact that families are not static
structures,but are in a continual processof changeaccording to family type and ethnic
background. It is increasingly clear from this and earlier researchthat the UK General
Household Survey (2000) definition of a family as 'a married or cohabiting couple
living alone or with their children, or a lone-parent with his or her children.' does not
adequatelydescribe the diversity of family types encounteredthroughout researchinto
family visitor groups. Hilke (1989) found, for example, in her study of the Family as a
Learning System, that 50% of visitors to the museums under investigation were in
groups which included at least one child and in which all the group were related by
blood or resided in the samehousehold.Hilke included in the researchany group that
inter-generational
was
with no more than two adults and four children. Her research
found that participating families ranged in size from two to five members.Falk (1991),
investigating the behaviour of family visitors in natural history museumsconcludedthat
least
family
at
a
was
one adult and one child, but no more than four adults and five
children, differing in age in larger groups. Falk's researchmade no effort to identify
kinship, but each group appearedto be related (Falk 1991).

Knowing the composition of the family group is important in visitor studies research
becausea key aspectof family life is the concept of Idnship. This refers to relationships
basedon biological reproduction as well as socially defined relationships (Gelles 1995).
Visitor studies research shows that there are fundamental changes to the concept of
'family' underway within museums, leading to programming for families and other
multigenerational.groups and that family groupsvary significantly in their composition:
grandparentsmay visit with toddlers, divorced and separatedfathers may bring visiting
children, young couples may seek mutual interests, siblings of different ages may
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explore together (Leichter, Hensel and Larson 1989). From existing evidence the
National Association of Social Workers' definition of 'family' as
a group that consists of two or more individuals who define
themselves as a family and who over a period of time assumethose
obligations to one another that are generally considered an essential
component of family systems(Lentell 1998)
comes much closer to the reality of the families under investigation than any definition
that assumesa family consists of two adults married and caring for their own children
(Spear 2000). In addition, various family types preferred by different cultures ftuther

widens the definition of family. For example, 7% of Indian and 10% of
Pakistani/Bangladeshifamilies in the UK live in multi-family households(Commission
for Racial Equality 1999).

Understanding the backgroundsof families also requires complex and subtle concepts
of culture. In a multi-ethnic society, families are often in fact membersof more than one
subgroup(Leichter et al 1989). The diversity of family organisations,and family values
is reflected in surveys showing a wide variety of opinions about what constitutes a
family (Lentell 1998). Families, even those in isolated areas are part of a national
culture, often a media culture, and although this larger culture tends to have a
homogenizing effect on families it also adds further possibilities to the variations that
occur (Leichter et al 1989). Social class, race and ethnicity are major social structural
forces that influence the family (Gelles 1995).

Despite wide variations in family type, recent research in European and American
museumssuggeststhat the family is a social unit that functions in a consistentway in
the museurnenviromnent. It functions in this way becauseof the presenceof children,
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but is not 'children with parentsor relatives as extras' (McManus 1994). Someworking
definitions of family group visitors remove the emphasison kinship within the group,
for example, defining family as a group of people who have a strong and continuing
1989)
(Kropf
Wolins
beyond
that
the
and this would
and
museum
visit
goes
relationship
include 'looked after' children and their carers.

Recognising the diversity in kinds of families, Borun and Dritsas (1997) defined the
family as a multigenerational.group of no more than six people, at least one of whom is
be
family
10.
definition
between
The
5
must
and
of a
an adult and one a child aged
broad enough to encompassa wide variety of types of family. Further, the composition
of the family group will dictate to some extent the reasonsfor visiting and the various
needsof the family group (Borun et al 1996).

In addition, recent researchinto grandparentsshowsthat, just as there is no single
definition of family, there is no single type of grandparent,but a diverserangeincluding
"companionategrandparents'whose relationship with grandchildren is characterisedby
distant
'remote
and
are
geographically
grandparents'
who
closeness,affection and play,
'involved grandparents' who assume parental roles such as disciplining their
grandchildren(Gelles 1995). Sevenfactors influence intergenerationalcontact:distance,
age of grandparentsand grandchildren, gender,marital statusand employment statusof
(1997)
(Aldous
1995).
Moussouri
their
and
children
grandparents
relations with
includes a summary of grandparent studies in her research into family agendasand
family learning in interactive museums.
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In visitor studies research,studying families provides an alternative to concentratingon
individual development (Hein 1991). Families come to museums for social and

entertainmentreasons,but alsoto learn;and they transformthe formal experienceinto
personalactivities basedon family backgroundand mode of interaction(Hein 1991,
Pfrommer2002).A RecentMori poll for Resourcein the UK foundthat eightout of ten
adult visitorswith childrenagedbetween5 and 10 go to art gallerieswith their children
andvisit 'becausethe childrenwantto come' (MORI 2001).

Family groups are typically studied when exhibits are specifically designedwith family
groups in mind or when families make up the majority of visitors (Macdonald 1993)
and evaluating the successof family activities includes defining the target group. For
example, the work of the educationteam at three Tate sites on family activities included
the term 'family' used as a short-handfor small groups of adults and children, where the
adults may be friends, carers,parents,grandparentsor other relatives (Cox et al 2000).

Nevertheless,beyond the studiesmentionedabove, there is little evidenceof the
existenceof accuratebaselinedatain relationto family audiences;for example,there
appearsto be very little recordingof the socialcompositionof visitors,includingfamily
visitor groupstakingplaceandthereforeinformationis scarce(Pfrommer2002).

In any case, numbers of family visitors to museums are not easy to calculate from
surveys, and estimatesthat vary from 33% (Merriman 1989), 46% (McManus 1994),
50% (Hilke 1989), to 75% (Wood 1999) seemto show that although scienceand natural
history museumsare popular with visiting families, the evidence also suggeststhat the
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lower
families
(Falk and Dierking 2000,
is
proportion of
visiting art galleries very much
Saint 2001).

Families and children are most frequently found at children's
museums, followed by zoo, science and technology centers. Fewer
families visit natural history and history museums. At art museums,
families and children are rare. Family groups at science centers for
example, may constitute 80% of all visitors, while at art museumsit is
not uncommon for families to representless than 10% of all visitors
(Falk and Dierking 2000)
Although this figure remains true for older, more traditional art galleries, there is some
family
is
increasing
in
that
the
proportion
group
visitors
new art galleries,
evidence
of
though the research is by no means conclusive (Harris Qualitative 1997, ETC 2001,
Kennedy 2001).

2.1

Taxonomic survey of related visitor research

The literature study identified 50 visitor studiesthat relate directly to the researchtopic.

Thesestudiescontributesignificantlyto the establishmentof the currentresearchand
following
the
approach
and
criteria:
methodological
meet

The studies:
* relatedto eitherfamilies,art galleriesor both
*

employed researchmethodsof investigation that were methodologically sound

4 were carried out by professionalresearchers

4 wereempiricalanddata-focused

In addition to the above general criteria for inclusion in the taxonomy of research
studiesthe following specific criteria were applied:
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The researchmethodswere describedin somedetail
The behaviours,or characteristicsmeasuredby the methods related directly to
either families or art gallery visitors or both

The 50 studies have been organised into a taxonomy which includes studies from
Europe, the United States,Australia and the U.K. Figure 2.1 below documentseach
study, author or commissioning institution, publication date, number of research
methods used and whether the reliability and validity of the methodsused is discussed
in the study. Reliability refers to the consistency of the researchmethod and validity
refers to the accuracy and appropriatenessof the instrument being used. These are
important considerations in the field of visitor studies researchbecausethe essential
trustworthinessof all researchcannotbe guaranteed.This is due to the fact that the body
of research is small, methods have not always been subject to tests by independent
experts and a number of studies use flexible research designs with non-standard
methods of generating qualitative data (Robson 2002). Additionally, many studies are
only written up as reports and journal articles, making the task of assessingthe quality
of the original study even more difficult. These studies do not include information on

methodsand researchpractises,and do not includeaudit trails that would demonstrate
thorough,careful methods.The studiesthat are methodologicallyrigorousand derive
soundconclusionsfrom valid evidenceare distinguishedin the taxonomyfrom those
that areweaker,but of interest.The studiesin yellow arefamily andart gallerystudies,
theyaredistinguishedassuchbecausetheyareof prime importanceto this study.
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2.1.1 Conclusions from the taxonomic survey
It would appear from this study of related research in visitor studies that there is no
common mechanism for collecting information about visitors. Although the studies
often have similar objectives, they take place in different settings with a variety of
researchdesigns,interventions and populations (Fink 1998). The studiesvary in quality,
sample size and methodology, but there appearto be three main trends associatedwith
the study findings and their conclusionswhich are:

1) Evidence from the taxonomic survey suggeststhat researchersare finding it
increasingly valuable to combine behavioural.data with other forms of data in
order to capture and understand the facets of family interaction (Touliatos,
Perlmutter and Strauss1990).

2) It would seem that there is a shift from experimental, quantitative and
psychological research towards naturalistic, qualitative and social research, a
move noted recently in the work of Vom Lehn, Heath and Hindmarsh (2001) in
the LJK and the work of a number of researchersassociatedwith the Institute for
Learning Innovation, Anapolis, Maryland, and the Museum Learning
Collaborative, University of Pittsburg in the United States.This would suggest
that recent researchis beginning to ask what the expectedor desiredoutcomesof
an art gallery experienceare from a visitors' point of view (Worts 2002).

3) Findingsfrom severalstudiessuggestthat family groupvisitors to art galleries
look for opportunities for social interaction, active participation and
entertainment(Hood 1993).Visiting art galleriesappearsto be moreof a mass
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phenomenonthan is often acceptedand as recent evidencefrom the UK suggests

the core audiencewill be the local populationand especiallylocal children
(Davies 1995).

Thrcc researchstudiesidentified in the taxonomicsurveyare of particularvalueto the
presentinvestigation. They were evaluatedagainst the following criteria which asked:
*

Researchdesign internally and externally valid?

* Datasourcesreliableandvalid?
* Researchmethodsappropriate?
*

Analysis meaningful in practical and statistical terms?
Results presented in a cogent -may?

*

Sarnplesize appropriate?

The threestudies;two from the UK and one from the United Statesshowthe strengths
andweaknesses
of currentresearchinto family groupvisitorsin art galleries.The three
studiesare:

1) Adams (1999) 'A Constructivistmodel to facilitate visitor's efforts to
createtheir own meanings',SpeedArt Museum,Louisville, Kentucky,
USA
2) Cox et al. (2000) 'A SharedExperience:A qualitative evaluationof
family activitiesat threeTatesites',UK.
3) Arts About Manchester(1998) "Me and You-An interactiveexhibition
for children', Walsall,UK.
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The three studies,further discussedbelow, demonstratethe rangeof methodsusedin
researchingfamiliesin art gallcriesandthe variability of suchresearch.

2.2

Three studies of families in art galleries

This sectionprovidesan overview and critique of the studiesmentionedabove.The
intention is to illustrate the range of approachesand addressthe strengthsand
weaknesses
associated
a singlestudy.
with usingmultiple researchmethods%Nithin

Study 1 Adams (1999) "A Constructivist model to facilitate visitor's efforts to create

in
by
for
Institute
Innovation
Learning
the
their o%,,
m meanings'%,.
-ascommissioned
1999to explorehow familiesand schoolvisitors madesenseof the interactivegallery.
36 adult and child respondents.Sevendata collectionmethods
The samplesize -*%-as
Nvere
used:
*

witten survey

* focusedobservation
* full gallerytracking
*

personal meaning mapping (see glossary)

* interviews
* children's-.%Titten
reflections
* childrcn's drm%ings

The studyfoundthat:
*

Ile Art Learning Centre attracts and interestsfamilies.

11 It is considcrcda'childrcn's' spacewhich adultsfind enjoyable.
* Parentsconsiderthe spacesafeandinviting
29

Ile studyconcludedthat:
*

The potential for the Art Learning Centre to help families make connectionsto

the permanentcollectionswashigh but mostgallerystaff do not appreciatehow
this happcns.

* The experiencestimulatescreativityand play which enhances
rich andcomplex
learningabout artýparticularlyfor repeatvisitors, but this conceptis not well
undcrstoodby gallcry staff.

Study 2 Cox ct al (2000), 'A Sharcd Experienec: A qualitativc cvaluation of family

activities at three Tate sites' was conductedbetween1997and 2000,to evaluatethe
provisionof family rcsourcesand activitics at thrcc Tatc sitcs: Livcrpool, St lvcs and
Millbank in London.The samplesizev.-asapproximately90 adultrespondents.
Ile objectivesof the research%verc:
* to find out moreaboutthe valueof interactivefamilYactivitiesin art galleries
* to understandhow theseactivitiesaffect familiesexperienceof andengagement
with leamingaboutworksof art
0 to undcrstandhow familics functionas a socialunit in art gallcriesin particular
theTatesites
* to promotestaff development
*

to shareexpertisein orgartisingfamily activities

Data gathering methodswere:

* Shortintervims
* In-dcpthintervicws
* Focusgroups
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41

Observations

Ile conclusionsof the researchwerethat:
*

Loyal visitors are more likely to have a Icarning agendaand Icarning takes place

in a varicty of ways,not alwaysasintcnded
* Peopledo not m.
-antactivitiesto look like what they do at school,they want to
leam without realising it
*

Adults enjoy doing activities with their children and also enjoy learning from

their children

Ile

study suggestedthat the differencesbetween the intcmctivc gallery and the

permanent'non-interactive'collectionwere not alwaysclear to visitors and concluded
that this needsto be exploredfurther.

Study 3 Walsall (1998) Me and You-An interactive exhibition for children', UK
explored the effectivenessof the exhibition in reflecting curatorial and educational
interests;the appropriateness
of collaborativeapproaches
and the role and responseto
the methodsof interpretation.The samplesizewas 131adult respondents.
Collectingdatathrough:

* Questionnaires
*

Tmck-ing

* Observation
* Telephonequestionnaires

The studyconcludcdthat:
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in adultsandartists
* Ile exhibitionraisedexpectationsandstimulatedawareness
aboutchildren.
* T'heproject successfullytmnsccndcdsomesocial and pcrccptualbarricrsto the
useof the art gallery

Methodologicalissuesin the conductof this researchprojectincluded:
*

Practical problems relating to roles and responsibilities during the project

* Communicationdifficultiesbetweenvisitor assistants
andprojectmanagers
throughoutthe project

2.2.1 Discussion and critique of the methods used in the three studies

The section below discussesthe methodsused in the three studiesand goeson to
critiquethe studiesin termsof their overallapplicabilityto the currentstudy.

Que3tionnaire mcthod3 In the three studies

Tle questionnaires
are not supportedwith validity data and a major limitation of the
has
been
between
thefailure
to
the
alidity
evidcnce
examine
relations
responseson
,
questionnaires
andactual beluniour.

The codedresponses
to interviewsarc not demonstrablyreliableas noneof the studies
provide tcst-rctestdata and none providevalidity information.Concernsrclate to the
logisticsandmechanicsof arrangingintcrvic%%,
s, the interviewstrategiesandmethodsof
analysingtextual data.Not enoughinformationis providedto determinethe research
(Schwandt
approachthat informs the method for analysingtranscriptsof intcrvie%vs
2001).
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Observational methods in the three studies

All threestudiesuseobservationalmethodsand it is clearthat for questionsrclatingto
parentalbehaviourand parent-childinteractionsobservationis the preferredmethod.
Informationon the reliability and validity of the observationalmethodsis not provided
in the studies,this is not surprisingbecausethe reliability of observationalstudies
generallyhas not receivedthe sameattentionin Whaviouralscienceliteratureas the
reliability of more traditional studies,and the reliability of obscrvationalmethodsin
The implicationsarc
visitor studiesresearchis not adequatelyexaminedor established.
alarming consideringthat inappropriatemethodologiesmay be used for decision
(Marcoulidcs1989).
makingprocesses

Focus group methods in the three studies
Focus group researchhas been used in advertising since the 1940sbut did not come to
be seenas a legitimate method for gatheringdata in the social sciencesunfil the 1970's.
In art gallery research,the first major appearanceof this method was the large scale
Getty project in the United Statesin 1990. Since that study, the method has been used
increasingly to determine attitudes, knowledge and beliefs amongst art gallery visitors.
Focus group methodology can gather a large amount of data in a short period of time. It
has been used recently by Kom (1998) to determine adult's reactionsto modem art and
by Diamond (1999) %vithchildren to gather feedback on a multimedia exhibit. Crotts
and vom Rekoin (1998) used the technique from a marketing perspectiveto discover the
motivations of visitors to art galleries in rclation to other leisure activities.

Ile reliability and validity of findings are not discussedin the study that usesfocus
group mcthodLPossibletheoreticalgcncmlisafionsarc feasiblefrom the focus group
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databut not empiricalor statisticalgeneralisations,
(Robson2002).Proceduresusedto
selectsamplingunits for focusgroupresearchare not demonstrablyfree from bias,so
the datagatheredis potentiallyinaccurateor misleading(Latham1991).

Ile use of focus groupsin art galleriesis suggestedin theorybuilding, but therearc
in the methodas it is used in art Sallcricsat presentfor the following
%N,
cak-ncsscs
reasons:
* Lack of methodologicalinformationdealingwith focusgroupinterviewsin art
gallerysettings(Braverman1999)
*

Lack of information on protocol for mixed age groups in focus group interviews

Ile evidencefrom thesestudiessuggests
that:
*

Researchinto families in art gallcrics often takes place in a discovery ccntre or

play arca that is designatcdasa 'leaming lab' (Serrcil 1997)
* Ilese 'learninglabs' areconccivedasplaccswhercfamily groupscanengagcin
longerexplorationawayfrom the main galleryspace(White andBarry 1984)
* Researchmethodsdevelopedfor study in theselooselythcmcdactivity ccntres
are not alwaysappropriatefor studiesof more formal exhibitionswith a clear
storylinc (Serrcll 1997).

Although all three studies illustrate robust methodologyoverall, there are areasof
concernMating to all threestudiesthat include:
* Ile useof a largenumberof researchmethods
* Useof methodsthat arenot provento be sound
* Useof methodsthat havebeennewlydeveloped
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* Useof methodsonly once

23

Wider implications from the studies in the taxonomic survey

The 3 studiesdescribedabove have developednew methodologiesto test theory or used
available but unproven methods, paying insufficient attention to criteria that would
support true validity (Touliatos, Perlmutter and Strauss 1990). This is also true of a
number of the other studies in the taxonomic survey and arises primarily from the
in
is
because
investigation
disciplines.
for
This
the
adaptationof methods created
other
in
developed
family
in
frequently
study of
activity
art galleries
relies upon measures
ficids, outside visitor studies.These circumstancespresentmethodological challengesto
the researcher within the field of visitor studies, as there is no widely accepted

for
investigating
family
methodologicalstrategyor set of methods
visitors.As a result,
researchersoften have recourseto methodsdra%vnfrom other ficids, particularly
education, sociology, anthropology and ethnography. Whilst there are certain
because
advantagesto mixed methodresearchdesign,there arc also disadvantages,
different research approachessupport different traditions that cannot easily be
reconciled.Figure 2.2 below showsthe rangeof methodsfrom the taxonomicsurvey
that supportboth experimentalandnaturalistictraditions%vithinvisitor studiesresearch
%vithexamplesof methodsin eachparadigm.
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Experimental paradigm

Example of method

I'Aample (,I,
1) 10

quantitative
atomistic
obiective
laboratory model
experimental
hard
confirmatory
explanation
decontextualised
deterministic
analytic

Z2
F7g
,

survey
single variables
random sampling
pre- post testing
intervention
Clinical trials
treatment
hypothetico-deductive

qualitative
holistic

control group
experiments
quasi-experimental

contextual

theoretically

controlled

subjective
real world
naturalistic
soft
exploratog
understanding

I

responsive
synthetic

If . 41

focus group
case study
interview
observation
discovery
psychodynamic
hermeneutic
content
analysis
participant
observation
field
study
grounded
I theory

Erperimental and Naturalistic research ntethodsIn v1sitorstudies

Eacht)Tc of methodraisesuniqueproblemsandneedsdifferentformsof evaluationfor
from
described
Many
the
a
of
methods
reliability andvalidity.
studies
employ variety
of
both experimental and naturalistic traditions to investigate family activity and
dcmonstratca pragmaticapproachthat uscswhatcvcrmcthodologicalapproachworks
bcst.This is a perfectlyrespectable
researchpositionto take(Cherryholmes1992,Ilowe
1988,Robson2002),however,proceduresusedto collect datamustbe reliableandthe
reasonswhy studiesmay not providereliable evidencefor the purposesof this study
havebeendiscussedabove.

Ile overall literature review suggestsa number of reasonswhy there is a growing
interestin family visitorsto art galleries,but highlightsthe lack of detailedinvestigation
Ioreover,evidencefrom the literatureon family group
presentlybeing undertaken.1ý,
visitors offers broad explanationsderivedfrom a numberof theoreticalpositions,but
little evidencethat thesetheoreticalstancesare the result of empirical investigation.
There is also little evidence that researchstrategiesand methods in empirical
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investigationsare implementedwithin a clearly articulatedconceptualframework.The
in
family
literaturereview suggests
is
interest
there
a numberof reasonswhy
a growing
visitors to art galleries,but highlights the lack of rigorousand detailedinvestigation
presentlybeing undertaken.Ile taxonomicsurveyshowsthat the strengthof visitor
studiesresearchin following andborrowingmethodologyfrom otherdisciplinesis also
its greatestweakness.
The interdisciplinarynatureof visitor studiesmeansthatthereis a
lack of rigour in empirical studies.'Museumvisitor surveysappearto havetoo many
methodologicaldefectsin the eyesof social scientists.Nevertheless,thesedefectsdo
not seemto be acknowledgedin the museumworld' (Ueki 1998).Section2 below
discusses
the implicationsof thesefindingsfor the currentrescarch.

Section2

Quantitative and qualitative researchmethodsin visitor studies

Estimatesof the percentage
of the adult populationvisiting museumsandart gallcricsin
the UK vary between29% and58%.The wide rangeshowshow difficult it is to obtain
reliable statistics and to know whether studies arc comparinglike with like. For
example,althoughoverall visitor figurcs;increased,the averagefigurcs for eachBritish
art gallery and museumsteadilydecreasedbct%%,
ecn 1972and 1988(Schubert2000).
This canbe partly explainedby a rise in the numberof museumsbut may alsoindicate
thata naturalplateauhasbeenreached.
Many largermuseumscould not accommodate
any additionalvisitors
without the whole experienceturning decidedlyunpleasant.Them is
also the possibility that markcting-drivcnchangesmay bring new
audiencesbut that this is achievedat the cost of correspondinglosses
in otherareas.Whateverthe explanation,museumshaveto work ever
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harderto attractvisitors againstthe compaition of a growingnumber
of rival institutions(Schubert2000)

2.4

How quantitative research provides statistical data for background and

context in the current study
In this new phaseof marketingand accessibilityin which galleriesarc consolidating
developmentof cafes, shops and exhibition related activities (Price 2000), it is
important not to lose sight of the need to investigatefamily visitor group visitor
behaviourin the exhibitionspacesin front of the worksof art themselves.

Thereis an importantdistinctionbetweennumberof visits andnumberof visitors.Most
figuresarc basedon total visits recorded,not on actualvisitors,andthis lack
attendance
of detail obscuresimportantfeaturesof attendancepatterns(Loomis 1987).Devisinga
methodologyfor countingrepeatvisitors can reveal how successfulexhibits arc, for
example,correlatinghigh satisfactionrates for family visitors with high repeatvisit
rates(Adams1999).As DavidsonSchustersuggests,therearc importantdifferencesof
approachto countingvisitors,dependingon whatan art gallerywishesto find out.
A cross-sectionalsurvey of the adult population allows the
identificationof visitors,while a surveyof admissionsat the door is a
surveyof visits. The fundamentaldifferencelies in the differencesin
frequencyof attendance.
A visitor who is a frequentattenderis much
more likely to be picked up in a survey within a museumthan an
individual %vhoattends,but infrequently A museumthat wishesto
figure out how many different individualsit is servingand who they
are in demographicterms must carefully account for the fact that
frequentattendcrsarc more likely to appearin audiencesamplesin
(DavidsonSchuster1991).
proportionto their frequencyof attendance
But crudemeasuresof art galleryvisiting %Wlfail to find distinctionsbct%vccn
visitors.
Asking whethera respondenthasvisited in the last year%%ill
produce,asDiMaggiohas
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demonstrated
in his research,a heterogeneous
groupof 40% of visitorssomeof whom
havebeenonce,%Nbile
othersattendeveryweek(DiMaggio 1996).

The former Secretaryof Statefor Culture in the UK, Chris Smith, announcedin the
summerof 2001 that the TateModem hadattracted5.5 million peoplein its first year.
As the IndependentNc%,.,
spapcrpointedout on 27"' July 2001, that was actually 5.5
million visits,by perhaps3 million visitors,but nobodyknows(Carr2001).

Galleriesthat do countvisitorsaswell asvisits build up a pictureof their audience.For
exampleKiasma.Art Galleryin 11clsinki,Finlandýhad330,000visitorsin the first seven
monthsof openingand the samenumberin the secondyear. Researchshowedthat
visitorswerecomingbackfour or five time andthat 35,000youngpeopleunderthe age
of 18visitedwithout a schoolgroup(Martin andNordgrcn2000).

The apparentrise in visitor numbershowever is not necessarilyan indicator of a
wideningaudience.The growthin attendancefiguresto high profile new art galleriesis
not incompatiblewith an overall stability in the profile of the audience.Ile sizeof the
audiencecan increase,eitherthroughnew visitorsor throughincreasesin the frequency
of previousvisitors while the demographicprofile of the audienceremainsthe same
(DavidsonSchuster1991).For example,The EnglishTourist Council(2001)foundthat
typical galleryusersvisit alone,arc on a repeatvisit anda fifth havemadeat leastthree
othervisits to an art gallery(Sogno-Lalloz2000)in the sameyear.
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2.4.1 Evidence from quantitative research on typical and average visitors
A typical visitor to the Metropolitan Museum of Art in New York returns three times a
year (Smith and Wolf 1996). Ilooper-Grccnhill (1999) has shown that art gallcrics tend
to attract more female than male visitors and more highly educatedvisitors. However,
research into visitors to the Pompidou Centre in Paris shows that these visitors are
predominantly male; 62% men compared to 38% womcn. They arc also relatively
young, the averageage is 30 and 74% arc under 35. Visitors to the Pompidou Centre are
primarily Parisian, though a third of visitors are from abroad. Overall the Pompidou
Centre audience is completely atypical of the French population as a whole but most
interestingly it is atypical of the traditional gallery going public. The typical Pompidou
Centre visitor would be a man of 30, living in Paris, working in education, rcscarchor
journalism, having a university qualification and using the library regularly (Ilcinich
1988).

On the other hand,analysisof different sites within the PompidouCentreshowsthat
eachsite hasa distinctaudienceprofile. For example,the audiencefor the art galleryin
generalis older (46-55) upper classor educatedmiddle class,but the profile of the
visitor to the largeexhibitionson the 5afloor is slightly younger(3645) thoughsimilar
in other respects(Heinich 1988).Researchsho%%S
that art galleriesattract the least
democraticaudience(DiMaggio 1996,Bianchi 1999),that mostart galleryvisitorsonly
attendoneor two exhibitionsa yearand thesevisits may not be to the sameart gallery
(Hood 1983).Falk and Dicrking (2000) concludedthat averagesarc a poor way to
by Melton, typical
expressthe demographicsof art gallery visitors because,as sho%vn
andaveragemeandifferentthings:
Ile typical visitor so frequentlycharacterised
in museumperiodicals
is not representative
have
of all museumvisitors,for his characteristics
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always been determined from observations of unrepresentative
in
is
larger
The
the
typical
a
concrete
visitor
visitor
samplesof
group.
the mindsof thosewho usethe concept,whereasthe averagevisitor is
of
an abstractconstruct.The typical visitor is an cxact representation
cvcry museum visitor, or of all museum visitors worthy of
consideration(Mclton 1932).
This is becausepeople in high socioeconomicbracketstend to visit all kinds of
brackets
frequently,
in
low
tend to visit only
socioeconomic
museums
whereaspeople
the mostpopularkindsof museumsandtheseonly rarely.Falk andDierkingsuggestthe
data would be better interpretedto discoverthe type of group that rarely visit an art
gallery, rather than thosethat regularly visit a popular museum(Falk and Dierking
2000).Below is a summaryof cvidcnccfor art galleriesasa family leisuredestination.

2.4.2 Evidence from quantitative research for the art gallery as a family leisure
destination

Ile overwhelmingmajority of visitors to art galleriescomeat %%,
cckcndsandholidays
desire
The
leisure
have
to
time
to
their
an
art
gallcry.
visiting
made
a
choice
spend
and
visit involves matching personaland social interestswith the anticipatedphysical
contextandthe associated
activitiesof the art gallery(Falk andDierking 1992).

Ile decisionto visit (the pre-visit phase)has beendescribedby Moycr (Kawashima
1998)and is the focusof interestin a numberof studieson visitor motivation(flood
1993, Falk-,Moussouriand Coulson 1998).The conceptof the art gallery itself is
changing:it has becomea place for visiting exhibitions,cating, studying,conserving
andrestoringartcfacts,listeningto music,seeingfilms, holdingdiscussions
andmeeting
is
is
in
leisure
(Lumley
1987).
A
time
typically
taken
and
people
visit
a socialoccasion
an opportunityto be %vithfamily and friends.Visitors are free to set their own agenda
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and typically will be on the move all the time, inspecting exhibits casually and on
1997).
for
30
Tout
(Miles
seconds
average
per exhibit
and

A number of reviews of literature in the Icisurc;ficid havc concludedthat social factors
influence leisure through the opportunities they provide. Age, sex, race, educationaland
direct
being
indicators
'socialisation
than
a
probabilitics', rather
cconomic status arc
of
determinant of leisure (Arts Marketing Center 1999).

Frequentvisitorshavespecificinterestsin an art gallery,whereasthosewho visit rarely
bctwccn
last
holiday
People
likely
to
their
sightsecing.
who
visited
visit as part of
are
one and four yearsagohad a non-specificor generalreasonfor goingand rarevisitors
into
for
for
Wright
1987).
(Merriman
the
argues more research
casualreasons
visit
of that audience
characterof the audience,to determinethe mentalsetand expectations
(Wright 1987).If visitoes experiences
are shapedas muchby who they areasby what
the art galleryis like, then the art gallerymay havea much broaderimpacton peoples
lives andpsychesthanis typically acknowledged
(Roberts1997).

Evidence suggeststhat there is a close link- bct%Nccn
attendingvisual art classes,
attending art appreciationclasses,being taken by a parent to an art gallery and
attendance
at an art galleryasan adult(DavidsonSchuster1991).Equally,the evidence
for the relationshipbetweenwealth, educationand art gallery visiting is strong,but
increasinglyresearchpointsto an inexactfit betweenclasspredictorsandactualcultural
participation(Shapiro1990).
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As Obcrhardt(2000) has recentlysuggested,art gallerieshave a lifc within popular
culture that has been widcly misconstruedor misinterpreted.She arguesthat the
appropriationof the imageof the art gallery into the media has little to do with an
intellectual debate about art and more to do with the qualities desircd most by
consumers-status,glamour,success,intelligenceandgoodtastc;her studyis concerned
with new art galleriesthat self-consciouslydcfine themselveswithin a wide ranging
culture,that do not exist in isolationand that do not neglectthe 'other' groupswhose
visit to the art gallerymay be fashionedmoreby pleasureand curiositythana striving
for culturalsalvation(Obcrhardt2000).

Becausevisitors evaluatevalue-for-money,the sacrificeof preciousfree time and the
rc%N-ard
of gratificationgainedwhen they make a decisionto visit an art gallery,they
choosebetweena rangeof competingattractions(Wright 1987).In the UnitedStatesthe
proportionof Americansvisiting art galleriesrosebetween1982and 1992:in particular,
visits rose amongstmen, people aged between 18 and 24 and Affican Americans.
Analysisof thesedata show that the characteristics
of art gallery visitors and thoseof
the generalpublic in the United Statesis closer in some respectsthan previously
thought.However,what visitors prefer to do once they are in the art gallery is still
is
in
(Smith
Wolf
1993).
How
unk-no%%n and
andwhat peopleengagewith art galleries a
function of their motivations,their interestsand their senseof identity, and recent
researchhas focusedon narrativeas a way of explainingthis process(Schaublect al
1998).

Studiesof visitorsto art galleriesshowthat the exhibitionexperienceis hedonic,that is,
it relatesto multi-sensoryand emotiveaspectsof behaviour(IlirschmanandHolbrook
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1983).In an art exhibition setting,visitors respondto different symbolsystemswhich
includethe art object,forms of, %%Tittcn
informationand audioandvisual presentations.
Having no assignedtasks to perform, visitors look for experiencesthat rcflcct their
personalideasof appreciation(Braverman1999).Visitors cometo art gallcricsfor both
knowledgeand entertainmentand theseseeminglydivergentideas,convergingin the
gallery, provide an experienceno other leisure or educationalsetting can provide
(Prentice:ct. al. 1997).Family groupvisitors are attractednot only to the exhibitsbut
also:
the building, its facilities and its setting,no longerjust its contents
alone arc being plannedto entice and enthral. No longer is the
museumalwaysto be considereda serenetemple,isolatedfrom the
world aroundit. The 'desanctification'of the museumcanbe traced
backto the developmentof art gallerieslike the Pompidouin Paris,
conceivedas a building for culture,information,and entertainment.
(Davis 1990).
Thus the -.-arie6esand configurations,of spacescharacteristicof many modem art
leisureand its experiences
to occur.
galleriesenableactivities that are associated%Nith
This changeof cmphasisand perception,suggestsKapplinger(1997)is reflectedin the
diversityandmorerelaxedattitudesof modemart galleryvisitorswho havelost all their
complexesover contact%Nith
art galleriesandart. The fact that moreandmoremembers
of the public mantnot only to buy postcardsof the art works they haveseenbut of the
building itself as a souvenirof their visit, pointsto a changedconceptof the art gallcry.
In recentdecadesmuseumarchitectureitself hasbecomea centralsymbol,representing
the site and the imageof the museum.Today it is not uncommonfor the architecture
ratherthanthe art collectionitself to causethe mediaandthentouriststo travcl beyond
their nationalborders(Kapplingcr1997).
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2.43

Evidence from quantitative research for the characteristics of art gallery

visitors
In theToledoArt MuseumstudyHood(1983)sho%vcd
thatthere= six majorcriteria
by which individualsjudge leisureactivities:
*

Being with people and social interaction

*

Doing something worth while

*

Feeling comfortable and at casein one's surroundings

*

Having a challenge of new experiences

41 Having an opportunity to kam

* Participatingactivcly

Frequentvisitors to the Toledo Art Museum highly valued all six criteria and,
significantly,perceivedthat art gallerieswere placesthat could satisfyall six. For this
group the benefits of art gallery visiting consistentlyoutweigh costs such as time,
money,travel or fatigue.They typically visited art gallerieswhereverthey were and
visiting art gaflcriesin differentcitieswasa high priority (Falk andDicrking 1995).

Sociodcrnographic
differencesset art gallery visitors apart from non-visitors:they arc
better educatedthan non-visitors, have higher incomes, are more likely to be
professional,%NEtc
and female(DavidsonSchuster1991).The singlemost reliableof
in predictingart gallery attendanceis educationalattainment.This
thesecharacteristics
hasbeenshoN%m
to be the casenot only in the United States(DiMaggio 1996)and the
UK (Merriman 1991,Davies 1998)but also in Germany(Graf 1994),France,Poland
and Greece(Bourdieu 1997).Evidencefrom thesestudiessuggeststhat even welleducatedvisitorsfind art difficult andmodemart especiallydifficult.
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Hood (1983) found that peoplewho visited the Tolcdo Art Museumonceor twice a
year were more like non-visitorsthan like frequentvisitors. As children, occasional
visitors wcrc socialiscdinto leisuretime eventsthat cmphasisedactive participation,
socialinteractionandcntcrtairuncnt.I'licir participationin art gallcricsis likely to be an
activity acquiredin adulthoodand onethey arc not completelycomfortablewith. They
dealing
in
in
likely
home
to
they
of
as
a
%%-ay
visit groups
arc not at
are
an art galleryand
with feelingsof beingill at case(Loomis 1999).

Robbinsand Robbins(1980) identified high, moderateand low attendeesat an art
gallery,concludingthat moderateattendeesrepresentthe bestpotentialfor expanding
the audience(Loomis 1999).Occasionalandhardlyevervisitorsreportthattheyfind art
have
had
difficult
decipher.
intimidating,
Because
formidable
to
they
galleries
and
art gallery visiting, they haveno
minimal or no socializationsincechildhoodto%N-ard
experiencein reading the code of objects, languageand symbols. Furthermore,
don't
is
burden
they
to
chooseto assumewhen
a
attempting unravel such a code
engagedin a leisureactivity. TIcse visitors feel it is the art gallery's responsibilityto
expUn itself, on their level, in their terms. Thesevisitors fccl psychologicallyand
physically ill at case, not understandwhy an art gallery intentionally createsa
forbidding and uninviting environment, or why it constructs barriers to their
(Hood 1993).
undcrstanding

For occasionalvisitors a fundamentalrcquircmcntof a satisfyingIcisurccxpericnceis
the opportunityto sharethe experiencewith family and friends.Sharedexperiencemay

46

be the most importantpart of a visit for them and Ilood (1993) found the threemost
highly valuedleisurecriteriaarnongstoccasionalvisitorsarc:
* being%ithpeople
*

participating activcly

11 feeling at casein their surroundings

Hood found that the one or two visits occasionalvisitors makein a yearaccountedfor
half the museum'svisits. Occasionalvisitors are most likely to visit a museumduring
specialexhibitions,museumsponsoredfamily eventsor with out of town guests.Ilood
suggeststhat this group equatesleisure %Nithrelaxationand being %kithfamily and
friends,not with the intenseinvolvementevidencedby a museumenthusiast(Falk and
Dierking 1992). For occasionalvisitors social intcmction provides support in an
unfamiliarenvironmentandvalidatestheir beingin the museumsetting(Gunther1999).

2.5

Evidence from research for family group visitor behaviour

Researchthat is basedon examiningthe visitor ratherthanthe objectin cvaluatingthe
cffectivcnessof an exhibition hasoften developeddescriptionsof categoriesof visitor.
For exampleBicknall and Mann (1994) classifiedvisitors to the ScienceMuseumin
Londonas:
* Experts on the collection, often single, male visitors %Nitha professionalor
leisureinterestin the collectionwho investa lot of time in spccific areasof a
gallcry

ith children age between four and fourteen, these visitors arc a
* Families-%-,
leaming unit and may be either focusedleamcrsand explorersenjoyingtheir
visit or 'doing it for the children' andgettingit overwith assoonaspossible

47

*

Couples-thesevisitors are often older tourists, sophisticatedin their knowledge

of intemationalmuseumcode
*

School visitors

Falk (1991) describedvisitors as:
,& Seriousshoppers-visitorswith a clear senseof what they want to see
*

Window shoppers-visitorswho have come to 'do' the museum

*

Impulse shoppers-visitors who find the exhibits more interesting than they
originally thought and becomemore engagedwith

The use of metaphorical languageto describe the movement and behaviour of visitors
derives from the analysis of tracking studies in art galleries and museums. Other
analogiesto describedifferent types of behaviour can be seenin figure 2.3 below.

Study by
Higgins (1884)
Wolf and Tymitz
(1978)
(Veron and
Lavas er (1989)

Fig Z3

SERIOUS
INTERESTED
VISITORS
VISITORS
observers
students
VIP -very interested cafeteriatype
perso
1 butterflies
1 ants

CASUAL
VISITORS
loungers
nomads
1

grasshoppers

Descriptions of typesof visitors

describedabovederivefrom trackingstudiesin largemuseumsand,
The characteristics
institutions
(1998)
has
large
Hein
as
pointed out,
are the venue for almost all published
behaviour
Patterns
studies.
movement
and
may relate to the number of spaces
visitor
of
that visitors can choosefrom and smaller art galleries with fewer exhibition areasmay
producedifferent tracldng patterns.
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For example a recenttracking study undertakenby postgraduatestudentsfrom Leicester
University (Aidar and Fotiadi 2001) in the Gannan Ryan Collection in the New Art
Gallery, Walsall explored how the galleries of the pennanent collection are used by

visitors.Observations
undertakenin the studyreveal:
*

Visitors follow the walls as a route, neglecting sculptures in the centre of the

gallery
space
,p--Visitors pay more attention to works by famous artists, but only after they have
read the label identifying them as such
*

The further into the collection the more quickly visitors scanworks and the more
quickly they walk

4 As visitors reach the end of their visit they neglect areasof the gallery that are
not on their way to the exit

*A

numberof visitorsobservedonly the architectureof the exhibitionareas

The study by Aidar and Fotiadi observedthe characteristicsof 60 visitors and although
it did not classify visitor behaviour in quite the sameway as the researchquoted above,
their evidenceseemsto support earlier findings.

2.5.1

The behaviour of art novices

The term 'art novice' to describe a category of art gallery visitor was first used in a
study by McDermott-Lewis (1990) to describe visitors who rated themselvesas having
moderateto high interest in art and low to moderateknowledge. The study, which took
place in the Denver Art Museum in 1990 as part of the Getty Center for Education
research,'Insights: Museums, Visitors, Attitudes, Expectations' (1991) concludedthat
art novices clearly shared a number of characteristics.In the visit itself these visitors

looking
for:
were
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,&A pleasantexperience

*A

socialexperience

*A

learning experience

Characteristicsof their looking style included:
*A

reactive stancerather than deliberation
Minimal time spentwith any work of art

*

The searchfor an emotional responseto the work of art

*

Making quick judgements on likes and dislikes

for
The
,&
need personalconnectionswith the work of art
*

The searchfor humanity and the need for common ground

4ý Limited perceptual skills

*

Knowing there is more but protecting what they have

The novice study carried out at Denver Art Museum consistedof sixteen individual and
four group interviews lasting around one and a half hours. The interviews were

transcribedand codedusing a focus group methodthat has beenusedoften sincein
investigating adult art gallery visitors. Focus group method was used during the Denver
Art Museum researchbecausethere was a perception that staff neededto know about
visitors and their experiencesin the art gallery (McDermott-Lewis 1990). More recent

studieshave provideda great deal of rich data on adult attitudesto art using similar
methods, which are particularly suited to gathering data on specific galleries and
specific works of art (Hooper-Greenhill and Moussouri 2002, Kom (2001).

Evidence from these studies suggeststhat visitors come with ill-defined purpose and
with little idea of what purpose would be appropriateto the setting (Kaplan, Bardwell
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and Slakter 1993). The current researchinto family visitors will show whether the term
6novice' can be applied to a family group in the way it can be applied to an individual
adult.

2.5.2

The behaviour of connoisseurs and advanced amateurs

The term 'connoisseur' was first used in 1980 by Wolf and Tyrnitz in their study of
visitors to the Hirshorn Museum in the United States.The term was used to describe
frequent visitors who were regular art gallery goers,with a solid background in art
through previous study or art related activity. An alternative description of this type of
visitor might be 'advanced amateur' or 'committed visitor' (McDermott-Lewis 1990).
This group of visitors rate themselvesas having high to very high knowledge about art.
Connoisseurvisitor's expectationsof an art gallery visit are:
*

To have an enjoyable experience

*

To plan the visit in advance

4 To enjoy good viewing conditions
*

To have a learning experience

*

To have a private experience

The characteristicsof their looking style included:
*

Making cultural connection

*

Intensevisual exploration of the work of art

*

Familiarity with formal descriptive language

*

The importance of emotion

*

Drawing upon personalexperience

*

Tolerating the unfamiliar in a work of art
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The significance of this researchto the current study is twofold:
Firstly it is clear that there will be a good fit betweennovice visiting and family visiting
becauseboth groupssharea number of common characteristicsas shownbelow:
Aspects of the visit
Pleasant experiences
Social experiences
Learning experiences
Looking at art

Novices prefer
Light experiences,not too
much effort
A chanceto do something
with someoneelse
The option to learn in gentle
unstructuredway
To concentrateon the obvious

Families prefer
Fun and excitement
Acting as a social unit
Behaving informally and using
exhibits as entertainment
Undemandingexhibits

Fig 24 Comparison of characteristics of novices andfamily visitors to art galleries
Secondlyit is clear that there is a less good fit between connoisseurvisiting and family
visiting because these two groups do not share common characteristics, as shown

below.

Aspects of the visit
Pleasant experiences
Social experiences
Learning experiences
Looking at art

Connoisseurs prefer
Contemplation
To be unimpededby crowds
and look at art by themselves
Optional educational
opportunities
Seeingnew things and
acquiring new knowledge

Families prefer
Fun and excitement
Acting as a social unit
Behaving informally and using
exhibits as entertainment
Undemandingexhibits

Fig Z5 Comparison of characteristics of connoisseurs andfamily
galleries

visitors to art

Connoisseurvisitors are likely to enjoy looking at a work of art that is interesting to
them or significant or 'mind-stretching', even if they don't like the work of art: for
example,connoisseursare preparedto visit contemporaryart shows,even if they are not
fans of contemporary art 'just to seewhat the real modem stuff is' (McDermott-Lewis
1990) whereas dislike of particular art works, especially modem art, is more likely to
affect family visitors and reducetheir enjoyment of the visit (Cox et al 2000).
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2.6

Evidence from research into the changing nature of art galleries

It would appear that language and metaphor shape the visitor's perception of the art
gallery:
Call a museum a treasure house and people will view its objects as rare and
valuable; call it a place of public education and there is an expectation of an
enhancedcapacity for learning; call it a mausoleum and the objects will appear
irrelevant and out of touch (Oberhardt2001).

However, as art galleries focus more on their audience and increasing their visitor
numbers, more attention has been paid to the needs and motivations of the audience
(Schubert 2000). There is evidence of a perception that art galleries are no longer
mirrors of an elite middle classbut have evolved into sites of mass-activity,involved in
revenue-generation,marketing and fundraising (Schubert2000; Moldoveanu 2000).

This new focus on the audienceand its needshas resultedin a major overhaulof
institutional practice,providing the opportunityto fashion a better fit betweenthe
humanneedsof visitors in their leisuretime andthe purposeandrole of the art gallery
in society(Silverman1995).Evidencefrom surveysof customersatisfactionin the UK
consistently shows that even people not using art galleries recognised the value to
society and that society would be poorer without them (Davies 1995).

In 1991, the Museums Association in the UK published the Museums Charter as a

reminderof the factorsessentialfor 'the creationof a modemand dynamicmuseum
scene' (Museums Association 1991) and in 2002 the Museums Association published
the first edition of its Code of Ethics explicitly referring to the many forms of
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interaction betweenmuseumand society, and a 'relationship which is mediatedthrough
actions and attitudes at individual and institutional level' (MuseumsAssociation 2002).
The statedaim of the MuseumsAssociation was 'to develop new audiencesand deepen
the relationship with existing users 'however specialisedtheir subjects,or remote their
location' demonstratingan institutional responseto governmentpressureto ackowledge
that art galleries exist to serve the public and that they are funded becauseof their
gpositive social, cultural, educational and economic impact" (Museums Association
2002).

In 1993, in the United States, the Government Performance and Results Act raised
expectationsof accountability in outputs such as numbers of participants and outcomes
suchas how the programmesaffectedthe participants (Stapp 1999)and in the sameyear
in the UK the Citizens Charter devised five indicators of performance for service
activities, including museumsand art galleries. Thesewere:
*

amount of service provided

*

the use made of the service
quality or effectiveness

*

cost to the taxpayer and

*

value for money

These five performance indicators from the Local Government Act of 1993 created a
new climate of accountability to the audiencethat has led to curatorial staff in someart
galleries adopting 'family friendly' strategiesin order to broadentheir appeal.This new
approach can be contrasted with evidence from earlier research which found little
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knowledge
being
that
their
or
one
sharing
curators view
of
evidence
overriding goal as
communicatingwith visitors (Wright 1989).

Generalevidenceon the motivations, experienceand behaviour of family group visitors
is usually derived from qualitative evaluation and researchstudies,and the strengthsof
thesetypes of study, comparedto quantitative survey studiesis discussedbelow.

2.7

What quantitative research does not show about family group visitors

Most statistics about the audience for art galleries are drawn from government
commissionedreports or market researchfirms. These organisationsproduce large scale
quantitative reports that obscuredetail at local level (Hooper-Greenhill and Moussouri
2001). Evidence suggeststhat there are very few studies on how specific exhibitions
have been developed and received by visitors. Lack of published researchhas meant

that innovativestudiesare difficult to find and that a body of work opento critical
reviewhasnot becomeestablished.

A key theme in the current study is the behaviour of family group visitors in a new art
gallery. Wright (1989) suggeststhat there is no such thing as a typical visitor and that an
art gallery has to cater for increasingly fragmented publics who want to learn and do
things at different speeds.Recentresearchinto family group visitors suggeststhat social
and interactional organisation,largely unexplored in current studiesof visitor behaviour
can be revealed by examining a series of (video) fragments of people looking, seeing
and inspectingexhibits (Vorn Lehn et al 2001).
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New art galleries are the setting for recreational experiencesand modem art galleries
have to situate themselveswithin the larger context of leisure attractions.Contemporary
art gallery visiting takes place during leisure time, draws upon discretionaryincome and
occurs with an attendant expectation of a pleasurableexperience.These are the same
conditions which describe the contexts of other forms of recreation and amusement
(Stephen 2002). Recent research in visitor studies has accepted the multi-faceted
complexity of real world settings,conducting researchusing methods akin to the early
naturalistic, ethnographicwork carried out by Wolf at the SmithsonianInstitution in the
United Statesin 1978 and 1979 (Hein 1998).Arguing for naturalistic methodsin visitor
studiesLawrence (1991) asked 'how much closer are we likely to get by using further
survey work?' In a fin-ther example Csikszentimihalyi (1990) asked 'what are the
conditions under which an aesthetic experience can take placeT By reading through
transcripts of in-depth interviews with this and similar questions in mind,
Csikszentimihalyi derived categoriesusing the words of the respondentsthemselves,
refining the categories as more material was analysed. Recent initiatives from the
Museum Leaming Collaborative at the University of Pittsburgh in the United States
focus on the ways in which conversationsin art galleries elaborate,enrich and extend
the visitor's experience (Leinhardt, Crowley and Knutson 2002). Drawing upon
researchsuch as this in the United States,ethnographic studies of art gallery visitors
have begun to appear in the UX (Hooper-Greenhill and Moussouri 2001), not least
becauseU.K. researchershave made a point of attending visitor studiesconferencesand
following developmentsin visitor studiesresearchin the United States,where the field
is more developedthan in the U.K.

56

The shift from quantitative to qualitative research methods in visitor

2.8

studies
Evidence suggeststhat very few art galleries attempt to measuretheir cultural impacts
and outcomes. But, as Falk has recently pointed out, it is not possible to understand
by
investigating
bounds
the
temporal
and
physical
of
experiences
solely
within
visitor's
the art gallery (Paris 2002). Instead, he suggestsresearch should focus on home and
community experiences in relation to visitor's understanding. Key features of

meaningfulresearchwouldthereforeinclude:
*

Investigating authentic activities
The use of multiple methodologies

*

The group as the unit of analysis

These characteristics are exemplified in qualitative rather than quantitative research.
Whereasquantitative data provides useableinfonnation that could be applied generally
for the benefit of curators, educationalistsand gallery managers, current qualitative
researchfocuseson the visitor experience.New art galleries are popular destinationsfor
cultural tourism and family gatherings. The growing body of qualitative research
concernedwith visitor's social behaviour offers a sociocultural model for the current
study within which exist a rangeof methodsappropriatefor the current study.

In addition, the use of a variety of researchmethodsin recent qualitative studieshasthe
advantagethat findings are not an artefact of a particular method. Analysis of such
qualitative studies points to the wide variety of methods employed in investigating
family activity, demonstratingthat the studieshave not becomeprisoners of a particular
method or technique. However, there are two disadvantagesof the wide range of
methodsusedwhich are:
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4 The difficulty of interpreting results from multi-method studies
*

Having confidence that methods are used to a professional standard(Robson
2002)

Nevertheless,the review of previous studies has provided a background from which to
make choices about the research strategy and methods within the overall strategy,
bearing in mind the four desideratathat should be considered in studies of family
interaction:
4 Testabletheory
intemction
Recognition
the
context
of
of
natuml
,*
*

Adoption of multiple perspectives

*

Analysis of sequence(Touliatos et al 1990)

Paying attention to thesefour areasis important becausesocial interaction in families is
in
dealt
that
to
need
a systematic
complex, presenting a wide range of problems
with
manner(Bradbury and Fincham 1990).

/The

evidence suggeststhat behavioural conventionsconstrain the type of study carried

in
(Cox
inter-generational
groups
art
galleries
out amongst
et al. 2000) and that
interactive exhibits are often the focus of study (Cox 2000; Hendersonand Watts 2000).
These types of study usually rely on relatively small numbers of respondentsand are
often evaluations of exhibits or curatorial strategiesintended to generateideas, insights
and new perspectives(Ryan 1995). Although meaningful, they do not shed light on the
behaviourof family groupsin art galleries except in interactive galleries.
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Evidence from other researchapproachesto visitor studiesin art galleries are discussed

below:

2.8.1 Evidence from qualitative research for visitors' motivations in visiting art
galleries
Three experiential needsthat art gallery visitors have are:
*

reverential-an experience with something higher, more sacred and out of the
ordinary than home and work are able to supply,

* associational-an
excuseor focusfor a socialoccasionand
*

educational-an opportunity to learn something about the world (Silverman
1995).

Visitors have expectationsof their experiencesthat are based on previous experience,
but
television
radio,
newspaper
and
magazine
articles,
and
word-of-mouth reports,
how
integrate
information
into
has
little
their
visitors
new
about
shown
very
research
existing beliefs and knowledge (Soren et al 1995). However, visitors go to art galleries
for a number of important purposesand experiencesand these constitute the beginning
interaction,
fantasy,
includes
taxonomy
reminiscence,
personal
social
a
of
which
involvement and restoration (Roberts 1997). Art galleries can have a restorativerole in
that they provide an opportunity to be away from the everyday and spendtime in an
interesting and engagingenviromnent(Kaplan et al 1993).

Compared to other activities visiting an art gallery is not clearly defined as either
relaxing or exciting, neither modem nor old fashioned. A major study entitled 'The

Museumandthe CanadianPublic' foundthat the majority of Canadiansconsideredart

59

didn't
inconvenient,
be
but
they
to
something
gallery visiting
valuable and sociable
also
do very often, and educationalrather than entertaining (flooper-Greenhill 1987). More
recent researchhas shownthat visitors want to have fun and relax through a memorable,
informative encounter with art objects and that they do not see art galleries as places
purely of either entertainmentor educationbut a combination of both (Combs 1999).

2.8.2 Evidence from qualitative research for family group visitor experiencesin
art galleries
Extensive focus group research into art gallery visiting has shown that respondents
found their visits meaningful and rewarding, but made individual meaning of their
experience(Getty Center 1990).The most satisfying experiencesthat visitors seekin art
galleries are:
*

object experiences

*

cognitive experiences

*

introspective experiencesand

*

social experiences(Doering 1999).

A number of studies show that there is lack of knowledge about the pattern of visitor
encounterswith an object or exhibition and suggestmore researchneedsto be doneinto
the quality of the visiting experience (Jenkinson 2000). The concept of the visitor
experiencehas only begun to be explored in marketing literature, let alone art gallery
research(McLean 1999). The nature of the visitor experiencecan be describedas:

4 abstract
41

experiencedsubjectively

*

unique
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*

holistic and

* non-utilitarian
These definitions limit the useftdness of conventional market research (Hirschman
1983) although there are also non-aestheticelementswhich influence the reception of a
work of art. Researchinto the social and political processesembeddedin art institutions
has shown that visitors take into account a number of factors other than intrinsic quality
in evaluating their experience,and visitors' responsesinclude:
*

aestheticconsiderations

*

artistic judgements

*

economic perceptions

4 moral judgements
prior knowledge of the work and
*

the social categorywith which the work is associated(Wolff 1981).

Since the early 1980sart galleries have consistently asked 'what do we know about the

do
know
What
their
natureof our audience,
needs?
we
aboutdistraction,simultaneity,
proximity, continuity, schemata and introductionsT (La Villa-Havelin 1989). From
recent research,the answer to this question appearsto be that individuals differ in the
way they construct experiencein art galleries,but three main factors control the visit:

* the worksof art
*

the presentationand

t

* the visitor (SmithandWolf 1996)
However there is a lack of detailed information on the way in which these variables

interrelateto inform the overallvisit.
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Research by Chambers (1990) during the Denver Art Museum Interpretive Project
in
infrequent
the art
the
that
of
objects
meaning
showed
visitors often misapprehend
gallery, in comparison with expert visitors, who are able to identify the cognitive
challengesoffered by the work of art (Beardsley 1981).

Similarly in sciencemuseum studies,Borun.et al.(1993) found that visitors had typical
(Borun,
Lutter
Massey
and
phenomena
misconceptions
about
scientific
and persistent
1993): these intuitive or naive notions are not indicators of developmentalstages,but
held
by
large
are
numbers of adults and children who are otherwise well educated
(Gardner 1990).

Evidence from researchin art and art history in art galleries has recently shown that
non-experts hold widely-shared 'incorrect beliefs' in art and art history also (Borun
2002). These findings indicate that there are differences in the conceptsused to think

aboutart betweenexpertsandnovices
If we don't uncover and explicitly addressvisitor's nalve notions,
filter
be
interpreted
through
a
of pre-existing
exhibits will
be
distorted
the
message
will
exhibit's
or missed
misconceptions
and
(Borun2002)
Hein (2000)hasshownthe needfor learnersto associatenew knowledgewith what is
already known. The importance of prior knowledge is a major factor in mediating the
new experience.If prior knowledge is at odds with the present material learners will
distort the present material, learning something opposed to the exhibits intention, no
matter how well information is presented(Roschelle 1995). In observing parents with
their children Benton (1979) found parents inadvertently misinforming their children
through their own lack of knowledge.
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Hands-on experiencesare popular with families but evidence indicates that through
interactive experiencesparents and children share incorrect information (Kropf and
Wolins 1989). The evidence suggeststhat some parents feel obliged to bring their
children but find the foreign environment of an art gallery difficult to decode and the
(Gunther
1994).
and
unrewarding
experienceunpleasant

Visitors have a wide latitude in selecting their focus of attention and there are always
intended
in
the
than
more
significant
consequences
often
education,
unintended
deal
irony
(Cremin
by
1980),
of
and a good
consequencesand often marked profound
learning takes place at the margins of awareness'those realms in which the explicit
shadesof into the indistinct, the intentional into the incidental and the focal into the
peripheral' (Leichter et al. 1989).

Evidence from researchinto visitors' understandingof art exhibits showsthat responses
require an understandingof the problem being explained (Leinhardt et al. 1998) and
different
have
understandingsof 'the problem' which all
artist, curator and viewer may
need explication (Schauble et al 1998). Cognitive dissonance(Festinger 1957) occurs
fit
information
is
does
not
when a person confronted with an object or piece of
which
into their pre-existing structures. Nfiller (1983) has shown that when the mismatch
occurs most people are tempted to reject the perceived reality and stick to their original
view. This makes it difficult to dislodge people's pre-existing 'common-sense'ideas.In
studying the tensionscausedby conceptualart, Peckham(1996), concludedthat the role
of art was to train people to endure cognitive dissonanceas a necessarypreliminary to
problem perceptionand meaningful innovation:
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Thus, when a viewer is confronted with an art object that does not
immediately fit neatly into her definition of art-as is so often the case
with innovative contemporaryart- the encounterbecomesmeaningful
'not
the
the
to
the
temptation
as
art'
object
reject
viewer resists
when
(Rice 1995)

Soren (1995) found that asking people about their images of the Tate in London, prior
to their visit, revealed conceptions and misconceptions about the art gallery and the
during
both
images
Visitor's
their visit
and
challenged
confirmed
were
collections.
(Soren et al 1995) and evidence suggeststhat unlike curatorial staff in other types of
museums,curatorial staff in new art galleries do not provide one 'explanation' of the art
(Arkio
by
interpretation
for
'an
the
themselves'
they
made
visitors
allow
works, rather
2000). It appearsart gallery professionalsare willing to accept a broad range of visitor
interpretationsof exhibits. Thus if people construct ideas about art that are incorrect by
the standardsof art gallery professionals,'this is deemeda less seriousproblem than if
they form incorrect ideasabout science' (Rice 1995).

'Wondrous and transfonning experiences' (Duncan 1995) are 'liminal'

a term

associated with ritual which can also be applied to art galleries. Anthropologists
developed the term to describe a mode of consciousness'betwixt and between the
(Turner
1977).
The
day
day
to
states
and
spending'
social
of
getting
normal
cultural and
term has strong affinities with the mode of receptivity thought to be most appropriate
before works of art (Duncan 1995).

Turner arguedthat cultural activities like visiting an art exhibition could open a spacein
which individual could step back from their practical concernsand look at themselves
and their world- or at some aspectof it- with different thoughts and feelings. Advocates
of aestheticmuseumsvalue and articulate the liminal qualities of museumspace,whilst
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by and large advocates of educational museums do not (Duncan 1995). New art
galleries have been in the forefront in developing strategiesfor helping visitors forget
the 'so called difficulty of contemporaryart' (Arkio 2000). However, for some, a visit
to an art gallery seems to be 'a preparation for an unseen exam' (Hudson 1999), a
humiliating punishmentinflicted on the visitor (Wright 1989).

Tbrough research at the Art Gallery of Ontario Worts (2002) found that the vast
majority of art gallery visits are unmediated and that 10% attendance at a talk,

workshopor lectureis high.I-Iisevidencealsofoundthat a numberof exhibitswerein a
form which had no significant visitor-based outcomes(Worts 2002). Unlike exhibits in
other types of museums,evidencesuggeststhat often, in art galleries,the decipheringof
the exhibition is left entirely up to the viewer who is provided with no discernable
interpretive framework (Kom 1998).

Particularly in 'the contestedrealm of temporary exhibitions' (Pekarik 2002) where the
spectacularnature of much contemporaryart is evidenced,the use of didactic labels has
been abandonedin favour of 'letting the art speak for itself' becauseof art gallery
educator's frustration with the perceived inadequacyof information in helping visitors
decodemeaning from a work of art. This approach can clearly be seenin the work of
Philip Yenawine, formerly Director of Education at the Museum of Modem Art in New
York and is basedon Housen's theories of cognitive aestheticdevelopment.Yenawine
developed a programme entitled Visual Thinking Strategies (VTS) through which
viewers make their own meaningsfrom art objects, without curatorial information.
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Other research carried out specifically in relation to art galleries includes
Csikszcntmihalya'swork on understandingthe processof interpreting a work of art:
In starting with a group of art museum professionals,who spendtheir
working lives surroundedby art and who have invested much of their
time in the pursuit of works of art, we expectedto discover the various
forms that the aestheticexperiencewould take amongstits most skilled
practitioners. Then, taking this information into account, we
considered how this expert knowledge might be used to raise the
general level of literacy, and hencethe enjoyment that averagepersons
might derive from the development of their latent skills
(Csikszentimihalya 1991)

Csikszentmihalya.startedfrom five assumptionsthat informed his study:
1. Subjective experienceis the key to understandingthe aestheticexperience
2. Most if not all people are able to talk about their experiencesof subjective statesin a
coherentfashion

3. Most coherentwill be thosefor whom the experiences
are a regularoccurrenceand
for whom the awarenessof the experienceis an integral part of their life
4. The responsesof museum professionals are more relevant to understanding the
nature of the aesthetic experiencethan the responsesof visual artists becausethe
artists are creators,not viewers and therefore experienceart very differently from the
normal viewer
5. Letting people talk at length about their experienceswas a better way to determine
the most important components of the aesthetic experience than asking them to
answera questionnaire

The findings of his study seem to suggestthat in order to maximise the aesthetic or
'flow' experience a visitor to an art gallery must concentrate on the object, that
distractions will prevent the experienceand that the art gallery must provide ways for
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this intenseconcentrationto take place. Csikszenmihalyafin-ther suggeststhat there are
three generalcharacteristicsthat produceflow:
*

clear goals and appropriaterules

*

immediate and unambiguousfeedbackand

*

challengesand skills that are well matched

One of the challengesfacing contemporaryart galleries at presentis the tension between
on the one hand attracting new audiences,especially family audiences,and on the other,
continuing to provide challenging and rewarding aesthetic encountersof an essentially
private nature for individual adults. However, contemporary art galleries are complex
and dynamic organisations, presenting themselves in different ways to different
audiences,they are placeswhere:

Scholarscan study, hedonistic tourists can do the blockbuster at speed,
'informed' visitors can regularly tackle the intricacies of the
literate
permanent collection, and computer
schoolchildren can scan
the objects If not quite all things to all people... it is a great deal
...
more multifaceted than is assumed by contemporary mass-culture
theorists (Prior 2003)

Benjamin (1968) explained the broad unpopularity of modem art as a result of the fact

that the 'massesseek distraction' whereas'art demandsconcentrationfrom the
spectator' (Halle 1992).Bourdieu (1969) suggestedthat the working classrequires art to
be practical, an attitude incompatible with the 'detachmentand disinterestednessneeded
to relate to modem art' (Halle 1992). Worts (1998,2002) has argued that modem art
frequently leavesvisitors hostile and frustrated, yet visitors to art galleries are amongst
the most educated of all people. As Heinich (1998) has queried in relation to the
Pompidou Centre in Paris, how are unfamiliar visitors to distinguish between different
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types of modem art exhibit, and if they can, will they be able to develop points of
reference that will serve them on subsequentvisits? It is evident that there is a gap
between the curatorial expectationand the actual audience'sexperience(Heinich 1998,
Ueki 1998). For example, Kom (1998) found that visitors often felt intimidated and
inadequatebecausethey did not understandthe meaning behind a work of modem art,
but that they could attempt to make meaningfrom the work of art if:
*

They could identify an emotion evokedby the work

,& They could identify pictorial elementsin the work
*

They were reminded of a personalexperience

*

They were reminded of other works of art with which they were familiar

To conclude section two a summary of the main findings from researchinto family
visitors to art galleries is shown in figure 2.6 below.
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Finding

Source

Families come for entertainment and social Borun, M. et al. 1995
reasons, but also to learn. They do attend to Falk, J.and Dierking, L. 2000
the exhibit components, often transforming McManus, P. 1994
the formal agenda into personal activities
based on their family background, mode of
interaction, or the adult's parenting and
teaching style.
Families put more emphasis on social Hood, M. 19933
interaction,
active
participation
and
entertainment than they do on opportunities
to learn or do something worthwhile with
their leisure time
Shared participatory
experiences and Leinhardt, G. et al 2000
having fun together have the most Hood, M. 1993
memorable effects on families. Engaging
all family members, providing individual
choices and introducing new conceptsl
including achievable clear tasks have a
positive effect on family visits.
Parents associate spending time in an art Moreno, and Adams, M. 1998
gallery with their children with good Cox, A. 2000
parenting
Interactive, hands-on exhibits are seen by Adams, M 1999
family visitors as part of the whole art Art About Manchester
gallery experience rather than separate or
additional to the permanent collection.
Most family visits are made on weekends Braver an, B. 1988
or admission-free days when the galleries
are more than usually crowded.
Many visitors cite teaching and inspiring Getty Center 1991
their children as a primary motivation for
art gallery visits.
Family groups constitute a major portion of
the weekend art gallery audience.
Overall, children are more predisposed to Harris Qualitative 1997
visiting museums than art galleries (with Farmery, K. 2001
their parents). This is partly because of lack
of experience and understanding, but also
because sorne had had boring experiences
in the past.
Fig 2.6
Summary offindingsfrom family visitor research
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It appearsftorn the evidencesurveyedin section two that there is some convergencein
the findings of these studies,however a true picture does not yet appearas thesestudies
like
not
enoughto eachother to bear comparison.
are

Section three below discusseswhat the studies have so far not been able to show, and
offers a number of hypothesesto test basedon identified gaps in knowledge of family
group visitors to art galleries to date.

Section 3

Identified gaps in visitor studies in research into family group

visitors to art galleries
In traditional art gallery research,very little focus is placed on the quality of visitor
experiences(Worts 2002). By using a traditional approachto feedbackand assessment,
art galleries have tended to find out about audiencescomprised of tourists, the well(Ernst
have
Young
2002).
Visitor
the
and
and
studies
educated
relatively affluent
provided evidence of the need for outcome-basedapproaches(Falk and Dierking 1999),
but much of what has been done in this regard has been quite narrowly focused on
by
that
are prescribed the art gallery (Worts 2002).
concreteeducationalactivities

Typical art gallery evaluations assessthe effectivenessof educational programmes,but

the datafrom thesestudiesdoesnot provideinformationaboutthe lessstructuredvisits
of the majority of the public in the galleries (Downs 1995). Evidence suggeststhat
visiting art galleries is more of a massphenomenonthan is often acceptedand there is a
core audienceof local people, including families, which has implications for the type of
researchthat needsto be carried out, becauseaudienceresearchhas not shedmuch light

on how best to understandthe cultural needsof the community(Worts 2002). The
70

old

in
knowledge
fill
to
of the
a
gap
research
will
employ
present
appropriate methods
motivation, experienceand behaviour of family group visitors to new art galleries.

Evidence from the literature review suggeststhat the majority of studiesare intendedto
As
Moussouri
to
the
the
points
public.
effectiveness
and
services
of
exhibitions
assess
out (1997) in her PhD researchinto families in interactive museums,many studies use
institutions,
by
focusing
hoc
into
insights
the
that
on
agendas
of
procedures
provide
ad
predeterminedcategoriesof visitor experience.But through focusing on one function of
the gallery they may miss various other social and cultural functions (Moussouri 1997).

Lack of research protocols within visitor studies in art galleries has led to research
drawing
disciplines
including
of
ethnography,
studies
upon a wide variety
anthropology,textual, hermeneutic,feminist and psychoanalytic.Methods derived from
semiotic and narrative analysis in cultural and literary studies and discourse and
conversational analysis in communications theory have also been utilised in recent
studies (Denzin and Lincoln 1998). The result has been a plethom of studies using
different methods through which the methodologies are constantly refined but which
lack a unifying theoretical or conceptualbase.

2.9

Evidence of the need for research into new art galleries in the regions in the
UK

Currently in the UK, new art galleries of international quality and scopeare being built
in the regions, redrawing the established and recognised cultural map; focusing
attention on hitherto marginal locations such as Salford, Walsall, Gateshead,Milton
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Keynes and Dundee, and now is an especially exciting time for the visual arts in the
I-J-K-with a wave of new architecturefor the arts coming on stream.(Jenkinson2000).

Professional enthusiasm from within the sector for these new projects has been
profound. Initial visitor numbers would suggest that there is also an enthusiastic
audiencein the regions.Evidence from recent researchalso suggeststhere is a sustained
resurgenceof interest in modem art in the regions, and this has had a particularly
profound effect in regions that have not traditionally had a venue for modem or
contemporary art. The Museums Association (2002) noted that up to the year 2001,
62% of Heritage Lottery Fund grants had been allocated to the 100 most deprived local
authority areas 'thus contributing to improving the quality of cultural life for people
who work and live in those areas' (MuseumsAssociation 2002).

For example, in Walsall the opening of the New Art Gallery had an immediate effect on
both the profile of the arts in the East Midlands and the economic activity of Walsall
town centre. The old Walsall Art Gallery and Museum had averaged40,000 visitors a
year. The New Art Gallery opened in May 2000 with a projected 120,000visitors. In
fact, the gallery had over 210,000 visitors in its first year, 183,000 in its secondyear,
147,000in its third year and 108,000to October in its fourth year (Ward 2003). New
jobs were createdand local shopsreportedlarge increasesin their daily takings (Millard
2001). The development of the New Art Gallery, Walsall, representedan attention to

local detail playedout in a nationalforum becausethe building of the galleryattracted
nationalandinternationalattention.Theawardsthat the gallerybuilding won reflectthis
interest;the RIBA WestMdlands Award,the Galleryof the Year,anda nominationfor
the StirlingPrize.The architects,CarusoSt Johnandthe thendirector,PeterJenkinson,
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in
local
inclusive
the
the
through
people
with
consultation
approached
project
developmentof a public building which the public were invited to regard as their own
(Millard 2001).

Another example comesfrom Gatesheadwhen in 1995Northern Arts 'Case for Capital'
Council
E20
City
to
the
obtain
a
million grant
out
a
exercise
carried
major strategic
with
for Baltic; this successfulbid sat within the case for E250 million of investment in the
cultural infrastructure of the city (Martin and Nordgren 2000). Baltic, a contemporary
in
banks
flour
Tyne
from
huge
the
the
of
river
mill on
art spaceconverted
redundant
a
Newcastle, is a key part of the Gatesheadregenerationscheme.Unlike Walsall, there
for
in
Gateshead
Baltic representsnew
the
to
audience
was no gallery
replace, so
in
like
has
(2000)
As
Hooper-Greenhill
towns
pointed
out,
art
galleries
visitors.
Leicester, Bradford, Kirklees, and Walsall will attract people who are not regular
if
if
is
find
This
there.
true
they
of
relevance
especially
advisory
visitors
something
groups drawn from the local community are established, because 'the process of
negotiation of interests and values itself createsthe new audience' (Hooper-Greenhill
and Moussouri 2001).

Commissionsfor projects generatedby local initiatives such as Walsall and Gateshead
have created buildings with strong architectural images with the aim of attracting
visitors in an increasingly competitive environment (Nacher 1997). The creation of an
audiencefor modem art in the regions is a result on the one hand of gallery directors
restatingthe questions of access,and on the other hand the effect of media impact. For
example,New Art Gallery, Walsall had collected over 4000 press cuttings from around
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the world by the end of 2001; an unprecedentedamount of publicity for a smallish
regional gallery.

Changes in art gallery design beginning in the 1980's have incorporated greater
flexibility and reflect a more consumerfriendly approachappropriatefor masstourism.
The successof the Pompidou Centre in Paris in 1976 has since been emulated on a
modest scalein many Europeantowns and cities throughout the following two decades.
(Moldoveanu 1997). Groups of people whose reading and viewing of art galleries may
be fashioned more by pleasure and curiosity than by a striving for cultural salvation,
prestigeand empowermentcould identify themselveswith the successof the art gallery
(Oberhardt2001). The quotation below relatesto new art galleries in the United States
they (Los Angeles art gallery curators) are usedto creating excitement
and building an audienceof lay people, but not one of them goesin for
cheapthrills to attract people. I think they all believe that an excellent
museum challengesthe visitor, doesn't talk down to them and gives
them peaceful, comfortable placesto absorbtheir experiences(Walsh
2000)
,

but could equallywell describethe way in which somedirectorsof new art galleriesin
but it is alsochallengingand
the UK presentart to their audience:'It is entertainment,
it's serious,deadserious peoplewill appreciatethat' (Martin andNordgren2000).
....

As Stephen Snoddy, then director of Milton Keynes Gallery, has suggested,the
audience for new art galleries reveals the 'eminent portability of sophisticated
contemporaryart' around Britain. 'You just have to show it in the right place'. Snoddy
arguesthat galleries such as Milton Keynes, Baltic and Walsall are benefiting from the
public's interest in contemporaryart as a national, going concern(Millard 2001).
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The developmentof new art galleries in the regions is closely linked to wider strategies
for redevelopmentof some of the most depressedareasin the UK Marketing of these
new civic buildings suggeststhey are often seen as the catalyst for, rather than a
reflection of, urban regeneration (Newhouse 1998, Moldoveanu 2000) and evidence
from researchconductedin the UK suggeststhat a large number of visitors to new art
galleries in the regions visits regularly and lives locally or within the region (Oakley
2003). This is important in relation to the current study becausethe evidenceseemsto
suggestthat the decision to visit an art gallery seemsto be relatively spontaneous.The
majority of family group visitors decide to visit either on the day or in the week of the
visit. This proportion is much higher than for other leisure activities, although visiting
an art gallery is generally seen as an alternative to other leisure attractions, of which
there are a growing number ( Sogno-Lalloz 2000).

But researchinto the audiencefor modem art in thesenew art galleries in the regions is
still at a very low level. Basic tracking studiesand gathering of data remain to be carried
out and until these studiesare undertakenthere is no way of knowing who the audience
is or what they do. The perception amongstdirectors of the new galleries is that 'people
will deal with anything, much more than we allow them to .... and that's really exciting'
(Jenkinson 2000, Martin and Norgdren 2000), however, how people, especially
families, deal with modem art in these new venues is not yet clear. Evidence from
visitor studies researchin Europe, the UK and the United States suggeststhat, faced
with new, unfamiliar art forms those of modest social origin are obliged to acquire
expertise in interpreting them (Zolberg 1992). However, evidence of how this might
happenor even whether it doeshappendoesnot exist, because,as noted earlier, there is
a lack of information and knowledge of family needs and wants which is reflected in
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strategic policies and tactical approachesto developing family audiences(Hrommer
2002).

2.10

The research hypotheses

It is clearthat thereis no theoreticallyinformedfocusin studyingvisitorsto which all
researcherscould subscribe,becausedata is collected in so many different ways that it
is impossible to compare against an initial or formative model (Denzin and Lincoln
1998). As Hudson (1999) has pointed out, most visitor studies are simplistic and
concentrateon easily measurableparametersrather than important effects that are more
difficult to analyse. He suggeststhat a high proportion of visitor studies are useless,
impertinent and a waste of time (Bicknell and Farmelo 1999). In contrast, the present
study has so far carried out an evaluation of the theoretical models and the empirical
evidence available from the relevant publications as outlined in the taxonomic survey
earlier in this chapter. Together with the preliminary investigations outlined in the
methodschapterthis has led to the developmentof the following specific hypothesesfor
testing under the headingsoutlined in the aims of the research;motivation, experience
and behaviour.

Motivation for visiting
Hypothesisone
Researchsuggeststhat art galleries are becoming more aware of their responsibilities
towards their audiencesand gradually beginning to think more deeply about how these
responsibilities might be developed and fulfilled (Hooper-Greenhill 1999). Family
group visitors regard a new art gallery showing contemporary art as a suitable
destination to visit with children
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Hypothesistwo
Recent research suggeststhat audiences find the work of the Young British Artists
(YBAs) unthreateningand potentially enjoyable. 'Even if they hated it, people felt they
could have an opinion because they understood what was going on. Whereas
modernism in the form for example of Carl Andre was seen as obscure or phoney
becauseabstract,the beginningsof post-modernismin the early 1980sbrought with it a
literal, story-telling quality that audiences found accessible' (Nfillard 2001). The
in
has
had
direct
effect
of
modern
art
a
perceived accessibility and popularity
attracting family group visitors to new art galleries.

Hypothesisthree
Research suggeststhat the decision to visit an art gallery seems to be a relatively
spontaneousone. The majority of visitors decide to visit either on the day or in the week
of the visit. This proportion is much higher than for other leisure activities (English
Tourist Council 2001). The decision to visit as a family group was taken on the day
of the visit.

Experience
Hypothesisfour
Evidence from previous researchsuggeststhat visits to art galleries are exhibit driven
therefore more like visits to performing arts events.This has an impact on the length of
the visit in that it is more of an event than a day out at a museumvisit might be (SognoLalloz 2000). Family group visitors 'time budget' (Schofield 1997) their visit in
relation to their motivation for visiting.
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Hypothesisfive
Alongside major structuresin large capital cities there are a profusion of small projects
in the regions, generatedby local initiatives. These new galleries are not centres for
passivecontemplation of a monolithic and definitive culture. Insteadthey have become
sites for individual experience, experimenting with new techniques for knowledge
disseminationand attemptsto break down social boundaries(Nacher 1997).Innovative
and inclusive programming and interpretation in new art galleries will engage a
wide range of family group visitors.

Hypothesissix
Recent researchsuggeststhat some art galleries have 'opened up' their collections to
more people, taking into account the diversity of the population and their social and
cultural profiles (Ueki 1998) and that this is reflected in the more relaxed attitudes of
visitors to modem art galleries (Kapplinger 1997). Family group visitors to new art
galleries expect to enjoy looking at modern art in new art galleries.

Behaviour
Hypothesisseven
Researchthat has been done into family group visitors in museumshas been conducted
almost exclusively in sciencemuseums.We do not know if families behavein quite the
sameway in history or art museumsalthough,judging by their reactionsto traditional
exhibits in science museums it is quite likely they do (McManus 1991). By using
observational methods and interview methods that are established and widely used
in visitor studies research replicable and comparable data will be generated on the
behaviour of family visitor groups in new art galleries.
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2.11

Summary

The literature review has illustrated that a number of traditional visitor studies rely
heavily on methodologiesdevelopedin schools for testing children's understandingof
key conceptsin the physical sciences,mathematicsand history (Borun. 1989). Recently
however, both the art gallery visit as a leisure time experienceand the personalcontext
of the visitors' agendaare being studiedmore frequently (Falk and Dierking 2000, Hein
2001). The literature review adequately explains why there is an interest in family
visitors to art galleries, but also reflects the reasonswhy more studiesare not conducted
in the field. The literature review raises questions about the design of researchstudies
and shows that there are few complete researchstudies in the field upon which to base
the current study. This study aims to contribute to knowledge through the construction
of a researchmethodologythat will adequatelyaddressthe researchhypotheses.Chapter
3 now discussesthe methodological implications of constructingvisitor studiesresearch
and showsthe chosenstrategyfor the study with the methodsusedto gatherand analyse
data on family group visitors to a new art gallery.
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Chapter 3

Research Methodology

Chapter 2 established the foundations of the current study by introducing
relevant researchand examining the differing theoretical approachesto visitor
studies.The purposeof this chapteris to explain the methodsusedto gather and
analysedata according to thesetheoretical approachesin visitor studiesresearch
and discussthe particular stancethe presentresearchadoptswith reasonsfor the
choice. The chapteris organisedin the following way:

Section I discussesthe principal characteristicsof qualitative and quantitative
researchmethods in generaland relatestheseto the literature review of family

visitor studiesandin particularfamily visitor studiesconductedin art galleries.

Section 2 arguesfor the researchstrategy and methods devised for the study,
basedon findings from the literature review and findings from contactsat the
study sites, it highlights the similarities and differences between the research
in
in
those
the current study and
methods used
previous studies and
used
demonstratesthe appropriatenessof the researchmethodology in addressing
the researchhypotheses.

Section 3 shows the research design, research methods and methods of
analysisfor the study.

Figure 3.1 shows the phases of the research and the associated activities
throughout the researchprocess.

80

II>

Phase

Research
methodskey
readem

Asiociated
research PhD%
andmosters

Comprelienaive
Litannue review

Qwditati%e and
quantotive
rewarch

I

Visikir attAcs

I

I

Family groups

Caw sttkly
luWalob

spCoificall Y
firailim in . 11
pllwies

M"v

I

slywifically

rwent researchin
new art galleries

I

Anfilysis of findings of
litmature re%itmv

F
Irwofemioxws
(A(Ttsicis%ith
0%)

Analy*L,%of
fuxEngsfroyn
contacts

Pluiw
3

Findu*s frm
11fia-Mme
review

j

Cootaots with
new ail

I

I
Resewvb Uple
Devising apprcTsrikita
rabearchmethodsand
dataanalysis

Findings from
otwitacts

I

Mt%ýting
tc,;t Aiw

Lýp
Dals andlymis

11

r-Tmdme,
q, syndwsisand conclusions

He 3.1The ResearchProcess

81

Section I

Approaches to Research

From the range of research strategies used in the studies discussedin the
literature review in chapter 2 it is evident that there are a number of possible
approachesto researchingfamily group visitors and no universally accepted
approach within the field. Evidence from the literature review and wider
readings has identified two major perspectivesin research: quantitative and
qualitative, each of which may include a different set of researchmethods
(Cresswell 1998). The two perspectives have traditionally depended on
different ideologies, theories of knowledge and ways of collecting and
analysing data (Gibbs 2001). This section discusses the quantitative and
qualitative methods available to all researchersin the social sciencesand then
focuseson methods used within the field of visitor studies itself. The section
concludes with a discussion showing how some recent research in visitor
studieshas successfullycombinedboth quantitative and qualitative methodsin
the researchdesign.

3.1

What is quantitative research?

Quantitative research, that is, research dealing with quantities, generates
statistics, and statistical methods are particularly useful for looking at
relationships and patterns and expressing such patterns with numbers
(Rudestam.and Newton 1993).Kerlinger (1979) defines statisticsas:
The theory and the method of analysing quantitative data obtained
from samplesin order to study and compare sourcesof variance of
phenomena... to aid in making reliable inferences from empirical
observations.(Kerlinger 1979)
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This model of experimentalresearchis drawn from the naturalsciencesand
uses methods of random sampling and randomisation. In the social sciences
however, experimentalresearchwith human beings (subjects)in laboratoriesis
not the norm for practical and ethical reasons,so quasi-experimentalmethods
are often adopted (Kidder 1981), which do not have the rigour of controlled
experiments, but maintain the argument and logic of experimental research
"Kidder 1981). Whether the research design is experimental or quasi,V"
experimental, the most common strategy in this type of investigation is
comparison between groups (Rudestam and Newton 1993), in which one
group provides baseline information as the control group, whilst the other
group is given the experimental treatment. Studies of this kind generatedata
that is analysed using statistical methods, and although statistics are an

indispensable
tool for scientificinference,therearetwo possibledrawbacksto
take into considerationin designingquantitative research:
*

There is a tendency to overemphasisethe importance of 'statistically
significant' findings

4 The balancebetweencontrol and meaningfulnessis not easyto achieve

It would appear that the characteristicsof quantitative researchdesign can be

describedas:
Control
of the areaof study
-*
*

Studying of a narrow band of behaviour
Manipulation of experimental conditions

*

Dctachmcnt
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*

Objectivity

(Rudestarnand Newton 1993,Robson 2002)
A key method in quantitative researchis the survey; popular becauseit provides
information on the distribution of a wide range of respondentcharacteristicsand
becauseits:

methodsand procedurescan be made visible and accessibleto
professional colleagues,clients or the public audience... so that
the implementation as well as the overall researchdesign can be
assessed(Hakim 1987)

This and other quantitative approachesto gatheringdata for visitor studiesresearchare

below.
discussed

3.2

Quantitative research methods in visitor studies

The implications for using quantitative methodsin visitor studiesresearchare discussed
below, with examplesof studiesshowing the advantagesand disadvantagesof
quantitativc mctliods.

3.2.1 Large scale survey methods
Large scale quantitative surveys into the audience for art galleries include
investigating the class and educational backgrounds of European art gallery
visitors (Bourdieu and Darbel 1997), and probability sampling of American
adults (Davidson Schuster1991).
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Although an early study, Bourdieu's (1968) sociological researchinto art gallery
visitors began to address questions that are still being asked at present. For
example:
*

How does the specific pattern of visiting in one institution relate to more
generalvisiting trends?

*

Does the gallery attract a more or less elite public?

*

Are visitors more or less pleasedwith visits to one institution or another?

The researchprocessBourdieu employed was intended to survey the European
museum going public, its social and educational characteristics,its attitudes to
museums and its artistic preferences, as a process of verification aimed at
confronting a coherentsystemof theoretical propositions.

Bourdieu designeda questionnairethat he piloted in Musee des Beaux Arts in
Lille, France. In the end, of the 53 questionsaskedin the questionnaire,only 14
of the questionswere coded, these 14 questionsbeing the ones that emergedas
containing the most significant explanatory variables. The main survey
establishedfor Bourdieu the fundamental profile of the museum going public
and the significant relationships between their social characteristics and their
attitudes and opinions. Bourdieu. carried out several further surveys that
provided infonnation on:
* the relationship between the duration of the visits declared by visitors and

their actualvisit time, asrecordedby observers
* the frequency of museum visiting and its variation between visitors with

differentsocialcharacteristics
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* the relationship betweenmuseumvisiting and other cultural practices

These results were exhaustively verified by a final survey that filled in gaps in
information and enabled Bourdieu to test the hypotheses arising from the
analysisand interpretation of the original data.

To date, no other studies appear to have replicated the volume of research
undertakenby Bourdieu, but it is possible to extricate elementsof the work and
test for validity. For example, the questionnairescontain a number of questions
which are still regularly askedof art gallery visitors today.

However, although Bourdieu refers to family groups, this was by no meansthe
primary focus of his researchand none of his methodsrelate directly to the study
of family groups in art galleries.

From the evidence it is clear that large scale surveys, using sophisticated
techniques, have established general characteristics of art gallery visitors
(Davidson Schuster 1991), but it is small scale surveys that provide the detail,
though often the methodology and findings are under-reported and remain
within the institution, inaccessibleand unavailable(Hooper-Greenhill 1999).

3.2.2 Smaller scale surveys
Smaller scale surveys, of which there are many more, are comparatively
unsophisticated, and often include only the most basic of demographic

information. Of the 240 surveysthe Museumsand Galleries Commission
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included in their 1995 report entitled By Popular Demand, over half relied on
self-report questionnaireswhich meant there was little or no control over the
sample profile and a surprising number contained arithmetical errors (Davies
1995).The least reliable of all data was visitor numbers:
In order to establish a more accurateestimate of market size and to
analysetrends in detail, a considerableamount of time in this study
was devoted to collecting and rationalising attendancedata. Faced
with staggering inconsistencies in collecting and reporting, it can
based
be
figures
that
attendance
are
only
reluctantly concluded
unless
on ticketed admissions,they should not be regarded in any way as
reliable for forecasts, projections or performance criteria. (Davies
1995)

One way of attempting to generalize from small studies is to generatelarge
numbersby aggregatingthe results of severalstudiesas shownbelow.

3.2.3 Meta-analysis
Aggregating the results of several studies is typical of an approachto audience

researchthat attemptsto providean integratedstudyof researchresults(Robson
2002); for example the work of DiMaggio in the United Statesin 1977 and in
1996. The National ResearchCenter for the Arts carried out a number of large
scale studies into public opinion and attitudes towards the arts in the United
States(NRCA 1975,1981,1984,1988). The National Endowment for the Arts,
which supports the arts in the United States,commissioned a series of nationwide surveys and researchprojects between 1982 and 1992 to analysenational

data(w%v-%v.
arts.&ov)

In Canada, a large scale detailed survey of the public's use of museumswas
conducted by the Canadian government prior to implementing a national
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in
includes
Britain
(Dixon
1974).
Recent
a
museum strategy
research
et al
discover
interviewed
4,461
by
MORI
their museum and
to
of
adults
survey
gallery going habits (Resource 2001) and in 1992 a more general survey
involving 12,000 householdsinvestigated day visits in Britain (Department of
National Heritage 1992).

In the UK, 'By Popular Demand' an overview of omnibus surveysand sampling
for
into
art
gallery
was
carried
out
visiting
of smaller scalesurveys
museumand
the Museums and Galleries Commission (Davies 1995) and the Arts Council
commissioneda report into children as an audiencefor museumsand galleries in
1997 (Harris Qualitative 1997). The aim of all these studies has been to
understandthe general profile of both visitors and non-visitors and typically
include data on demographics,reasonsfor visiting or not visiting and frequency

of visits.

Thesestudieshave establishedthat there is a large audiencefor museumsand art
but
estimatesof numbers of visits vary considerably and there are no
galleries,
reliable figures on the proportions of people visiting art galleries. Similarly,
there are no reliable figures for the number of visits to art galleries comparedto
the number of visitors to art galleries as shown below.

The Omnibus Arts Survey for the Arts Council in the UK estimatedin 1991that
32% of British adults were museum visitors and 18% art gallery visitors
(Hooper-Greenhill 1994). On the other hand The English Tourism Council's
I

annual 'Sightseeing in the UK' report shows that admissionsto British tourist
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by
(including
in
1.2%
1999,
but
the
museum
attractions rose
visitors
number of
art gallery visitors) fell by 1%.(ETC 2001). However, recent visitor figures
in
increase
from
UK
23.7
17
to
the
museums
show an
national
million visits
1999to 28.4 million in 2000 (Departmentof Culture, Media and Sport 2001).

Overviews of British researchinto museum marketing and statistical literature
include the work of Middleton (1991), Merriman (1991), Hooper-Greenhill
(1995) and Kawashima (1998) and analysis of the statistical data provided by

theselargescalesurveysprovidesan historicaland contextualbackdropfor the
current investigation.

The technique of meta-analysisrelies on the availability of published sources
and also relies on the quality of the data contained within the relevant studies
which is not always trustworthy, nevertheless large scale surveys, using
sophisticatedtechniques,have establishedgeneral characteristicsof art gallery
visitors (Davidson Schuster1991,Davies 1995).

The methods discussed above contrast significantly with the trend in social
science research that qualitative research represents.The following section
discussesthe more naturalistic 'real-time' measuresusedto gather and analyse
qualitative data in qualitative researchand gives specific examplesfrom visitor
studiesin the literature survey.
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What is qualitative research?

3.3

Traditional social science research is increasingly being challenged by
flexible
in
be
that
to
and
spontaneous
methods
allow researchers
more
exploring phenomenain their natural environment (Guba and Lincoln 1994).

Evidence from the literature review in chapter 2 supports the view that
in-depth
seeldng
rich,
understanding of
a psychologically
researchers are
individuals that cannot be achieved through experimental and quasiinclude
(Searight
1990).
Alternative
the
approaches
experimental methods
hermeneutic, phenomenological, naturalistic, experiential and dialectical
representstrategiesthat come under the general label of qualitative researclL
Theseapproachessharethree assumptions:
*A

holistic view that seeksto understandphenomenain their entirety in
order to develop a completeunderstanding

*

An inductive approach that begins with specific observations and
moves towards the development of general patterns as the research
progresses

*

Naturalistic enquiry that seeks to understand phenomena in their
natural enviromnent (Patton 1990)

The distinctivenessof qualitative research,in contrast to quantitative research,
lies in the way in which theory emergesfrom data in an inductive processas
opposedto a traditional deductive processin which the emphasisis on precise
measurement and control of extraneous sources of error (Rudestarn and
Newton 1993).
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3.4

Qualitative research methods in visitor studies

Evidence suggeststhat qualitative studies into visitors to art galleries vary in
their focus and approach (Hooper-Greenhill 2000). In 1995, Davies noted a
in
in
be
United
Kingdom
the
to
experimental
visitor
novel or
reluctance
research.Since then, more qualitative and experimental researchhas emerged,

often basedon initiatives from the United Statesand Canadaand innovative
researchfrom North America has informed a number of recent studies in the
UK- For example, Moussouri (1997) draws upon the sociocultural researchof
Falk and Dierking (1992); Vom Lehn and Heath in studiesat the Victoria and
Albert Museum, London, (2002) reflect the current desire in visitor studiesto
understandthe social context of perception, but in general there is a lack of
documentedresearchinto art gallery visitors on which to build. This is because
much evidence of development and evaluation is under-recorded (HooperGreenhill 1999) and remains within the commissioning institution. Thesetypes

of studiestend to be small scaleandto addressparticularissuesof concernto
the gallery in question (Adams 1999,Cox et al. 2000).

Generalising from the results of small-scale in-depth qualitative studies is

difficult becausethe number of subjectsis small. However the evidence
suggeststhat the studies have certain themesand certain methods in common.
Below are some examplesof the type of qualitative researchthat has a bearing
on the current investigation including large and small-scalestudies.
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3.4.1 Focus group methods
One large-scale study of relevance to the current study is the qualitative focus
group work undertaken by the Getty Center in Los Angeles which relied
primarily on focus group research.At the time this researchwas carried out,
focus group methodology was regularly used in market and consumerresearch,
but representeda relatively new technique for art galleries. Eleven art galleries
acrossthe United Statestook part in the project that had three primary aims:
4 to identify staff expectationsand impressionsof public expectationsabout art
galleries
* to evaluatepublic expectationsabout art galleries and comparethem to actual
experiences
* to explore educationalinsights of visitors and non-visitors of art galleries

The reasons for using focus groups as a qualitative research technique were
twofold. Firstly, it was hoped that focus groups would provide insights into
behaviour
focus
attitudes,
and
and
secondly,
visitors'
perceptions
groups were
intended to provide a catalyst for communication amongstthe observersof the
group. The hypothesiswas that by observing the public discussingtheir insights
after an art gallery visit, professionalswould develop a clearer understandingof
the role of educationin art galleries.

Since this study first appeared, focus group research has become more
establishedas either a primary method in visitor studies,or as one of a range of
methods in multi-method studies (Braverman 1999, Kom 1998). However,
although information about family visits to art galleries resulted from the Getty
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Center research,the methods were primarily developed for use with individual
adults and information about families therefore was not derived directly from
observing or interviewing families, but indirectly through the focus group

discussions.

Nevertheless, the overall structure of the research and the multi-method
approach within the researchstrategy has informed the current study through
focusing on visitor's experienceof the art gallery and works of art within it. The
Getty research pointed the way towards high quality qualitative researchinto
visitor's experiences with works of art. Below, two important qualitative
methods of gathering empirical data that are frequently used in visitor studies
researchare discussed,showing the problems associatedwith analysingthis type
of qualitative data.

3.4.2 Observational methods in studying family visitor groups
There are many questions related to family behaviour and parent-child
interactions where observation is the preferred method (Lytton 1971), but
observationalmethodscontinue to be rare for two reasons:
*

The approachrequiresmore knowledge than other methods
A considerableinvestmentin time and training is neededin observation
and coding data

Another potential problem with observationalmethods relates to stability and
instability of observed behaviour. It is commonly assumedthat behavioural
observation provides a typical sample of behaviour, but the sample of
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behaviour may not be representative.In general, the larger the sample of
behaviour, the more representative and accurate the sample of behaviour
becomes(Holden and Edwards 1989). Systematicstudiesof observationaldata
on parent-child interactions have found that the more observations are
combined, the more stability of behaviour increased(Touliatos et al 1990).

Observing visitors as a method in visitor studies research has its origins in
anthropological and ethnographicinvestigations and tracking studies have the
great advantagethat they can be administered unobtrusively. Visitors may be
entirely unawarethat they are being observed,though ethics demandthat there
be a sign somewhere prominent drawing visitors' attention to the fact that
there is a study taldng place.

Observing visitors usually involves an initial study to establish visitor
behaviours that relate to the area of investigation, for example learning
behaviours in front of the exhibit but not behaviour related to housekeeping
logistics (Borun 2002). The list of visitor bchaviours is then refined and often
coded. The next step is to establish that the behaviours are indicators of the
expectedoutcome. Direct observationalso includes the need to develop a set
of observation methods that can accurately record the behaviours under
investigation. Thesemeasuresinclude:
latency-how long before the behaviour occurs for the first time
* frequency-thenumber of occurrencesof a behaviour per unit of time
duration-the length of time of a single occurrenceof the behaviour pattern
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4 intensity-a graded measure of behaviour. For example 'speed' might
include, slow walk, fast walk, run (Diamond 1999)

Behavioural. categories need to be defined carefully so that the method is
reliable and Diamond has suggestedsix guidelines for ensuring reliability in
observationaldata gatheringin an art gallery setting:
4ý Ensure the observeris in a similar condition each time the observationsare

made
* Don't let too muchtime passbetweenobservations
* Ensure the behaviour categoriesare clear and unambiguousand ensurethe
codesare always the same
* Transcribeany raw data as soon after the observationas possible
* Keep the recording method identical on eachoccasion
* Ensure the observermaintains a consistentappearancethroughout the study
(Diamond 1999)

Investigators usually conduct a series of preliminary observations during
which all behaviours are recorded. These can be compared to lists of
behaviours published in previous studies and a protocol developed
accordingly.

3.4.3 Using video in observational method studies
There is a long-standing interest in using video recording for the observational
study of visitor behaviour (Vom Lehn et al 2002). Since Shettel's early work

(1968)in filming visitors looking at exhibits,researchers
haveusedvideo to
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record visitors' navigation paths and patterns of behaviour (Falk 1991,
McManus 1994, Phillips 1995). The use of video technology principally
replaces an in-situ observer with a camera and the great advantageof this
method is the facility for the researcherto repeatedly view events away from
the researchsite.

Video recording captures, in real-time, visitor behaviour as it arises in a
naturalistic setting. Details and patterns appear through intense and repeated
scrutiny of the tapes which, as raw material, can be analysedby the research
community in order to judge the reliability of findings basedon the video data.
Despite its potential as a researchtool, collecting video data remainsrelatively
unexplored within visitor studiesfor three reasons:
*

The technical problems associated with obtaining good quality
recordings in art gallery and museum settings (Phillips 1995, Vom
Lehn et al 2001)

*

The analysis of video data is extremely time consuming (McManus
1998,Allen 2002)

Visitors react to the cameraand their behaviourbecomesunnatural
(Smith and Wolf 1996)

In relation to the last point above, Borun and her colleagues(1997) audio and
videotapedparentsand children at the Franklin Institute in the United Statesas
part of a family learning project, but if a family realized they were being

observedthe observationwas endedby the researcherand deletedfrom the
samplebecausethe observationwas consideredcorrupted (Borun et al 1997).
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Observation is an interactive, inductive process that researcherscan use to
build explanationsof social behaviour from what they observe(Veal 1992). It
is essentially a simple researchmethod but it requires precision, painstaldng
attention to detail and patience. The need to document events and activities
whilst remaining unobtrusive is a common research problem, described in
detail by Vorn Lehn (2002), Diamond (1999) and Moussouri (1997).

Very few visitor studiesrely entirely on observationalone,however,because
the interpretation of observablevisitor behaviour will only be conjecture and
surmise without any corroborative evidence. Studies will often include
interviews in order to triangulate the empirical evidence and increase the
validity of the findings.

3.4.4 Interview methods in studying family visitor groups
One of the most important sourcesof information in qualitative researchis the
interview, which can take a number of forms, including open ended,focused,
or survey. Qualitative data is a source of well-grounded, rich description that
preserves the chronological flow from which firuitftd explanations can be
derived (Nfiles and Huberman 1994). The key characteristicsand benefits of
eachtype of interview method are shownbelow.
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Interview
form

Strengths

Weaknesses

Use when

open-ended

key respondents
can be asked
about facts and
opinions
responsesmay
form basisof
further inquiry

over reliance
on key
witness
evidence

respondents
insights into the
matter are of value

focused

questionsare
derived from
casesstudy
protocol
lesstime
consumingthan
open ended
provides
statistical
information
through sampling

very easyto
ask leading
questions
questions
needto be
worded very
careffilly
hasto
carefully
analysed
statistically

corroborating
certain facts which
seemto be
established

survey

testing one type of
evidenceagainst
another

Characteristics and benefits of types of interview (source Loomis 1987,
Fig 3.2
Diamond 1999)

The recorded interview method has high fidelity but low structure (Rudestam
and Newton 1993), but the use of a tape recorder to record interviews along

with the use of a journal to record impressions,reactionsand significant events
increasesthe reliability and validity of the data gathered.

In general experienced researcherstend to err on the side of brevity in
constructing interview protocols (Loomis 1987). Within visitor studies there is
a consensual view that the longer it looks like it will take, the fewer people
will choose to respond (Diamond 1999, Simmonds 2002). Hein (1998) points

out that the terms questionnaireand interview are often used interchangeably
by art gallery staff undertaking visitor studies. Hein defines anything requiring
a written response as a questionnaire and any method requiring a verbal
response an interview. Not all researchers follow this distinction however. For

example, Macdonald (1993) devised a questionnairewhich was administered
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as an interview with 42 family groups. The first questions were deliberately
open endedas a meansof generatingvisitor's accountsof their visit. McManus
and Peirson Jones (1993) also ignored Hein's distinction in their survey of
visitors' reactions to the interactive video programme in Gallery 33,
Birmingham Museum and Art Gallery. Interviews may be usedto obtain some
of the samekinds of information as questionnaires:
and interviews may have the addedadvantageof allowing intensive
questioning on some topics and opportunities for clarification of
questionsand responses.As in the caseof questionnaires,the more
structured the interview in advance, the more likely you are to
obtain interpretableresults (Anderson 1999)
Interviewing addressesthe research questions directly and is particularly
useful for exploratory or previously undocumentedwork (Yin 1989,Anderson

1999).
The particular form the interview questions should take often becomes
apparentfrom observationaldata results.For example, visitor observationat an
exhibition in the ScienceMuseum in London on DNA fingerprinting showed
'dead' space, places where visitors did not invest their time or attention
(Bicknall 1999). Which parts of the exhibition attracted most visitors and
least
from
be
could
which
established
analysis of the tracking data; why that
should be so was developed further in a questionnaire. The survey
questionnaire asked visitors what they liked most and what they liked least
from the elements of the exhibition. Evidence from Macdonald's research

indicatedthat the most popular aspectsof the exhibition seemedto be the
unusual,the familiar, personalfeaturesand interactive exhibits.
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Interviews can be usedto establishthe focus of a study (Borun et al. 1995) and
to establish differences between types of visitors and their preferences.For
example, Kom (1995) found that visitors who frequent certain types of
institution expect certain kinds of interpretative strategy.

Whatever the evidencebeing sought, interviewing visitors in art galleries is a
skill that needsto be learned.Interviewers need to ask the right questionsand
listen carefully to the answers.Although there is general agreementamongst

that interviewsarea very effectiveway of finding out whatvisitors
researchers
think and feel, there is no consensuswhatever about the ways in which this
data can be correlated, what exactly constitutes a good question or what it is
that visitors are actually saying.

Interviews that take a constructivist view of the interaction betweenthe visitor
and the exhibits can be the most diffuse of all and the most difficult to analyse
(Hein 1998). An example of this occurs in Russell's study of three interactive
in
centres which adults and children were asked open questionsabout features
just
had
the
they
exhibition
of
visited:
As they completed their interaction, visitors were approachedand
asked whether they were willing to answer some questions about
what they thought the exhibit was about, what happened,how it
worked and whether they thought it might be improved. This
friendly, informal and open-endedapproachwas adaptedto the age
of the visitor. Almost invariably visitors were willing to respond,
perhapsbecausethis was in keeping with the spirit of participation
around them. Feedback from visitors led to suggestions for
improvementsof exhibits (Russell 1995)
Naturalistic interviews that ask visitors questions about their opinions and

beliefs are far lessreliable than interviewsdesignedto elicit infonnationon
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factual matters. Three significant problems common to all semi-structuredand

interviews
arethat:
unstructured
*

memories of the visit are partial and visitors cannot always remember
what they havejust seen

*

visitors often struggleto articulate the conceptsand ideasthe exhibition

is about
*

visitors are eager to please and will offer answers they think the
interviewer expectsto hear.

Conducting interviews with family groups involves developing a particular
family
differing
to
take
the
needs
of
account of
members. For
protocol
example Moussouri (1997), investigatedfamily visitors to interactive exhibits,
and drafted separatequestionsfor children and adults, although the family was
interviewed together. As part of the same research, Moussouri encouraged
younger children to make drawings of their visit as the interview took place.
The interviews were recorded and later transcribed; the shortest family
interview took 5 minutes, the longest 14 minutes. Below the difficulties with
devising interviews that are suitable for a whole family are discussed:
families a quiz. But what information should we
just
give
.......
test? Individual family membersmay attend to different aspects
of an exhibit. The family as a whole may attend to only part of
the exhibit. It is clear that a family experienceat an exhibit has
both more and less learning potential than a test of knowledge of
the exhibit's factual content would reveal. Thus if we want to
find out what families learn at an exhibit, it is important to
develop a means of testing group learning and not just test the
acquisition of exhibit-based information. We also need to find a
way to assess the connections people make to their prior
knowledge, which the museum exhibit provides the occasion for
sharing with other membersof the family (Borun, Cleghorn and
Garfield 1995).
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Borun (1998), recognising that adults often speak for their children and
dominate the session, conducted interviews with families by asking the
family
inviting
in
family
first
the
members
older
child
questions
and
youngest
to contribute afterwards.

3.5

Analysis of qualitative data

Multiple methods are often used in visitor studies research because of the
complexity of studying visitors, especially visitors in groups.A single method is
unlikely to produce all the evidence necessaryto understandthe subject under
investigation (Bitgood 1999), but each qualitative research method produces
problems for analysisas shownbelow.

3.5.1 Analysis of observational data
Evidence from the studiesdiscussedin chapter2 showsthat coding categoriesof
focusing
behaviour
despite
on similar themes, which affects
varied
observable
the analysis of the data. In visitor studies research,there are no standardised
in
by
that
similar
ways
all observers.Early video
are used
measurementsystems
by
(1991)
family
behaviour
descriptions
Falk
of
of
visitor
yielded
observations

attentionto exhibits, setting,own social group and other peoplegatheredby
recording visitors' principal focus of attention every five seconds. In 1994,
Borun coded data from family group visits, transcribing video data into thirteen
behavioural categories relating to orientation, conversation, looking and nonexhibit behaviour, counting each behaviour as it occurred. Evidence from these
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(Borun
1994),
that
suggests
certain
studies
characteristicssuch as co-operation
predictable and orderly activity (Falk 1991) and inter-generational exploration
(Hilke 1989) have been establishedthrough a number of studies, despite the
diversity of data analysis. However, the consistency,stability and reliability of
measurementsof observationin all visitor studiesresearchcan be questionedon
the basisthat they have not been systematicallytested.

3.5.2 Analysis of interview and conversation data
The taxonomic survey in chapter 2 showed that quantitative experimental
methods used to produce 'hard' scientific data in visitor studies researchhave
gradually been replaced by 'softer' methods that pay attention to visitors' talk

and visitors' accounts.In someareasof visitor studies,naturalisticdata,often
obtained by open-endedinterviews, has replaced older style survey data. In the
United States, an early interest in naturalistic styles of evaluation in visitor
studiescan be seenin the work of Wolf and Tymitz (1981), and Falk (1991). In
the UK, iterative, interactive research based on interpretive sociology
(MacManus 1989, Silverstone 1989, Macdonald 1993) attempted to derive a
methodology that involved an open-ended design and avoidance of pre-set
o ec ves (Lawrence 1991). More recent researchin both the UK (Moussouri
1997, Vom Lehn at al 2001) and the United States(Leinhardt et al 2002, Allen
2002) has focused on the analysis of discoursein relation to visitors' interaction
with others at an exhibit (Vom Lehn 2002).

Discourse analysis is difficult and analysing visitors' conversations as they
move through an exhibition particularly complex. Gathering data presents
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logistical difficulties, but interpreting the data is especially challenging for the
do.
Through
because
the
that
say
and
of
variables
affect what visitors
researcher
in
San
Francisco
Exploratorium
family
to
the
group visitors
a recent study of
Allen (2002) has identified three reasons why it is difficult to draw robust
conclusions:
4 Visitor variables
*

Exhibition variables

*

Individual exhibit variables

Coding and transcribing data from open-ended interviews and naturalistic
dialogue is laborious and time consuming (Hein 2003). Evidence suggeststhat
the quality and accuracy of the transcripts can be disappointing as they depend
to a very large degree on transcribers being familiar with the purpose of the
key
is
(Allen
2002).
Coding
investigation
the
a
exhibition under
study and
first
data
it
the
the
to
represents
steps towards
and
process as serves organize
literature
1994).
From
data
Burgess
(Bryman
the
the
survey,
and
conceptualising
it is evident that there are a number of approachesto coding and the evidence
different
individual
term
to
the
that
studies
refers
procedures.
within
suggests
This is an important point becauseboth the quality and the method of coding
influence the eventual quality of the analysis.Coding categorisesqualitative talk
in
field
into
be
Researchers
it
data
the
that
turns
of visitor
can
analysed.
and
studiesoften use computer programmessuch as NUD*lST or Ethnographat this
stageto help in the processof detecting patterns.Both programmesand others
that are available are used for qualitative analysis, influenced by the grounded
theory approach (Glaser and Strauss1967). Examples of analysis of data using
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NUD*IST in recent UK visitor studies include Moussouri (1997) and HooperGreenhill et al (2001).

From the evidence above it is clear that researchin the field of visitor studies
is still in the early stages of development (Falk and Storksdieck 2002).
Theoretical perspectivesdraw upon a wide range of disciplines and existing
research into visitor experiences and are consequently uneven in focus
(Stainton 2002). Much current research focuses on efforts to understand

lives
(Falk
the
of
experience
within
wider
context
visitors'
and
visitors'
Storksdieck 2002) and emphasisesthe social aspect of the visit (Vom Lehn
2000, Piscitelli and Weier 2002). A number of recent studies have taken a
sociocultural approach in exploring visitor interaction and use a variety of
qualitative methods (Leinhard et al 2002, Stainton 2002) but there are areas
field
family
the
of
within
visitor studiesthat are still not well understood.

3.6 Research methods for studies of family visitor groups in art galleries
The distinctivenessof qualitative research,in contrast to quantitative research,
lies in the way in which theory emergesfrom data in an inductive processas
opposedto a traditional deductive processin which the emphasisis on precise
measurement and control of extraneous sources of error (Rudestam and
Newton 1993). However, it is clear from the literature review in chapter2 that
many recent visitor studies rely on a combination of quantitative and
qualitative methodologies (Adams 1999, Cox et al. 2000) and that the
qualitative/quantitative debate that took place in the 1980s and 1990s has

becomeincreasinglyirrelevant to researchersembarldngon mixed-method
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field
in
(Brewer
Hunter
is
because
1989).
This
the
of
researchers
and
studies
in
in
the applied social sciences,
studies
are,
common
researchers
visitor
with
increasingly aware that there is not necessarilya dichotomy between the two
do
that
they
co-exist and complementeach
perspectives
and
can
and
research
other.

3.6.1 NMed method research strategies in art gallery visitor studies
Evidence suggeststhat in the applied fields there is compatibility between
qualitative and quantitative research in practice (Robson 2002), and clearly
from the evidence of the literature review studies of families in art galleries
have adoptedmixed-method or pragmatic strategies.The final part of section I
below, discussesthe variety of methodsused in studying family group visitors
in art galleries in particular and gives examples showing studies where
been
have
used side by side. This section
qualitative and quantitative methods
concludeswith an explanation of why such studies of families in art galleries
cannotbe comparedat presentand setsout the needfor the current study.

Studiesof families in art galleries are often action researchprojects intendedto
counter prevailing characteristics of art gallery exhibits which 'tend to
institutionalise the artist's marginality by suggestingart is only related to other
art' (Wood 1999), and a prevalent feature of research into families in art
galleries is the focus on teaching and leaming. However, too few studieshave
beencarried out to make meaningful comparisons(Hooper-Greenhill 2000).
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In 2000, researchentitled 'A SharedExperience' was carried out at the Tate
(Cox et al 2000) which evaluated family activities at three Tate sites. The
researchasked:
,& What goes on when families participate in hands-on activities in art
gallcrics, bcyond the gcncral assumption thcy hclp to makc a gallcry
more enjoyable for families with children?
*

Are the activities meaningful or simply an occupation to keep children

entertained?
*

Specifically what are the challengesin designing family activities in a
gallery of modem/contemporaryart? (Cox et al. 2000).

Researchsuch as this into families groups in art galleries is often focused on
the interactive or mediated element of the visit. In this respect,the studiesare
like those caffied out in science museums,but unlike studies conducted in
natural history museums. The model most often employed to investigate
family visitors in art gallery research is derived from studies of teaching
behaviour in science museums (Laetsch et al. 1980, Diamond 1986, Hilke
1989).

This would indicate that the studiesthat have been carried out on families in
art galleries are concerned only with interactive exhibits. This researchhas
shown that there are very few studiesof families in art galleries, but that there
are studies of adults in art galleries and studies of families in natural history
museums. Methods used for collecting data on these studies are discussed
below.
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Researchmethods used to date for investigating adult visitors in art galleries

are:
*

Focus groups(Combs 1999,McDermott-Lewis 1990, Getty 1990)

*

Conversational analysis (Leinhardt and Crowly

1998, Hooper-

Greenhill et al 2001)
Interview (Leinhardt and Crowly 1998, Smith and Wolf 1996,

*

DiMaggio 1996)
,& Unobtrusive observation (Leihardt and Crowly 1998, Seffell 1997,
Mlke 1989)
4 Tracking and timing (Serrell 1997)

Research methods used for investigating family visitor studies in natural
history museumsare:
*

Unobtrusive observation (Falk et al. 1998, McManus 1993, Bitgood
1989,
1998)
Koran
Patterson
1993,
Hilke
and

*

Tracking (Falk et al. 1998,McManus 1993,

4b, Interview (Falk et al. 1998,Kom 1995,McManus 1993
(McManus
1989,Leinhardt and Crowley 1998)
Discourse
analysis
,&

Researchmethodsused for investigating family visitors in art galleries are:
*

Observationsin an interactive gallery (Cox et al. 2000, Adams 2000,
Hendersonand Watts 2000, Walsall/Cox 1998)

*

Interviews (Adams 2000, Cox et al. 2000)

*

Focus groups (Cox et al 2000)

I

108

*

Control and treatmentgroups(Cox et al. 2000)

*

Field testing exhibits (Hendersonand Watts 2000)

*- Children's drawing and writing (Adams 2000)

3.6.1.1 Disadvantages of mixed method research strategy
From the evidence discussedabove, it is clear that a number of methodshave
been used to date and that researchinto family group visitors has a number of
parametersand perspectives.It is difficult to compare results due to differing
starting points and the use of various sampling strategies and methods.
Furthermore, most of the studies are small scale evaluations carried out by
specific museumsand art galleries without clear theoretical orientation. This is
inevitable given that results derived from different methods add to uncertainty
and that combining methods based on different theoretical positions often
provides conflicting findings.

3.6.1.2 Advantages of mixed method strategy
On the other hand, there is evidencefrom the most robust studiesexamined in
the literature survey that using mixed methods that are different from each
other can enhancethe chance of reliable findings (Robson 2002). Section 2
now goeson to explain the rationale for the choice of strategyand methodsfor
the current study in light of the above discussion, showing how multiple
methodsare used to addressdifferent but complementaryquestionswithin the
study.
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Section 2

Research methods for the current study

Outlined below is the argument for constructing this researchas a case study,
utilising a number of the methodsdiscussedabovewithin casestudy strategy.
A case study is an empirical enquiry that investigates a contemporary
phenomenonwithin its real life context, especially when the boundariesbetween
phenomenonand context are not clearly evident (Yin 1994).
Case study strategy is appropriate for this study in dealing with complex issues.
It is clear that the researchquestion makes the casestudy strategyattractive for
the reasonsdiscussedbelow.

3.7

The choice of casestudy as a research strategy

Case study research can use either primarily qualitative data collection
methods(Stake 1995) or a combination of qualitative and quantitative methods
(Yin 1994). In both cases,the researchstrategy uses a mixture of methods
including observation, the use of informants for current and historical data,
interviewing and the retrieval and analysisof relevant documents(Stake 1995)
The definition of case study for the purposesof the current researchrelies on
the researchtradition within the social sciencesin which the casestudy allows
fine-tuned
exploration of complex sets of inter-relationships (Edwards and
a
Talbot 1999). A case study gives insights into social worlds that cannot be
achieved in other ways and an exploratory case study, basedon good quality
interview and observational data (Bromley 1986) has been identified as the
most appropriatestrategyfor the current research.
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Case study research strategy for the current study is based on an extensive
review of visitor studies literature. Case studies have become one of the most
common ways of conducting qualitative enquiry (Stake 1995) and the strength
of the casestudy for the current researchis its ability to draw attention to what
can be learnedfrom a single case.This casestudy will provide insights into the
particular featuresof family group visitors to new art galleries, yielding 'thick
description' (Geertz 1973). 'Thick description' means the particularities and
uniquenessof the case,selectedon the basis that it may or may not be typical
of other new art galleries, but offers many opportunities to learn about family
group visitors in a new art gallery (Stake 1995).

There are a number of new art galleries that have emergedin the regions in the
UK in the years between 1999 and 2002. These new galleries signal an
important period in the development of the presentation and reception of
modem and contemporary art (Price 2000). New Art Gallery, Walsall, for
example makes family viewing and the involvement of children visible and
integral to the overall ambition of promoting modem and contemporary art
(Price 2000). This researchexplores the phenomenonof family group visitors
to a new art galleries with 'family friendly' policies in relation to the display
and reception of modem and contemporary art. Evidence suggests that
whereas typically in traditional art galleries family visitor groups are
underrepresented,in new art galleries it appears that family group visitors
make up a larger proportion of the audience.Paradoxically, the phenomenon
of family group visiting is not often explained, leading to a puzzle at the heart
of family friendly policies; what is a family? With this in mind, the research

ill

sets out to explore the behaviour, the motivations and experiences of the
family audience in new art galleries as little has yet been done in this area
(Vergo 1989).

Studies so far have failed to aid understandingof the larger meaning systems
within which the family visit occurs (DiMaggio 1994) and very little is
currently known about the behaviour of the family group visitors in new art
galleries (McManus 1995, Jenkinson2000). It is possible to hypothesisefrom
family studies in sciencemuseums,but the evidence is not available from art
galleries (McManus 1994), especially since a reliance on self-reported
questionnaire(survey) derived data in the field of visitor studies,a contribution
made by

social psychologists in

the field

means that alternative

methodological approacheshave been, until recently, relatively rare. More
detailed
recently,
case studiesthat include careful observation and analysis of
behaviour in different settings have been undertaken,and sociocultural theory
has introduced into visitor studies a theoretical approachto understandingthe
four main categoriesof visitor researchwhich are:
Motivation and need
Satisfaction
Stateof mind
Individual differences (Allen 2002, Falk 2002, Knoblauch 2003)

Thesecategorieshavebeenanalysedrecentlyby researchers
whosemethods
rely on qualitative evidencefrom small groupsof 'real people' rather than
statistical evidence from large numbers of 'abstract people'. This
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1992),
(Veal
favours
methodological approach
explanation over prediction
also tending to use smaller samplesizesthan quantitative research.

3.7.1 Sample size in casestudy research
Whereasquantitative approachestend to go for large numbers,the qualitative
case study approach tends to prefer small numbers which are investigated in
depth. Early qualitative researchin the United States (Kelly 1983, Rapoport
and Rapoport 1982) into leisure and family life was based on in-depth
interviews with around thirty people. Whereas experimental researchplaces
emphasis on the manipulation of variables, the case study tends to opt for
studying things as they naturally occur (Denscombe2001), spatially (in a new
art gallery), and temporally (exhibitions within the gallery occurring over a
period of time). In addition a casestudy may have sub-casesembeddedwithin
it (Yin 1994) and the casestudy occurs in a specific social and physical setting
that can be studied in that context (Nfiles and Huberman 1994).

3.7.2 Definition of casestudy strategy
The decision to use a casestudy approachis a strategic decision that relatesto
the scale and scope of the investigation and does not, at least in principle,
dictate which method or methodsmust be used(Veal 1992,Denscombe2002).
Many of the features associatedwith the casestudy approachare not unique to
this strategy, but when brought together they form a broad approachto social
research with an underlying rationale for the direction and planning of the
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investigation that separates it from the rationale for survey research or
experimentalresearch(Denscombe2002).

One of the strengthsof the casestudy approachis that it allows the researcher
to use a variety of sources,a variety of types of data and a variety of research
methods as part of the investigation Properly conceived, case study researchis

a matter of researchstrategy,not researchmethods(Yin 1994,Denscombe
2002).

3.7.3 The purpose of casestudy strategy
Multiple methods are desirable in any researchstudy. Both Hein (1999), and
Bicknell (1999) have argued strongly that research into art gallery visitors
should include a number of different methods. Multiple methods build in
greater rigour, reliability and depth. The vast majority of art gallery visitor
studies is qualitative in nature and rely on more than one method of
investigation; indeed some large studies contain as many as nine different
methods (Getty 1990). This practice is pragmatic and strategic; building in the
triangulation process through which the researchercan analyse and confirm
issues. Through self-consciously setting out to collect and double check
findings, using multiple sources and modes of evidence, the researcherwill
build the triangulation process into ongoing data collection (Denzin and
Lincoln 1998).

The taxonomic survey in chapter 2 shows how qualitative methods such as
open- ended narrative, detailed reporting of events and observations are
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in
regularly used visitor study researchto understandcomplex phenomenathat
cannot easily be summarisedinto discrete categories(Diamond 1999).Not all
by
(1994)
into
is
but
Faria
PhD
multi-method research case study,
studies
families in museums and Moussouri (1997) into families in interactive
museumsshow how casestudy strategyis increasingly regardedas appropriate
for in-depth research into family group visitors. Nevertheless, case study
discussion
below
is
its
drawbacks
and
a short
of the
strategy not without
possible problems associatedwith casestudy researchis followed by a rebuttal

showinghow the advantages
outweighthe disadvantages.

3.7.4 Problems of casestudy methodology
Casestudiesare often perceivedas producing 'soft' data (Nliles and Huberman
1996, Denscombe2001) and focusing on processrather than measurableenddescriptive
Case
as
good
studies
are
often
regarded
at
providing
products.
accounts but ill-suited to analysis and evaluation (Yin 1994). The possible
disadvantagesof casestudy strategyare several:
*

It can be intrusive into the lives of others

4 It is situation and time bound
*

It requires carefully collected, high-quality data

,& Data collection takestime
*

The researcher can become too involved, making analysis difficult
(Edwards and Talbot 1999)

On the other hand there are significant advantagesto the use of case study
strategyin the current research:
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*

It allows in-depth focusing on shifting relationships

*

It capturescomplexities

*

It allows a focus on local understandingsand sense-makingof the
participants in the case

4 It provides readabledata that brings researchto life and are true to the
concernsand meaningsunder scrutiny (Edwards and Talbot 1999)
The advantagesof casestudy researchin the current study are discussedbelow
and the suitability of the single casestudy demonstrated.

3.7.5

Benefits of casestudy methodology

Casestudiescan be explanatory,descriptive or exploratory, dependingon
three conditions (Yin 1994):
4 the type of researchquestion
* the extent of control the investigator has over the actual behavioural.events
* the degreeof focus on contemporaryevents
The key characteristicsof eachresearchstrategyand appropriateapplication
below.
shown
are
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strategy

form of research
question

experiment
survey

how, why
who, what, where, how
much, how many
who, what, where, how
much, how many
how, why
how, why

archival
analysis
history
casestudy

Focuson
contemporary
events?
yes
yes

no

yes/no

no
no

no
yes

Characteristics of research strategies (source Yin 1994)

Fig 3.3

3.7.6

requirescontrol
over behavioural
events?
yes
no

Benefits of single case study methodology

Single case study research increases both propositional
knowledge

(Geertz

1973) and through ethnographic

and experiential

case material, the

researcher'snarrative feeds into the reader'sfundamental processof awareness
and understanding, creating what

Stake (1995)

calls

'naturalistic

generalization'.

This single casestudy is not a 'sampling unit' using statistical generalisations,
but is rather a case selectedto test theory against empirical results. Using the
concept of 'analytical generallsation' (Yin 1994), the single case study aims to

construct a conceptual scheme by which to explore relevant phenomena.
Analytical

generalisations are the hypotheses made about concepts and

categories derived from the data and require testing to verify (Glaser and
Strauss 1967). Yin suggests that the evidence frorn multiple case studies is

often considered more compelling and the overall study more robust than
design,
however he goes on to point out that single casescan be
case
single
very vivid and illuminating,

especially if they are chosen because they are

critical, extreme, unique or revelatory (Yin 1994).
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Increasingly, evidence from studies into family interaction showsthat there is
in
faithful
to
the
to
that
which
setting
conduct research
a need
remains
interaction naturally occurs (Touliatos et al 1990). Little research has been
in
into
family
group
visitors
new art galleries, so a single casestudy
conducted
in
interaction
in
family
the
to
context
using methods appropriate exploring
it
has
It
typically
will yield
occurs
several
advantages.
which
*a

investigation
the
and
rich appreciationof
phenomenaunder

4 data that is applicableto other new art gallery settings
*

an observational coding system well matched to the questions of
interest

Four tests,summarised.below, are commonly used in social scienceresearchto
including
the
casestudy research:
quality of empirical research,
establish
1. Construct validity which establishescorrect operationalýrneasuresfor the
conceptsbeing studied
2. Internal validity that establishes a causal relationship whereby certain
lead
to other conditions
to
conditions are shown
3. External validity which establishesthe domain to which a studies findings
can be generalised
4. Reliability which demonstrates that the operations of a study can be
repeatedwith the sameresults

Evidence suggeststhat the single case study is appropriate for the current
for,
individual
has
(1986)
Valsiner
'the
as
of
research,
suggests,
study
cases
always been the major strategy in the advancementof human knowledge' and
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'the individual case study is the bedrock of scientific investigation (Bromley
(1986, Robson 2002).

Selection and accessto the casestudy site

3.8

For qualitative fieldwork, a purposive sample has to be drawn, acknowledging
the opportunity for intensive study (Stake 1995). Each of the potential case
study art gallery sites chosenhas individual and unique characteristics.
Essentialcharacteristicsfor the selectionof the casestudy site have beenthat it
is:

*
*A

Regional
millennium project built with Lottery Funding
Within the timeframe identified for the research
Committed to showing modem and contemporaryart

4 Committed to developing audiencesfor modem and contemporaryart
4ý Willing to act as a case study

From the literature review of the field, it was noted that a significant number
of new art galleries had been built in the UK in the timeframe identified and
that although some had received a great deal of national and international
media attention, others had opened to much less acclaim. Possible sites that

metthe abovecriteriaincluded:
* Baltic in Sunderland
*

Dundee

*

Lowry in Salford

4 Nfilton Keynes
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*

Sheffield

*

New Art Gallery, Walsall

After preliminary investigation of all sites it was clear that 3 sites in particular
would be useful as pre-pilot study sites. Thesewere:
,& Baltic, Sunderland
,& Lowry, Salford
*

Walsall New Art Gallery

The sites were selectedon the basisthat:
*

They fulfilled the initial criteria

*

They were geographicallyaccessibleto the researcher

*

Initial contact either through letter alone or letter and subsequent
telephone call resulted in a key contact willing to participate in
preliminary discussions

It was important to select examples for case study for practical reasonsthat

include:
*

Geographicalaccess

*

Accessto key personnel

Commitment
from
key
personnelto the study
,*
*

Physical spaceconduciveto video investigation (Langrish 2000)

As Stake (1995) points out, the opportunity to learn most from a case study
may mean choosing a case that is accessible,where time can be spent at the
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site, becausethe potential for learning is a different and sometimessuperior
desire
for
to
the
a typical or representativecase.
criterion

3.9

Selection of subjects

This study is purposely biasedto shed light on a particular group of art gallery
visitors to the casestudy sites. The focus of the study is family group visitors,
and methods neededto be devised specifically to investigate the phenomenon
of family visitors looking at modem art in new art galleries. The selection of
where and from whom data would be collected is directly analogous to a
consideration of sampling (Rudestarn and Newton 1993). However, as this
research adopts a naturalistic approach, the sample will be purposive and
theoretical rather than random or representative(Guba and Lincoln 1994) and
the unit of analysisis the family group at the casestudy site.

Qualitativeresearchusuallytakesplacewith small samplesof people,nested
in their context and studied in-depth (Nfiles and Huberman 1994). In the
present study, a sample within the general class of family group visitors has
been identified. The choice of infonnants, episodesand interactions are driven
in this study, not by a concern for 'representativeness'but by a concern for the
conditions under which the specific construct can be seen(Glaser and Strauss
1967).Nfiles and Huberman (1994) suggestthat:
Sampling is investigative; we observe, pick up artefacts and
documents. That leads us to new samples of informants -and
observations, new documents. At each step along the evidential
trail we are making sampling decisionsto clarify the main patterns,
see contrasts, identify exceptions or discrepant instances and
uncover negative instances ...... Our analytic conclusions depend
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deeply on the within-case sampling choices we have made. (Miles
and Huberman 1994).

Prior to conducting primary data collection preliminary interviews with key
desirability
feasibility
to
the
of
and
carried
out
establish
professionals were

conducting single case study research. The ways in which validity and
design
be
the
throughout
of the single case study are
can
applied
reliability
shown below.

casestudv tactic

tests

construct validity

internal validity

reliability

Fig 3.4
Yin 1994)

3.9.1

use multiple sources
of evidence
establishchains of
evidence
do pattern matching
do explanation
building
use casestudy
protocol
develop casestudy
database

phaseof researchin
which the tactic
occurs
data collection
composition
data analysis
data analysis
data collection
data collection
II

Ensuring validiiy and reliability in single case study strategy (source

The capacity of case study strategy to contextualise the data

Case study strategy was chosen because it allows an investigation to retain the
holistic and meaningful characteristics of real life events (Yin 1994). The

empirical nature of the case study allows for examination of family behaviour
in this study within the context of a new art gallery, without scrutinising the

subjectsof the researchin an 'experimental' environment.
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Hein (1999) suggestsways in which the casestudy approachin visitor studies
fosters the use of multiple sourcesof information, facilitating the validation of
data through triangulation. Yin (1994) suggeststhere are six important sources
in
designing
be
in
to
considered
of evidence case study researchwhich need
the researchprocess.These six sourcesand their strengthsand weaknessesare
in
figure
below.
3.5
shown
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Source of

Weaknesses

evidence

Documentation

stable-canbe reviewed
repeatediv
unobtrusive-not
createdas a result of
casestudy
exact-names,
refierencesand details
broad coverage-time
span,eventsand

*
*
*
*

Archival records

sarne as above
precise and

Interviews

target ed-flocuses
directly on case study
topic
insightful-provides

*
*

perceived causal
infierences

*

Direct
observations

Parlicipant

reality-covers events in
real time
contextual-covers
context ofevent

*

observation

*

Physical artetlacts

*
*

Fig 3.5

same as direct
observations
insighttLil into
interpersonal
behaviour and motives
insightflul into cultural
features
insightt'ul into
technical operations

*
*

retrievability-can be low
biased selectivity if
collection is incomplete
reporting bias-reflects
unknown bias of author
access-may be
deliberately blocked

sameas above
access-dueto privacy
reasons
bias due to poorly
constructedquestions
responsebias
inaccuratedue to poor
recall
reflexive-interviewee
gives what interviewer
wants
time-consuming
selective-unlessbroad
coverage
reflexive-eventmay
proceeddifferently
becauseof observation
cost-hoursof human
observers
sameas above
bias due to investigator's
manipulationof events

selectivity
availability

Sources of evidence in case stu4j, strategi, (source Yin 1994)

Preliminary work in constructing the case study strategy involves identifying
and analysing documentation that include-.
* letters, memoranda and communications
* agendas,announcements and minutes ofineetings and other written reports
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* administrative documents-proposals,progress reports and other internal

documents
* fonnal studiesor evaluationsof the samesite
,& newspaperclippings and other massmedia articles

The most important use of documentation is to corroborate and augment
information from other sources,bearing in mind that all the above types of
documentswere written for a specific purposeand audienceother than the case

study researcher.The documentationhas to be understoodcritically by the
investigator as evidence of people within the scope of the case study
conununicatingwith eachother, not the investigator (Yin 1994,Robson2002)

In addition to documentation,archival recordsare also important, becausethey

produceboth quantitativeand qualitative information, and can include the
following:

* servicerecords-numbers
of clientsovera periodof time
* organisationalrecordssuch as chartsand budgetsover a period of time
* maps and charts of the geographicalcharacteristicsof a place

,& lists of namesandotherrelevantcommodities
* survey data previously collected about a site
* personal records such as diaries, calendars and telephone listings(Yin
1994)

.1
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The rationale for using multiple research methods within the casestudy

3.10

The reasonfor using multiple researchmethodsto produce multiple sourcesof
evidence is the strength it brings to the case study. Triangulation; through the
use of multiple sources of evidence in this case study will allow an
investigation of a range of interpretive and behavioural issues.However, the
important
is
in
the
sources
of
evidence
most
advantage of using multiple
developmentof converging lines of inquiry (Yin 1994,Hein 1998).

The processof triangulation in which the findings of the casestudy are crossreferenced is likely to be more convincing because the data are based on
several different sourcesof information, following a corroboratory mode. The
be
because
the multiple
problem
can
addressed
potential
of construct validity
sources of evidence essentially provide multiple measures of the same
phenomenon.Yin goes on to say that, not surprisingly, case study methods

in
included
highly
terms
multiple
rated
sourcesof evidencewere
more
which
of their overall quality than those relying on a single source (Yin 1994). In
addition, an important benefit of multiple methodsis
in the reduction of inappropriatecertainty. Using a single method
...
and finding a pretty clear cut result may delude investigators into
believing they may have found the right answer. Using other,
additional, methods may point to differing answerswhich remove
speciouscertainty (Robson2002)
The methods used in the present study will provide multiple sources of
evidence, in Denzin and Lincoln's (1995) phrase 'self-consciously setting out

to checkanddouble-checkfindings' in orderto:
*
I*

rule out spuriousconclusions
replicate key findings
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*

to check rival explanations

*

look for negative evidence(Denzin and Lincoln 1995)

3.11

Validating the research

Validity is concerned with the quality of the research conducted and is
enhanced through explicit, systematic methodology (Yin 1994, Miles and
Huberman 1994). Validity means in essencethat a theory, model or concept
describesreality with a good fit and that case studies have construct, internal
and external validity (NEles and Huberman 1994). Construct validity
establishesthat the correct measuresfor the concepts of the case study have
been studied. Internal validity establishesthe accuracy of the accountswithin

External
the casestudiesandthat causalrelationshipsarecorrectlyestablished.
validity is concernedwith the transferability of the casestudy findings.

3.11.1 Construct validity
In order to increasethe reliability of information in a case study, Yin suggests
four stepsneed to be taken:
*

The report itself should cite specific documents, interviews and

observations
containedwithin the database
* When inspected,the databaseshouldreveal the actual evidenceand
also indicate the circumstancesunder which the evidencewas collected
4 These circumstancesshould be consistentwith the specific procedures
and questionscontained within the casestudy protocol, to show that the
data collection followed the stipulatedprocedure
I
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reading of the protocol should indicate the link betweenthe content

*A

of the protocol and the initial study questions

He goes on to suggest that the benefits of all sources of evidence can be
maximised by following three principles that will help in establishingconstruct
validity and reliability in a casestudy. Theseprinciples are:
* using multiple sourcesof evidence
* creating a casestudy database
* maintaining a chain of evidence(Yin 1994)

3.11.2 Internal validity
Developing and adapting methods prior to commencementallows for internal
validity where the aim is to arrive at comparablemeasuresand generalisability
becausethe case studied is a good example (Nfiles and Huberman 1994, Yin
1994).

3.11.3 External validity
To maximise external validity the casestudy is selectedfor appropriatenessin
the researchdesign (Yin 1994). Joint collection and analysis of data continues
until 'theoretical saturation' is achievedin which:
*

No new or relevant data can be found to develop new categories

*

Casesillustrate similar instancesagain and again

*

Category developmentis almost or completely filled

*

Relationshipsbetween categoriesare well establishedand validated
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The argumentfor conductingthis researchis that there hasbeenlittle empirical
researchconducted into family group visitors in art galleries and particularly
new art galleries. Williams (1990) found that surveys on exhibition visitors
and programmeattitudes shedlittle light on visitor's experienceof works of art
and suggestedthat two kinds of research into family visitors in art galleries
needsto take place:
*

firstly, group interviews somewhatlike focus groups

4 secondly,in-depth structuredinterviewswith individuals,transcribed
and analysedusing social sciencemethods(Getty 1990).

Because little is known about family group visitors in an art gallery context
(Weltzl-Fairchild 1999) and little researchhas been undertakenin this area, a
case study strategy is proposed that traces sequencesof activities, explores
relationships and outlines the culture that exists within the art gallery context.
The purpose of the case study strategy is to test the hypothesesoutlined in
chapter 2 to afford as full an analysisas possible of the motivation, behaviour
and experienceof families at the exhibits at the casestudy site. Methods within
the casestudy strategy were testedto check the feasibility of the casestudy, in
particular to check:
*

Accessand agreementfrom key personnel

*

Methods of gathering data

4 Coding and analysis of data
*

Ethical considerations
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Pilot studiesare useful to help refine data collection plans in relation to both:

4 the contentof the data
,& the proceduresto be followed (Yin 1994)

Here the pilot is used formatively, assisting in developing relevant lines of
questions and providing conceptual clarification. Yin also suggeststhat the
pilot study is so important that considerable resourcesshould be devoted to
this phasecomparedto collecting data from actual cases.The selectionof pilot

cases,he suggests,
shouldbe doneon the basisof.
41

convemence
access

* geographicalproximity

Figure 3.6 below shows how features of a pilot study benefit case study
design.
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Pilot study

Features

less fixed agenda
broader, less focused

flexible, responsive
trying out procedures

accessiblesite

more prolonged contact

no final articulation of
insights into issues
theoretical propositions
testing againstcurrent
ongoing literature
I ideas
reviews
Fig 3.6

Outcome for case
study
soundstructure
sound
methodology
expertiseof key
witnesses
fresh empirical
insights
informed by
I prevailing theories

Benefits of pilot study (source Yin 1994)

The pilot study demonstratesthe argument for using a variety of methods
because,as Touliatos et a] (1990) has shown, there is a lack of a multi-method
studies in family research from which to evaluate the validity of particular
methods (Touliatos 1990).

3.11.4 Piloting methods for case study research

Visitor studies evaluation and research has provided a number of well
documented,large scale studiesthat use multiple data collection methods upon
1993).
1994,
Pierson
Jones
Various
draw
1999,
McManus
(Hein
to
which

techniquesare available to researchersin the field. The vast ma*ority
of these
j
methods derive from researchin cognitive psychology, artificial intelligence
and informal leaming (Diamond 1999). The number and variety of methods
from these disciplines and others such as market researchand sociology mean
it is not necessaryto develop entirely new methodsfor this study, although the
methods have been adapted and tested for appropriatenessfor the present
study. Logistical considerations at the case study site are summarised below:
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1) Obtaining

for
from
site
study
case
outline agreement

investigation: letter, phone discussion,face to face discussion
2) Obtaining definite agreement for study to take place: face to
face discussionwith key staff
3) Obtaining

agreement from

key staff

on operational

interview
the
protocols,
protocols
elements of
research:video
4) Gathering data- interviews with key staff
Gatheringdata- interviews with subjects
Gatheringdata- video footage
Gathcring data-archivaland documcntaryevidcncc
5) Data analysis-processingnaturalistically obtained data
Coding and categorisingdata
Identifying themesand interconnections
6) Returning to the field to check emerging explanations
7) Repeatsteps4 and 5
8) Drawing conclusions

Final explicit and grounded (Glaser and Strauss 1967) conclusions may not
data
but
be
is
they
to
the
need
until
over,
appear
collection
verified through the
analytic process and tested for plausibility Mles

and Huberman 1994). In

order to confirm the validity of the research,four principles underpinning good
social scienceresearchare employedthroughout this study:

it
how
* Using all the relevantevidence-the
sought
should
show
analysis
as much evidenceas was availableand interpretationshouldaccount
for all the evidenceleaving no loose ends.
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Including all major rival interpretations-alternative explanations for

*

findings arc rivals which needto be restatedto be investigatedin the
future
Addressingthe most significant aspectof the case-theanalysisneedsto

*

focus on the largest issue
*

Bringing prior expert knowledge-awarenessof current thinking and
debatesabout the casestudy topic (Yin 1994)

In researchingfamilies in interactivemuseums,many studiesuse ad hoc
proceduresthat provide insights into the agendasof institutions, by focusing
focusing
But
through
experience.
on
on predetennined categories of visitor
one function of the gallery, they may miss various other social and cultural
functions (Macdonald 1993, Moussouri 1997). Below, the methods proposed
discussed,
the
are
showing the purposeand
overall case study strategy
within
advantagesand disadvantagesof the methodswithin casestudy research.

3.12

In depth interviews

In depth interviews are usedto in art gallery visitor studiesto gain insights from
individuals and are typically a means of trying to understand visitors'
experienceswith art. In-depth interviews are likely to try to find out:
*

What goesthrough visitor's headswhen they look at individual pieces?

*

What are visitor's most memorableexperienceswith the object?

*

What expectationsdid they bring with them that shapedtheir encounters
with art? (McDermott-Lewis 1990).
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In-depth interviews with individuals offer opportunities to collect a great deal of
data on a single respondent's perceptions, values, vocabulary and personal
have
been
interviews
field
in-depth
In
the
adapted
of
experience.
visitor studies,
from the methodology used by developmental psychologists in clinical settings
(Hein 1998). The knowledge gained by the appropriate use of this instrument
can shedlight on how people think, especially in informal educationalsettings.

In depth interviewshave also been used in recentvisitor studiesresearchto
analysethe curatorial framework,the intentions, strategiesand beliefs that
inform the developmentof exhibitions,in orderto gain insightsinto the way art
(Leinhardt
et al 2002).
galleriesconstructvisitor experiences

In-depth interviews provide accessto 'deep theories' (Schwandt 2001), relating
to internal mental processesand are often used to discover how exhibit related
learning takes place. In order to validate these findings, is necessaryto assess
how this information fits with other individuals' experience and this involves
additional individual interviews (Schensulet al 1999).

This type of interview is appropriate for use with family group visitors in the
current study. Short interviews typically focus on specific aspectsof the gallery
visit directly relating to the question under investigation. Becausethe subject of
the investigation is the family, an instrument taking into account the
characteristicsof young children neededto be developed. The requirementsof
families with young children in relation to providing data for the current study

are:
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*

Swiftness of completion

*

Supervisionof childrenwhilst adultsanswerquestions

*

Appropriatenessof questionsfor children

So far, this chapter has discussed the qualitative and quantitative methods
for
for
the
the
conducting a single case
research
and
set
argument
proposed
out
study. It now now goes on to outline the uniquenessof the methodological
data
in
footage
CCTV
to
observational
and
gather
approach
using
video
discussesethical considerationsin the use of CCTV camerasfor the current
research.The chapter goes on to explain why the New Art Gallery, Walsall
designed,
how
the
the methods
the
research
was
casestudy site,
was chosenas
hypotheses
The
to
test
the
the
methods
of
analysis.
chapterconcludes
and
used
by showing how the methods described earlier in the chapter combine to
family
detailed
group visitors at the case study
of
produce a rich and
picture

site.
3.13

Video observations

One unique feature of the current researchis the gathering of video data in order
to track visitors in the gallery. Analysis of video data is in its infancy in the field
of art gallery studies and this research contributes to both theoretical and
methodological knowledge by including an appropriatemethod in the casestudy
protocol.

Two pioneering studies of observational methods in visitor research are
particularly relevant. In 1942 at the University of Chicago, Neilson, an
education researchassociatein the Museum of Scienceand Industry, identified
the need for comprehensive visitor study suggesting that visitors themselves
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remain the least known, most unpredictableand most difficult aspectof museum
is
determining
how
The
to
react
museum
study.
visitors
work
method of
observation in the context of specific museum situations. However, the
limitations of traditional observationinvolving following visitors with notebook
and stopwatch are discussedbelow with reference to early work by Melton
(1938).

The tracking techniques that were used in these early visitor studies are not
appropriate for more general or intensive studies of visitor behaviour for four

reasons:
4 Cost-financial implications of training and maintaining staff
*

Labour-the number of hours necessaryand the difficulty of the work

*

Reliability-even experiencedobserversmay produce variable data

*

Efficiency-the yield of data relatedto hours of work is not favourable

However, Neilson proposed an alternative technique; that of time lapse
photography. A movie camera equipped with single-exposure release was
mounted high in one comer of the gallery, concealedas much as possible from
visitor view. The resulting film, a series of snapshots of the entire room,
provided a true record of all activities in the gallery, showing exactly:
*

How many visitors enteredthe gallery

*

How many there were at any given moment

* Wherevisitorswent andin whatsequence
*

How they looked at the exhibits

4ý How long they stayedat eachexhibit
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*

How long they stayedin the gallery as a whole

As Vom Lehn (2002) has pointed out, the video camera augmentsthe work of
the observer, and, by recording at different times on different days, a
substantial amount of data can be gathered and subsequentlyanalysed. The
technology makes it possible to record and analyse with a degree of
however,
has
field
the
the
to
the
method
researcher;
particularity not available
lived
is
tape
the
the
to
at
expense
on
of
privilege
captured
potential
what
experience. Field observation therefore, must play a critical part in the
research.The video camera does not supplant the observer, rather, the video
data is enhanced by observational and interview data collected by the
researcher.

This study intends to collect observational data through videotaping family
visits at the case study site in order to increase reliability and validity. The
issues
be
in
the
to
tested
outlined above. The video
relation
protocols will
by
been
informed
has
examination of family visitor
observation method
studies by Heath (2002) in the Victoria and Albert Museum and the Science
Museum in London, Gutwill-Wise (2002) at the Exploratorium in San
Francisco, and Vom Lehn et al (2002) at @)3ristol in the UK and the Musee
des Beaux Arts in Rouen, France, adjusted to meet the requirements of this
research.

Studies by Heath (2002) and Gutwill (2002) have demonstratedhow powerful
film data can be, but have also shown the difficulties in operationalising studies
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that use these techniques. However, for the current study, the benefits of the
methods are consideredto outweigh the difficulties. The value of using video
footage in the current study is that it provides:
*a
*

non-intrusive method of studying family visitor behaviour
an opportunity to examine visitor behaviour in different exhibitions in
the samegallery

*

stable evidencethat can be viewed repeatedly

4 datathat canbe replicatedandre-examined.

3.14

CCTV video observation

An important feature of this researchis the use of Closed Circuit Television
(CCTV) video footage to record observations of family group visitors. The
choice of CCTV as an observational method relates to the problems
enumeratedabove, and there are 2 major advantagesto using CCTV in the
cuffent study which are that:
*

technical problems associatedwith obtaining good quality recordings
have already been addressedand solved by the technical staff at the

researchsite
*

CCTV cameras are discreet compared to bulky and often obtrusive
video equipment set up at the researchsite.

Nevertheless there are potential analytical weaknessesassociated with this
method which are:
*

Lack of rigorous design

data
* Largeamountsof poorly collectedandunanalysed
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*

Superficial and hasty conclusions(Nfiles and Hubennan 1994)

However, this exploratory case study research is tightly focused with the
intention of gathering information about a particular group in a particular
context within a particular time frame. The methods of data collection
proposed within the case study and the analysis of the resulting data are
designed to gain insights into family group visitors. The discussion of data
analysis methods below is based on Nastasi's analysis of video observations,
showing how these methods provide an alternative to the extensive written
notes that are the hallmark of traditional ethnographic inquiry (Nastasi in
Schensulet al 1999).

1. Full transcription

Although laboriousand time consuming,transcribingentire audio and video
tapes yields high levels of detail. Sections of tape are repeatedlyreviewed in
order to capturenon-verbal behaviours,as well as physical contextual features.
This method often requires two transcribers,firstly to fill in gaps left by the
original transcriber and secondlyto provide a reliability check. For this reason,
it is important to use transcriberswho are familiar with the focus of the study
and familiar with the level of detail required. For a description of how this
problem affected a recent family visitor study seeAllen (2002).

2. Transcribing selectedsegments
There are three approachesto selectingsegmentsof tape to transcribe:
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Sampling- either purposefully or randomly selecting a sample
overtime, contextsand participants
*

Selecting relevant segments-transcribingonly parts of the tape that are
relevant to the study, the rest of the tapes are summarisedto provide an
indication of the larger context

*

Identifying critical incidents-theseincidents exemplify the codes

It is not always necessaryto transcribe data. Below are examplesof alternative
ways of handling data:
*

Direct coding of events

*

Direct coding of time periods

Direct coding is useful in representingdata in terms of frequency or time, but
less helpful in recording degreesof activity. In addition, the target constructs
must be easily defined as discrete,observablebehaviour.

The process of 'data reduction' described by Miles and Huberman (1994)
refers to 'selecting, focusing, simplifying, abstracting and transforming the
data that appear in field notes or transcriptions'. So far, the possible methods
for transcribing the interview and video data have been examined.

The choice of transcription method for the videotape data is that of selecting
segmentsthat are directly related to the study, surnmarising the rest of the
videotapesin order to provide a senseof the larger context. The reasonfor this
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choice is that a large number of hours of videotape data will be collected, not
all of which will relate to family group visitors.

Regardlessof the method of transcription, observational data alone does not
always provide a clear picture of the subject of study. For example, in
Moussouri's research(1997) observationsshowed no useful patternsof family
group behaviour until they were relatedto the family interviews.

In light of Moussouri'sfindings above,the amountof datacollectedthrough
videotaping is regarded in this study as a strength. Moussouri (1997) found
that patterns could not be discerned through observing a small number of
participants, Touliatos et al (1990) noted that large observational samplesare

moreaccurateandcombinationsof observationalstudiesproducedevidenceof
stablebehaviours.Following the decisionon transcriptionmethod,a coding
processhas to be decidedupon as discussedbelow.

3.14.1 The choice of observational coding method in the current study
The choice of coding method is between:
*

Adopting a pre existing coding scheme

*

Modifying a pre-existing coding scheme

*

Developing a new coding scheme(Nastasi 1999)

The choice of coding process for the current researchis that of modifying a
pre-existing scheme. Within the field of visitor studies, a number of coding
schemeshave been developed in earlier descriptive and exploratory studies of
family visitor groups (Laetsch et al 1980, Diamond 1986, Hilke 1989,
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McManus 1989, Hood 1983, Bitgood and Patterson 1993). However, the vast
majority of studies of family groups within visitor studiesrelate, as previously
discussed,to the learning behaviour of families and/or interactive exhibits.
Modifications required to pre-existing coding schemesrelate to the particular
aspectof this study that is different from previous studies.

The modifications to a pre-existing coding schemeevolve from the transcribed
data. Although much is known about family group visitors in general, very
little is known about family group visitors to new art galleries in particular.
Therefore some inductive developmentneedsto take place in order to createa
coding schemeto meet the requirementsof the study. In this sense,the choice
of coding method lies in between two extremes: on the one hand adopting a
pre-existing coding scheme without changesand on the other, developing a
unique coding system.

3.15

Ethical considerations for the study

Ethical principles in 'action research' have been summarisedin the context of
visitors and visitor studiesby Bicknell and Gammon (1995). The current study
hastaken account of the following principles:
*

Observing protocol

4 Including participants
*

Negotiating with those affected

*

Reporting progress
Obtaining explicit authorisationbefore observing
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Obtaining

explicit

authorisation

before

examining

files,

correspondenceor other documentation
Negotiating descriptionsof people's work
*

Negotiating accountsfrom other points of view

*

Obtaining explicit authorisation.before using quotations

*

Negotiating reports for various levels of release

*

Accepting responsibility for maintaining confidentiality

Retaining
the right to report work
-6
Making principle and proceduresknown and binding

In relation to videotaping visitors during observational and tracIdng studies,
recent guidelines suggestthat informed consent explaining the nature of the
study is required. However, researchstudieshave shown that informed consent
can be undocumentedor implied as long as signs are posted in the recorded
areas(Heath 2002, Gutwill-Wise 2002).

Extensive discussionswith key personnel concerning exactly how visitors are
informed and how to gain their cooperation will always be needed when
filming is part of the research strategy. Particular protocols need to be
developedin relation to the use of CCTV footage as the film is being used for
a purposeother than that for which it was originally intended.

For the purposesof this study and after discussionwith senior art gallery stafL
the agreedprocedurehas been to place notices at the entranceto the art gallery
and at the particular gallery under study. The notices inform visitors about the
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invited
have
to
the
are
research
reservations about
researchand visitors who
do
have
found
In
that
to
not
people
speak an attendant. practice, researchers
(Gutwill
2002,
in
to
the
the
visitor
research
of
use of video
conduct
object
Allen 2002, Vom Lehn 2002).

However, the use of images derived from surveillance technology, albeit not
(Concise
Oxford
'close
to
person'
suspected
observation of a
applied
Dictionary 1998) needs careful treatment. The Data Protection Act of 1998
images
from
CCTV
those
record
which
systemsand who
who operate
requires
individuals can be identified, to register with the Information Commissioner
in
data
is
that
the
accordance
with
protection
operated
system
and ensure
be
families
(Taylor
for
So
2002).
this
the
of
research
will
purposes
principles
identified only by number and the material kept under lock and key.

Evidence from recent studies suggeststhat researchersregard videotaping and
the use of CCTV images as ethnographic methods for researchpurposesas
1997),
(Angrosino
Perez
suggesting that three criteria
and
ethicallY neutral
be
for
to
test
the probity of research,which usessuch methods:
applied
should
,6, The means will not cause more harm than necessaryto achieve the

value
*

No less hannful way exists at presentto protect the value

4 The means used to achieve the value will not undermine it (Herrera

1999)
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In the context of studying human actions, the above criteria gives such
researchits moral meaning, 'in that senseproportionate refers to the specific
value at stake and the limitations, the harm, or the inconveniencewhich will
inevitably come about in trying to achieve that value' (Craig et al 2000). So
the pilot study helped the researcher refine the data collection plans with
respectto both the content of the data and the proceduresto be followed. The
pilot study was crucial in establishing access arrangements,the resources
available and their appropriatenessfor the study, the schedule of the data

of the methodsof datacollectionat
collectionactivitiesandthe effectiveness
the case study site. On the basis of findings from the pilot study, a case study
increase
developed,
in
to
the reliability of the study and
was
protocol
order
guide the researcherin carrying out the study (Yin 1994).
The protocol includes:
*

Project overview

*

Field procedures

*

Casestudy questions

*

Guide for casestudy report
Analysis of results

*

3.16

References(Yin 1994)

The Preliminary Investigations

The methodological strategyused in the presentstudy falls broadly within the
category of case study. As is usual in case study methodology, multiple
methods of data collection and analysis are used. The core methods of
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investigation are questionnaire, observation and interviews with family
groups.

Data collected in the preliminary phase of the investigation employed the
following methods:
*

Interviews with key art gallery personnelin the pilot study sites

*

Observing family visitor groups with the researcher present in the
gallery

4 Observing family visitor groups with the researcherviewing CCTV
video footage
*

Short structuredinterviews with family visitors
Archive and documentsearchesat the pilot study sites

This phaseof the researchseeksto establishand generateknowledge about the
motivations, experience and behaviour of family group visitors to the case
study sites. Becauseof the dearth of published researchrelating specifically to
families looking at modem art in contemporary art galleries, interviewing
experienced professionals in the field provides access to undocumentedor
unpublished infonnation and activity. These, together with the literature

review,afford an invaluablecollectionof datafrom which to proceed.

The interview subjectswere:
*

Lindsay Brookes, Collections and AccessCurator, Lowry, Salford

*

Jude Watt, Education Curator, Baltic, Gateshead

4 Jo Digger, Collections Curator, Walsall New Art Gallery
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*

Emily Marsden, Assistant Exhibition Curator, New Art Gallery,

Walsall

The study also draws upon telephoneconversationsand email correspondence
with professionalsat:
*

ManchesterCity Art Gallery

*

Oldham Art Gallery

41,

ScienceMuseum,London
Kings College, London

Common themes arising ftom these conversations are documented,
categorisedand critically examined.

3.17

Why New Art Gallery, Walsall was chosenas a Single Case Study Site

During the preliminary phase of the investigation interview and observational
methods were tested at a number of sites. At the New Art Gallery, Walsall,
family group visitors were filmed during 3 different temporary exhibitions
between September2002 and July 2003 Thesewere:
4, Coming of Age - Works from the Tate Collection

*

Veil -A Touring exhibition curatedby InIVA

*

narrascapes- curated by RhondaWilson, director of Seeingthe Light at
the CustardFactory, Birmingham.

By February 2003 a body of data, especially observational data, had been built
up about family group visitors to the New Art Gallery, Walsall. In addition the
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three exhibitions representeda good cross-sectionof the type of contemporary
art shown at the New Art Gallery. 'Coming of Age' was an exhibition curated
by Sheila McGregor using 20th century works from the Tate Collection (fig

3.7). 'Veil' was a touring exhibition which had beencensoredby Walsall MBC
because of its subject matter (fig 3.8), creating a great deal of interest.
4narrascape'was a show dealing with photography as fine art (fig 3.9).
Although recognising the benefits of multiple case studies, it was felt that the
New Art Gallery, Walsall, would be an appropriate single case study site,

adding a depth of knowledge to the research.
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Fig 3.9

narrascape exhibition

An additional advantagein choosing this site was that key personnel at the
New Art Gallery, Walsall were enthusiasticabout participating in the study. In
particular the collections curator, Jo Digger, endorsedthe research.The choice
Gallery
Art
benefits
New
Walsall
as
a
research
as
site
offered
substantive
of
follows:
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The gallery is committed to cutting edge visitor research, having

*

carried out influential family studies (Arts About Manchester 1998,
Cox 1998) at the old art gallery site.
*

The gallery has not conducted in-depth visitor researchsince moving
to the new site, primarily through lack of staff and was keen to support
research that would yield data on a key plank of gallery policyattracting family visitors.

*

The gallery was committed to developing family audiences and

considered that the current research would provide valuable
1),
It

information.
4 Walsall New Art Gallery was a flagship millennium site as defined in
the research scope and therefore provided an ideal opportunity to
generateinsights into family visitors at such a site.
*

Walsall New Art Gallery has been at the forefront of many of the
issues relating to family visitors identified in the literature review.
Evidence from the gallery's long standing programme of audience
studies under the director, Peter Jenkinson, gives the present study

backgroundandcontext.

A survey of documents relating to the case study site was undertaken
throughout a series of visits to Walsall Art Gallery. During the visits, formal
and informal interviews took place and by the end of this period sufficient
preparationhad taken place to be able to:

* Conductobservations
usingthe galleriesown CCTV system
* Conductshortstructuredinterviewswith families
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*

Conduct preliminary analysis of observational data at the case study

site

New Art Gallery, Walsall is one of a number of galleries that represent an
important period in the developmentand reception of contemporaryart in the
UK. It has generated interest arnongst arts professionals, students and the
building
because
it
is
arts
public
with a dedicated
a new regional civic
children's gallery, a permanent collection and galleries for temporary
exhibitions that focus on contemporary art. It has a 'family friendly' policy,
lk

.9

initiated by the then director, Peter Jenkinson, and his team, generating a

innovative
number of
exhibitionsaimed at children and their families. For
example 'Start' in 1998,was an exhibition of contemporaryart for designedfor
pre-school children.

The competition brief for the building of the New Art Gallery, Walsall directed

architectsto considerhow thebuildingcould:
4 Be a landmark building of outstanding quality and architectural

distinction
*

Contribute positively to and influence the surroundingarea

*

Have a strong visual presence

41 Encouragecivic pride and provide a visitor attraction in its own right
*

Be a model of accessibility to increaseaccessto and participation in the
arts for the whole community

*

Have flexible spaces for the display of historic, modem and
contemporaryart and facilities for educationand interpretation

152

*

Have good circulation and ease of comprehending the building by
for
the
the
time
surprise and
opportunities
visitors, allowing at
same
delight

*

Have opportunities for the visitor to relax-perhapsinfonnal rest areas
and allow opportunities for the visitor to have views of the surrounding
area,making links betweenthe gallery experienceand the outside world
(McDade 2002).

The brief incorporated a view of the civic function of a new art gallery-and in
unpromising surroundings

3.17.1 The Building
The New Art Gallery openedin 2000, designedby Caruso St John Architects
to replace the old Edwardian Art Gallery in Walsall. The building was
commissioned by Walsall Metropolitan Borough council funded by ;EI5.75
million Arts Lottery money, U5 million matched funding from the European
Regional Development Fund and funding from City Challenge and Walsall
Metropolitan Borough Council.

The public relations firm of Hobsbawm,Macauley Communicationswere hired
by New Art Gallery, Walsall to maximise the gallery's impact nationally and
internationally throughout the launch period. The company was successfulin
generatingvery high levels of publicity during the lead up to the opening of the
new gallery: journalists from the Guardian, Times, Observer Telegraph and
Independentnewspapersmade the trip north and a number of London based
journalists were critical of both the town and the new gallery building. 'It is
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possible that there are uglier towns in the world than Walsall, but if so I do not
know them the (new art gallery) building is 'hideous, completely lacking in
...
grace or unity of conception' (Dalrymple 2000). However, the majority of arts
journalists and the architecture press suggestedthat the town of Walsall was
'cool, blooming and booming' (Toynbee 2000) and the New Art Gallery,
'small but perfectly formed' (Searle2000).

The New Art Gallery, Walsall, representsone of a number new art gallery
buildings of international quality and scope, intended to provide cutting edge
facilities for regional, national and international art and artists and accessible
programmes for visitors in marginal locations such as Dundee, Salford (fig
3.10) and Gateshead(fig 3.11). Thesefigures can be found overleaf.
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Fig3.10
Theproposedsite of the Lowry Centreprior to the Salford Quays
development

155

4I!

-r

Fig 3.11

Baltic prior to opening in 2002, showing the riverfrom Gateshead

In common with thesevenues,New Art Gallery, Walsall is built in a European
Regional Development fund priority area in a town is not particularly well
known nationally. When The New Art Gallery, Walsall openedin 2000 it was
because
UK
National
Lottery
the
the
widely seen as a model project of
it
in
answereda needto housethe permanentcollection, provided a boost for a town
suffering industrial decline and commissioned innovative architecture for an
ambitious project (Moore 2002).
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3.17.2 The temporary exhibition space

A characteristic of new art galleries is the importance attachedto temporary
exhibition spaces.Large temporaryexhibition spacesare neededfor the display
of contemporary visual art because large scale temporary installations are
common in contemporaryart practice.Temporaryexhibition spacesin new arts
venues such as Baltic and Walsall are enormous,simple spacesutillsing basic
industrial materials such as replaceablewood, concrete and plaster. At Baltic
for example, the level four temporary art space is 745 square metres by 8.5
metreshigh (fig 3.12).

Fig 3.12

The temporary exhibition space at Baltic
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At the New Art Gallery, Walsall, in contrastto the domestic size spacescreated
for the permanentcollection (fig 3.13), the temporary exhibition rooms on the
third floor are massive,minimal spaces.They have black concretefloors, white
plaster walls, high ceilings and clerestorywindows. (fig 3.14).

Fig 3.13

Thepermanent collection rooms, New Art Gallery, Walsall
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F;

Fig 3.14
Walsall

The temporary twhibition rooms on the thirdfloor, New Art Gallery,

It was a decision by Peter Jenkinson to situate the permanentGarman Ryan
building
the
the
new
of
so 'the two Garman Ryan floors
centre
collection at
becomethe centre of gravity of the building... immediately above the entrance
hall to be accessedmore easily and visited more often' (Scalbert 2002). The
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location and small domestic scale of the Garman Ryan rooms on the first and
secondfloor and the Children's Discovery Gallery close to the gallery entrance
on the ground floor contrast with the visually different temporary exhibition
spaceswhich are further from the entrance and massive in scale. In addition
The Garman Ryan rooms and the Discovery Gallery are lined in wood which
contrasts with the temporary exhibition spacesin which the concrete structure
is intentionally left exposed.Theseare contemporary art gallery conventionsin
which modem art is shown in a 'white cube' environment, in contrastto older
art works shown in more opulent and traditional surroundings.

3.17.3 The exhibition
The exhibition at the heart of the current study is 'naffascape-betweenthe man
I
made and the mtural' (fig 3.15 overleaf).

1)
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Fig 3.15

'narrascape'

Curated by Rhonda Wilson, director of Seeing the Light in Birmingham, the
temporary exhibition is a series of photographsby fine artists Sian Bormell,
DeborahJones,ThomasKellner, Claire Smith and Frank Yamrus that explores
the relationship between fine art and photography,the use of new technology
and the man-madeand natural environment.

The casestudy takes place in one of the four temporary exhibition galleries on
the third floor of the New Art Gallery, Walsall in a room containing the work

of of Deborah Jones(fig 3.16) Thomas Kellner (fig 3.17) and Frank Yamrus
(fig 3.18).

OR
mu

Fig 3.16

Deborah Jones
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I my-

Fig 3.17

ThomasKellner

Fig 3.18

Frank Yamrus

The exhibition is 'linear' in that it has a title and an introductory sign (Serrell
1997). However, family group visitors have free choice to select and manage
their own time and progressthrough the show so the exhibition can be used in
a nonlinear way; the exhibition does not force visitors to look at the elements
of the exhibition in a prescribed sequence.It is clear from the evidence
gathered at the start of this study, that New Art Gallery, Walsall attracts
families to the Children's Discovery Gallery and the PermanentCollection
(Oakley 2003), but there is no empirical evidenceabout families in relation to
the temporary exhibitions. The current study sets out to shed light on this
phenomenonand the methodsdescribedbelow show how the evidencewill be
gathered.
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3.17.4 Observation
A key feature of the pilot study protocol was developing the use of CCTV
for
in
footage
family
The
the choice
the
rationale
observation
of
visitors.
video

of observationmethodwas:
,& The requirement for an entirely unobtrusive method of observing
family visitors
The importance of devising a method for observing a number of family
memberssimultaneously
41-

The decision not to captureverbal exchanges

*

The capacity to observefamily group visitors to the samegallery over
a number of changingexhibits

Usually video observation relies on equipment that is very visible and
therefore intrusive. Visitors are aware of being filmed when video equipment
is set up at the research site, and the protocols for filmed observation are
light
in
through
of ethical considerations (Gutwill
action research
evolving
2003). The figures below show the posters devised for the Exploratorium in
San Francisco. Figure 3.19 shows the original poster, figure 3.20 shows the

found visitors had not noticedthe first
postermodified becauseresearchers
one.
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Fig 3.20
Secondposter devisedafter it was discoveredthefirst poster was not
noticed by visitors
The decision to use CCTV for the current researchproject was taken with the
intention of m1nimlsing the intrusiveness of the filming without, however,
compromising visitor's right to give their informed consent. In consultation
with the security staff, it was felt that the notice at the front of the gallery,
informing visitors that CCTV cameraswere in operation was not sufficient to
gain implied informed consent (figure 3.22). Particularly as the notice is
almost completely obscured by the front door as it opens to admit visitors
(figure 3.22).
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Fig 3.21

Notice outside the gallery showing that CCTV cameras are in use
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Fig 3.22

Door obscuring the CCTV camera notice

Notices were posted at the gallery site, informing visitors that researchwas
taking place.

The existing presenceof camerasat the research site meant that gathering
observational data through the Walsall New Art Gallery internal CCTV
security system was a distinct possibility. In consultation with the curatorial
staff, front of house staff and security staff it was agreed that the CCTV
camerain a gallery on the third floor would provide the most comprehensive
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data with least disturbanceto the normal functioning of the CCTV camerasas
front line security.

CCTV filming has not been used extensively as an observation method in
visitor studies to date and has not been used before in the New Art Gallery,
Walsall. As the gallery is governedby Walsall Metropolitan Borough Council
a risk assessmentwas carried out with Neil Skeldon, the Risk and Insurance
Officer at Walsall MBC, and formal permission was grantedby him on behalf
of Walsall Metropolitan Borough Council for the CCTV footage to be used in
this way.

The advantagesof using camerasto gather data were identified as early as
1942 by Neilson in an interesting study conducted at the Museum of Science
and Industry in Chicago. Neilson showed how a camera, mounted in the top
comer of the gallery, could record all visitor activity in the gallery (Neilson
1942).The suggestedadvantagesof the method were:
*

Data on film could be analyseda number of times for different aspects

behaviour
of
Datacouldbe transcribedinto tabularform

For Neilson, implementing the observationaltechnique included mounting the
camerabackwards pointing at a large convex mirror that reflected the image
of the gallery (figure 3.23) At the time this study was carried out, wide angle
cameraswere unavailable becauseof World War 2 (Neilson 1942).
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Diagram showing the camera angle in Neilson's study

For the presentstudy the CCTV cameracoverageposesno such problem. The
wide angle of the camera shows the whole gallery with the exception of a
small areadirectly underthe camera(figure 3.24). Three hour VHS videotapes
provide data that can be analysedtime and again without being transcribed
into tabular form.
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Fig 3.24
Diagram showing the CCTV camera angle at the casesstudy site, New
Art Gallery, Walsall

3.17.4.1

Observation protocol

From discussionswith curatorial, marketing and front line staff at the New Art
Gallery, Walsall it was clear that staff thought that the largest number of
family groups visited in the afternoonsduring weekendsof school holidays. It
was considered likely that the composition of the family group would vary
according to the day of the week and so the video data was collected between
12-00and 5-00 on the following days:
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Coming of Age exhibition
Wednesday30'hOctober 2002 (school half term)
Sunday3rd November 2002
Saturday I Ot"November 2002
Sunday 11"' November 2002
This preliminary observation showed that families visited on weekday and
Saturday afternoons during the half-term holiday, but very few visited on
Sundays. A further pilot was conducted during the next school half-term

break,concentrating
on weekdayafternoons.

Veil exhibition
Wednesday10' February 2003 (school half-term)
Thursday 20thFebruary2003
Saturday22d February 2003
Sunday23d February 2003
Tuesday25h February2003

These 2 observations yielded approximately 30 hours of videotape from
different days on which to conduct initial transcription and data coding trials.
Analysis of film footage alone cannot yield a total picture of the family visitor
becauseit shows only behaviour in the gallery. Therefore a protocol for short
structuredinterview with family visitors was developedand piloted in order to
in
for
data
provide complementary
about motivation
visiting and experience
the gallery.

I
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3.17.5 Short structured interviews
Relying on single sources of data raises,the problem of credibility in the
information generated(Newcomb 1991). One of the greatest advantagesof
using interviews in conjunction with CCTV footage is the ability to interview
families who have been filmed and re-examine the video footage in light of
their responses.The advantageof the researchstrategy in the current study is
that evidence exists on film and as responsesto interview questions.Family
insights
into
descriptive
material
and
offer
visitor accountsare valuable as raw

the meaningof observedbehaviour.

Section 2 has shown that it is possibleto conduct an inquiry into family group
looking
in
New
Art
that
art
galleries
and
modem
contemporary
visitors
at
art
Gallery, Walsall, was a suitable site for the preliminary investigation. Section
2 has also shown how data collecting and coding in this phaseof the research
(Schensul
inductive,
intention
building
theory
the
et al 1999).
was
of
with

Section3 goeson to describesthe researchdesignfinalisedon the basisof all
the preceding information. It will show how the use of CCTV to gather
observationaldata, along with more traditional interview techniquesenhances
knowledge in the field, enhancesthe repertory of instruments in visitor studies

andaddsto the development
of theoryin visitor studies.

I-,.
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Section 3

The Case Study research design

To develop the methodologythe following procedurewas adopted.
*A

review of the literature on family group visitors was carried out to provide a
had
for
that
the
to
research
methods
previously
context
researchand evaluate
been developed.Thesewere analysedfor reliability and viability.

*

Managers and professionals from relevant organisations such as the Arts
Council, Baltic, Sunderland, Manchester City Art Gallery, Walsall New Art
Gallery, Lowry, Salford, Kings College, London, Science Museum, London,
Exploratorium, San Francisco, were consulted to identify issues of current
concernin art gallery researchstudiesin relation to family group visitors.

* Qualitative methodologywas used in the form of preliminary open ended
interviews with ten family visitor groups in order to gain a better understanding
in
during
Previous
their
their
research
visitor
visit.
of
motivation and experience
studies (Diamond 1992, Kom 2000, Borun 2002) suggests that five to ten
respondentsare enoughfor this exploratory phase.

4 Observationsof 80 family groups were carried out in order to establish
behavioural
sampling techniques.
observationalcategoriesand
*A

content analysis of the mission statementsand other literature from new art
galleries was conductedin order to identify key aspectsof policy with regard to
family group visitors.

The procedure outlined above generateda number of key words and terms, used in the

researchasshownbelow.

--1
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3.18

Terms used in the research design

To establishpreliminaryboundaries, precise definitions of all the major categoriesused
in the research design are provided. These definitions are drawn from the literature
survey in chapter 2 and have been refined by the researcherthrough checks with key
professionals.A more extensive glossary of definitions can be found at the front of the
study. For the purposesof the current study the following terms are used:

3.18.1 Art gallery
Art gallery in the UK describes a building and the collection that it houses. The
collection will be an assemblageof precious objects, including paintings and sculptures
(Museums Association 2002). Visitor's images of art galleries are often based on
generalizedimpressionsdrawn from past experience(Soren 1995).

3.18.2 Behaviour

Behaviourrefersto objective,observableaction.The term socialaction(Weber1901)is
used by social psychologists and sociologists to describe behaviour that is intended to
influence the actions of one or more other persons(Mitchell 1968). For the purposesof

this researchthis meansthe behaviourof family groupvisitorsin the particularsituation
of the casestudy site (Serrell 1998)

3.18.3 Contemporary art
All areas of the fine arts including painting, graphics, sculpture, mixed media and
performanceare representedin contemporaryart. The term also includes artists active in
the fields of computer and internet art. Shows of contemporary artists may include
1-1
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artists who have died in the recent past but generally focus on living artists (Pendergast
and Pendergast 1999). The temis 'cutting edge' or 'avant garde' are often used in

describingcontemporary
art (Bianchi 1999).

Throughout the current investigation, the terms 'modem art' and 'contemporary art'
have been used pretty much synonymously. Although the distinction is clear to arts
professionals and the terms are used with greater precision within the discipline itself
(see glossary); authors, critics, scholarsand curators tend to use the two terms far more
loosely in their dealings with a more general art audience. For example, Matthew
Collings' recent book 'this is modem art' starts with the work of Goya in the nineteenth
century but is actually a discussion about contemporary art, in particular the Young
British Artists (Collings 2000). Craddock (2000) has recently pointed out that 'the word
'modem' is in use again, but not in the strict art-historical sense....contemporarycan
now be modem and, especially, the other way round'. Similarly, a recent PhD study
'traced the history of modem and contemporaryart exhibitions' (Behner2003).

3.18.4 Exhibit

The term 'exhibit ' is usedas a nounto describediscrete,conceptualunits,experiences
or components
within the exhibitionlayout.Thesetypically includeinteractivedevices,
video presentations,computers,and worktables with interpretive material (Seffell
1998).
3.18.5 Exhibition
The exhibits, along with the spatial layout, pictures, objects, sounds and smells
(Macdonald 1993) comprise the exhibition. This means a defined room with a given
I
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title containing elements that together make up a conceptually coherent entity
recognisable as an exhibition of objects, interactives or phenomenon.Some form of
interpretation is present including text labels, graphics and video interactive devices
(Seffell 1998).

3.18.6 Exhibition
Experience describeswhat has been observed, learned or undertaken,felt or suffered
(Penguin English Dictionary 1998). For the purposes of this research 'experience'
describes critical moments in the art gallery visit that create cognitive landmarks or
referencepoints (Kaplan 1994).

3.18.7 Family group visitors
Family group visitors are defined as any multi-generational social group of up to 5-6
people, with children, that comes as a unit to the art gallery. Family group visitors are
people who enter the exhibition and appearto be there becausethey are using it (i. e. not
using the spaceas a through route or becausethey are lost) (Serrell 1998).Family group
visitors as described above are the subject of the research for the questionnaireand
observationsmethods.

3.18.8 Modern art
Modem art is an imprecise term that can be used purely chronologically to designate

any art producedin presentor recent times, but which is usually applied more
specifically to art that is consciously in tune with the progressiveattitudes and beliefs of
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those times (Barker 1996). The terms abstract and modem are regularly used
synonymouslyby art gallery visitors (Kom 2000).

3.18.9 Motivation
Motivation describesthe reasonsfor visiting an art gallery. Thesewill include a general
set of cultural preconceptionsabout art galleries, for example the perceivedplace of art
gallery visiting in the social life of the family (Macdonald 1993). Recent researchinto
motivation in art gallery visiting has also focused on the visitor's agenda (HooperGreenhill 2001, Falk 2002).

3.18.10

New art galleries

New art galleries are buildings in the UK; usually completed between 1999 and 2002
and often associatedwith a regional regeneration strategy. They are characteristically
high profile, architect designed,and audience-centred.New art gallery buildings tend to
interact visually with their host enviromnents(Ryan 2000).

3.18.11

Temporary exhibition

A temporary exhibition might be a one-off exhibition or a touring show. It is often
ephemeral and may leave little trace after the event. A temporary exhibition often
reflects recent developmentand thinking, providing an opportunity to show the work of
living artists (Sixsmith 2000) Temporary exhibitions also provide opportunities to
exhibit works from private collections or the galleries' own permanent collection.
External curators may not always adhere to the same principles as the galleries'

15)
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permanentcuratorial staff in relation to access,interpretation, display and presentation
(Payne 1997).

3.19

Methods employed to test the research hypotheses

A number of hypotheseswere generatedthat could be tested using various methods
within case study strategy. Key methods for testing the hypothesesfor the final study

were:

Questionnaire
-6
4 Observation
4 In-depthinterview

Figure 3.25 overleaf showshow thesekey methodsrelate to the researchhypotheses.

VI
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Hypothesis

Area of
exploration
M
a
ti
Hypothesis one
otiv on
Family group visitors regard a Experience
new art gallery showing
contemporary art as a suitable
destination to
with
visit
children
Motivation
Hypothesis two
The perceived accessibility and Experience
popularity of modem art has
had a direct effect in attracting
family group visitors to new art
galleries.
Motivation
Hypothesis three
The decision to visit as a family
group was taken on the day of
the visit
Experience
Hypothesis four
Family group visitors 'time
budget' (Schofield 1997) their
visit in relation to their
motivation for visiting.
_Hypothesis five
Motivation
Innovative
and
inclusive Experience
programming and interpretation
in new art galleries will engage
family group Visitors.
Experience
Hypothesis six
Family group visitors to new art
galleries expect to eqjoy
looking at modern art in new art
galleries.
_Hypothesis
Behaviour
seven
By using observationalmethods
and interview methods that are
establishedand widely used in
studies
research
visitor
replicable and comparable data
will be generated on the
behaviour of farmly visitor
jnnew art alleries,
groups,

Fig 3.25

Method of investigation
*

interviews with key professionals
Content analysisof mission statements

andotherdocuments
Questionnaire

Observation
Questionnaire
In depthinterview

Interviews
withkeyprofessionals
Content
analysis
of mediaand
literature
promotional
Questionnaire
Questionnaire
Observation

Questionnaire
Interviews
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Methods employedto test the research lkypotheses

The following section describes the pilot study, the sample selection, the questionnaire

design and administration and goeson to describehow the data coding and analysis for
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the questionnaire was done. The section then describesthe observation scheduleand
method of analysisand finally the in-depth interview design and method of analysis.

3.19.1 The pilot study
The pilot study tested each research method, paying particular attention to the way
qualitative and quantitative methods worked together within the overall case study.
During weekendsand school holidays between September2002 and February2003,40
family group visitors were filmed in the New Art Gallery, Walsall, using CCTV video;
20 survey questionnaires were administered, and 5 families took part in in-depth
interviews. The decision to pilot the study at the eventual case study site was taken on
the basis of accessand time, as well as a favourable responsefrom the New Art Gallery
to the research.In addition, the CCTV observationmethod neededmeticulous planning
and preparationto yield the anticipatedresults. The pilot study establishedthat:
*

Observations were practical using the in-house CCTV system, also, security,
curatorial and front of housestaff were enthusiasticabout the project

*

Survey questionnaires could be successfully administered with family visitor
groups to generatequantitative data at the same time as the CCTV observation
was taking place.

*

Short in-depth interviews would generate insights into the experience and
behaviour of family group visitors (see3.22 below for a detailed description of
,
how this method was applied).

In April 2003 initial data from thesethree methodshad been analysed,and the methods
and techniquesused for the case study had been refined. After the initial analysisof the
interviews and video tapes changes were made to the questions to investigate more
closely:
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*

What exhibits family group visitors looked at

*

How the family acted as a social groups as they divide into dyads,triads or stay
together

A body of data, especially observational data had been built up that was of particular
interest to the curatorial staff at the gallery, and there was agreementwith the gallery to
proceedto the study itself

3.19.2 Sample selection, questionnaire design and questionnaire administration
Narrowing the focus of researchto one particular casestudy site is appropriateonly in a
limited number of circumstances(Schofield 1997). A socio-cultural facility such as a
new art gallery in an urban area is one such circurastance(Ashworth and Voogd 1990),
when studiesshould focus on a particular group of visitors rather than attemptto study a
diversity
is
because
This
the
of
of the wider population and the
population.
wider
methodological difficulties of identifying and sampling an appropriate group from the
wider population. This was consideredto be an important factor in the selection of an
appropriatesample.A number of other factors and constraintswere also compelling.

There is, for example, no current statistical breakdown of the overall visitor numbersto
New Art Gallery, Walsall. Evidence shows that, for example, in 2002 over 147,000
people visited (Ward 2003) but this is not segmentedaccuratelybasedon age, genderor
socio-econornic class. This knowledge militated against attempting to select a
representativequota sample and favoured a purposive sampling strategy which in any

casefulfilled the researcher'sspecificneedsin the researchwhich wereto investigate
family group visitors. Therefore the unit of analysis in relation to the respondentsis the
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fwnily group. The sampling bias favours family group visitors visiting new art galleries
becausethis is the focus of the study.

The size of the sample was influenced by a number of practical considerationssuch as
the complexity of administering a questionnaireto family group visitors, the amount of
information required from the family group and the viability of data appropriateto the
sample size. Finally, the selection of the sample was influenced by the need to
administer the questionnaireat the sametime as the observationswere taking place in
order to correlate information gathered from both questionnaire and observation. The
questionnaire collecting demographic data was necessarybecauseno baseline data on
age, gender, ethnicity and familial relationships were available. In order to satisfy the
need within the researchdesign for a relationship betweenthe observationalmethod and
the questionnaire,50 family group visitors were chosen as the sample and interviewed
whilst the video observations were taking place. In ethnographic studies 'the rule of
thumb' recommendsbetween 35 and 50 interviews (Morse 1994). In visitor studies,
research suggeststhat between forty and sixty respondentsare required to provide a
sample large enough for quantitative analysis (Kom 1998, Seffell 1998, Salant and
Dillman 1994, Diamond 2000). Becausethe sample for the current study was to be
drawn from a homogeneousgroup of family group visitors in the temporary exhibition
space in the New Art Gallery, Walsall it was considered likely that a representative
samplecould be selectedfor interview and observation.

In order to maximise the responserate and after careful considerationof samplesize, 48
family visitor groups were interviewed face-to-face on-site using a structured
questionnaire with both closed and open questions. Visitor studies researchsuggests
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that the responserate for interviewer administeredquestionnairesis between90-95% of
those approached (Tourism and Recreation Research Unit 1983). It was therefore
anticipated that the current research could achieve a similar percentage. Another
advantagefor the current researchis that there would be a minimal time lag between
questionsabout behaviour and experienceand the actual visit of eachfamily group.

A questionnaire scheduleand interview protocol was devised, basedon visitor studies
researchby Bourdieu (197 1), Heady (199 1), Smith and Wolf (1996), Moussouri (1997),
Serrell (1998), Arts About Manchester(1998), and Bianchi (1999). The interviews took
bank
between
2003,
during
Saturday
5a'
July
Spring
Saturday
24'j'
May
the
and
place
holiday and at weekends. The interviews and observations took place simultaneously
between 11-00 and 5-00 on each day of the researchperiod. The timeframe was chosen
for the following reasons:
*

An examination of evidence from researchinto family visitors to art galleries
showed that families visit on weekday afternoons and Saturday afternoons

during holidays, so the Spring bank holiday and subsequentweekendswere
consideredappropriate
*

The exhibition 'narrascape' which was chosenfor the casestudy, openedin May

interviewsand observationscovered
and closedin July, so the questionnaires,
the durationof the exhibition

3.19.3 Pre-testing the questionnaire

The characteristics,structureand item order of the questionnaireconstructedfor the
survey was infonned by a review of a wide range of relevant publications, an evaluation
of the results of the preliminary open ended interviews with fwnily group visitors,
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interviews with managersand professionalsfrom relevant organisationsand an analysis
of mission statementsand other literature conducted in order to identify key aspectsof
policy with regard to family group visitors. These are widely represented in the
bibliography. The content and phrasing of the individual questions,the responseformat,
the sequencingof the questionsand the overall layout and structure were designedwith
the intention of achieving the stated aims of the researchproject, testing the research
hypotheses,generatingthe required information and reducing measurementerror.

Considerable care was taken in constructing the questionnaire to use language that
respondents,including children, will understand.From the preliminary interviews, a list
of words was generatedderived from the frame of referenceof the family group visitors
interviewed. These words were incorporated as far as possible into the phrasing of the
items in the questionnaire.As Quinn Patton points out (1987), it is the responsibility of
the interviewer to make clear to the respondentwhat is being asked.

3.20

The questionnaire design

The questionnaire(appendix 1) reflects the researchhypothesesand is broadly divided
into four sections dealing with motivation, experience, behaviour and demographic
information. The order of the questions and the reasons for asIdng the questions are
explained in figure 3.26 below, followed by the key and instructions for administering
the questionnaire.
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uestion no.

Motivation

Expenene

Be h aviour
__ __ _ __

Demographics

2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
Fig 3.26

Area of investigation each question addresses

Question I

Can you tell me how long you have been in this room?

This is an opening question, which tests, based on evidence from previous research,
how long visitors consider they have been in the gallery. Evidence suggests that most

visitors rarely spendmore than a few secondslooking at a work of art (Smith and Wolf
1996, Adams 2000). The data can be compared with results from other researchusing
similar exhibitions and cross-checkedwith observationaldata from the current research.
The question appearsat the start so that respondentsdo not include the time taken to
answerthe questionnaire.
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Question2

Who madethe decisionto visit today?

Evidencefrom previousresearchsuggeststhat children are often the instigatorsof art
galleryvisits andmayevenact asguidesfor 'novice' adults(Cox 2000,Falk 1998).

Question3

Whatis the mainreasonfor your visit to Walsalltoday?

Evidencesuggests
that a family visit to an art gallerywill takeplaceasoneof a number
of otheractivitiesscheduledfor the day(Schofield1997).

Question4

Whendid you decideto visit New Art GalleryWalsall?

Evidencefrom researchinto family groupvisitorsto art galleriesin urbanareassuggests
that the visit is oftena 'spur of the moment'decision(Payne1997).

Question 5

What are your main reasonsfor visiting New Art Gallery Walsall?

Data from the preliminary open ended interviews in the early stagesof the research
generateda number of reasonsfor family group visits to an art gallery. The answers
from the preliminary phase have been rationalised into response categories for the
questionnaire.

Question6

Can you tell me what you expect when you visit New Art Gallery,

Walsall?
Teachingandinspiringthe children(Getty 1991,Borun 1998,Falk 1997)arefrequently
cited as reasonsfor visiting art galleries,althoughthereare also other reasons,which
that preparationfor experiencinga
questionssevenandeightexplore.Researchsuggests
work of art takesmany forms that are not yet well understoodand cannotbe provided
by the art gallery(Getty 1990).
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Question 7

Thinking about New Art Gallery Walsall as a whole, can you tell me

whether you think it is a good place to visit with children? and

Question 8

Thinking about the room we are in now, do you think it is a good place

to visit with children?
Researchsuggeststhat a fwnily visit is seenas a social outing rather than an educational
experience (Blud 1990). Question seven is designed to test whether family groups
consider the art gallery in generalis an appropriateplacesfor children. Questioneight is
designed to test whether family groups consider the exhibition in particular is an
appropriateone for children.

Question9

Thinking about the room we are in now, did you know that this

exhibitionwason beforeyou visited?
Research suggests that family group visitors often have difficulty distinguishing
between different areas in an art gallery (Adams 1999, Cox 2000, Digger 2003), and
make no distinctions between temporary exhibitions and the permanent collections.
However, evidence also suggeststhat for a satisfying visit, the environment will be
large enough and coherent enough to constitute a larger whole rather than many
unrelatedpieces(Kaplan 1990,Adams 2000).

QuestionlO Do you think the picturesin this roomaremodemart?
Researchsuggeststhat thereis a consensus
amongstart galleryvisitorsthat modemart
is 'highly variable' and difficult to characterise(Kom 1998). This questiontests
whetherthereis agreementamongstfamily groupvisitorsthat the exhibitionis 'modem
art'.

189

Question11 Do you usuallylike modemart?
Recentresearchin New Art GalleryWalsall foundthat visitorswereoften 'confusedby
andhostileto new art' (Payne1997).This questionaimsto discoverhow family group
visitorsfeel aboutmodemart.

Question 12

Do you expect to see modem art when you visit Walsall New Art

Gallery?
Recent research suggeststhat audiences find the work of the Young British Artists
(YBAs) unthreatening and potentially enjoyable. Question 10 tests whether perceived
in
family
has
had
direct
attracting
a
effect
accessibility and popularity of modem art
group visitors to new art galleries.

Question13 Canyou tell me ifSomepeople in this group know a lot about modem art
Somepeople in this group know somethingabout modem art
No-one in this group knows very much about modem art
No-one in this group knows anything about modem art
Researchsuggeststhat frequent visitors know more about modem art than infrequent
visitors (DiMaggio). Data about knowledge of modem art will be cross-tabulatedwith
data on frequency of visiting (question 18) for comparativeanalysis.

Question 14

Has anyone in your group been here before? and

Question15 How manytimeshavepeoplein your groupvisited?
Researchin 1997 showedthat the Art Gallery and Museum in Walsall had an unusually
high number (58%) of regular visitors, and that nearly half of these visited weekly
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(Payne 1997). This question aims to test the frequency of visits made by family groups
and cross-referencewith data relating to how much family group visitors feel they know

aboutmodemart.

Question 16
*

Who is in your group?

Relationships This data will illuminate the composition of the family groups in
this study, and will be compared to information on the composition of visitor
groups in previous studies.

*

Age

Evidence suggeststhat family group art gallery visiting is closely related

to the life-cycle of the family, with visits taking place at certain stagesof family
life (Falk et al 1998).
*

Ethic background

Evidence from the businessplan for the New Art Gallery

Walsall suggeststhat a more representativeproportion of ethnic minorities visit
than visit more traditional art galleries. (Payne 1997). This question tests the

evidence.

The first page of the questionnaireis shown below; its construction, the layout of the
questions and the coding system. The complete questionnaire can be found in the
researchmethodology appendix with the procedure for administering the questionnaire
(appendix I and 2).
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The questionnaire design (number 48)
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3.20.1 Data coding and analysis of the questionnaire
The questionnairewas developed in a spreadsheetwhich contained a number of linked
worksheets.Each possible responsein the questionnairewas assigneda unique number
directly related to the worksheet devotedto data entry. The questionnaireform itself as
hard copy was customised from the worksheet to meet the needs of the investigation.
This phase of the research was conducted with the help of an expert in Excel
applications.

The packagechosenfor the data entry and analysisis Microsoft Excel, and the format of
the questionsdeterminedthe types of codesused which in this instanceis decimal. The
responsesto the questions were both numeric and alpha. The coded master sheet (the
code book, appendix 3) shows that each pre-coded interview captured has a unique
column in the spreadsheetand that data is gatheredusing three types of response;tick,
numeric or more than one response. For coding textual responses, separate data
collection will provide a sorted list of categoriesof responses.

The number of coded responsesin the questionnaire was limited to six in order to
simplify the analysis, with the exception of data relating to age where there were nine
responsecodesand ethnicity where there were thirteen. The questionnairewas designed
to be field coded using a decimal number'systemset against the questionsand order of
response.

Separateworksheets in Excel were set up to handle infonnation not directly coded on
the interview sheet, but derived from data from the interview questions.For example,
these pattern codes showed the relationship between family visitor group size and
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length of stay, or knowledge of modem art related to when the decision to visit was

made.

Using the code book definitions data was entered into the Excel spreadsheet.Each
has
hard
Each
I.
D.
(printed
the
a
copy).
code
on
questionnaire was allocated a code
unique column in spreadsheetworksheetsand the entry of data done againstrows on the
in
data
The
that
to
are
recorded
cells that are
code.
spreadsheet
are unique eachquestion
from
in
data
to
the
eachquestionnaire.
collected
unique a column allocated

Excel is a spreadsheetthat is capable of performing sophisticated statistical analyses
levels
in
Excel
data
has
Separate
been
the
of
worksheets
enable
n
once
entered.
interrogation of the collected data. Simple collection is done through question response
in row analysis. Correlation of relationships is done through first, interrogation of each
interview sheet data and second,compilation of total results of the survey as a whole.
For example, hypothesis four suggeststhat families 'time budget' their visit in relation
to their motivation for visiting. Comparing the answersto question 1, How long have
for
been
in
is
4,
What
With
to
the
this
question
room?
main reason visiting
you
answers
Walsall today? producesstrong correlations from which to proceed.

Excel is a professionaltool within the Nficrosoft Office suite. It is an industry standard
packagethat is often used for statistical analysis.Its features lend themselvesto the type
of analysis frequently carried out in visitor studiesresearchbecauseit provides a set of
data analysis tools. When the data and parametersfor each analysis are enteredExcel
usesappropriate statistical macrofunctionsand displays the results in output tables.The
data entry spreadsheetscan be set againstthe coding structure and separateworksheets
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on the spreadsheets
validatethe datain eachcell. Queriesrelatingto entryor absence,
rangeandor size,formatandoccurrencecanbe addressed.

Comparativeanalysismethodsare usedto examine relationshipsbetweenpiecesof data.
Excel provides assistancewith multiple worksheets, conditional and variable analysis
and has the ability to handle numbers, letters and alpha numeric. Some of these
items
be
takes
to
extra
analysis
which
separate
of
worksheets,can used purely generate
previously entereddatato provide new data in the form of correlations.Using Excel it is
possible to plot positive and negative correlations between rangesof data.For example,
longer
in
their
the gallery than other
spend
perhapsmothers visiting with
own children
family groups. The dependantvariable is length of time in the gallery. The independent
variable is family group composition. This type of analysis may shed light on which
type of family visitor group stayslongest. Cross-tabulationallows the analysisto show
the relationship between independent and dependent variables by setting up simple
tables. Excel will automatically produce such tables once the categoriesare designed
and the data entered.

Using Excel it is also possible to perform regression analysis. For example, a typical
regressionanalysis for the present study would be to discover whether family visitor
groups liking for modem art is affected by factors such as knowledge of modem art,
number of prior visits or composition of group. Measuring these factors, basedon the
data, the results could be used to predict the kind of family group that doeslike modem

art.
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In conjunction with data derived from observationsof family group visitors, this type of
analysis will shed light on patterns of family visitor behaviour based on triangulated
evidence.

3.21

The observation schedule

The overall layout and structure were designed with the intention of achieving the
stated aims of testing the researchhypothesesand generatingthe required information.
The observation scheduleconsists of data sheetsbased on the floor plan of the study
site. The purpose of this tool is to collect information in a systematicmanner (Serrell
1998). Data sheetsare typically hand drawn and not to scale (fig 3.28). Each observed
family group has a unique number based on the video time code in the top left hand
daughter
figure
father
image.
3.29
For
the
shows
and
comer of
a
video
example,
observedin the pilot study; their unique number is 14:54: 12 19-2-2003,which indicates
the exact time and date the family enteredthe gallery. The observationsare recordedon
video which means that further reviewing of the data involves simply locating the
information
This
the
transposing
number on
of
videotape.
system prevents accidental
about families and allows for quality checksto be made.

11

196

Wttil-tq
zz1.
-- --'-%88--

-ýý

1-

-7

I

1211

ti

it
cmc
Mr

Fig 3.28

Observation sheet no 4from the 'narrascape show
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"1

Fig 3.29
CCTV video image of afamily groupfrom
their unique reference number

the pilot study, showing

This method of coding data is particularly important in the secondphaseof the research
when interviews will take place concurrently with video observation. The time code
enabled video observation to be correlated with interview data on individual families
without compromising their anonymity.

Each exhibit at the researchsite was also allocated a number. This number relatedto an
area on the floor plan of the gallery so family group movement through the exhibits
could be tracked. The method provided a simple but rigorous approach to collecting
data and the process let visitors act naturally and normally. The key and instruction for
using the observation data sheet are given in appendix 4.
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3.22

In-depth interview

It was consideredthat in-depth interviews with a small subgroup of the family visitor
group population would provide a wide range of ideas, generating material for
comparative analysis. 8 families, representingapproximately 27 people was considered
appropriate,basedon a review of recent art gallery studiesthat used in-depth interview
methods (Kom 1998, Hooper-Greenhill 1999).The 8 families were interviewed on
weekdaysduring the Spring bank holiday, as early investigations suggestedthe greatest
variety of family types visited the gallery on weekdaysin school holidays.

Early analysis showed that such data could be handled more effectively using a separate

in-depthinterview schedule.The open-endedformat generatedrich datathat provides
insightsinto the experienceof family groupvisitors in looking at modemart. This data,
cross-referenced
with questionnairedataelucidatedwhat family groupsunderstandby
'modem art' and what they look for in modem art works. In-depth interviewsare
typically usedto try to understandvisitors' experienceswith art; what they are thinking,
what they rememberand what expectationsthey bring with them. The format is flexible
and allows the interview to develop at the pace of the family visitor group, allows the
interviewer to substitute words that are not easily understood and ask questions in
severaldifferent ways. The questionsbelow were asked in the sameorder, allowing the
data to be standardised,but the questions were asked in ways appropriate to a wide
rangeof individuals within the family visitor group sample.
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3.22.1 The 4 in depth interview questions
Question 1

This art gallery has a lot of modem art in it. Can you tell me what you

think is modem art?
Recent research into visitor's reactions to modem art suggeststhat the researcher
looking at a work together with the family group is a good way to explore ideas about
modem art (Kom 1998, Hooper-Greenhill 2000) This question invites family group
describe
descriptive
by
'modem
to
they
art',
generating
valuable
raw
visitors
what
mean
material. Using this type of question the interviewer can probe and ask supplementary
questions in order to get at opinions and feelings that cannot be expressedthrough
survey questionnaires.

Question2

Who do you think this exhibitionis aimedat?

Recentresearchinto family groupvisitors showsthat adultsare often confusedabout
art galleriesand exhibitions;in particularthey do not understandwho the exhibitions
that
areaimedat (Cox 1998,Kom 1998,Bianchi 1999).Furthermore,researchsuggests
adultsoften curtail their children'sinvolvementin exhibitionsof modemart, believing
it to be unsuitablefor children(Cox 1999).Evidencesuggests
that althoughcultureis a
fast growing industry,family groupvisitors still feel they lack the cultural education
neededto feel comfortablewhen looking at modem art (Kom 1998,Bianchi 1999).
This questionsaims to provide insights into feelings of inclusion or exclusion in family
interviewer
invites the family visitor group to
The
experiences
art.
visitors'
modem
think about and discusstheir view on the exhibition using additional prompts, providing
time for the family to verbalise (perhapsfor the first time) their attitudes towards the
exhibition.

r)
,
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Question3

Can you show me any pictures you looked at together?Can you tell me

why you looked at them together?
Researchshowsthat between 75 and 95% of art gallery visitors visit with other people.
Recent evidence from research into family group visitors suggeststhat, contrary to
prevalent stereotypes,the presenceof companionsintensifies and extendsthe art gallery
experience(Bourdieu 1969, Draper 1984) and that it would be unreasonableto expect
family group visitors to demonstrateintenseprivate involvement with artworks in an art
gallery setting. This question is open ended in order to gather subjective perceptions
relating to the aesthetic experience that comes about as a result of encounterswith
artworks (Cziksentmihalyi 1990). By this stage in the interview, family group visitors
may be able to test their ideas (Diamond 1999) providing the interviewer with useful
insights through careful questioning.

Question4

Could you choosea particularpicture?Who lookedat it andwhojoined

you? What did you talk about?
The extent to which behavioural conventions constrain or facilitate enjoyment of art
works amongst inter-generational groups is being tested in this question (Cox 2000,
Bourdieu). In-depth interviews are particularly useful when interviewing children in
families, as the question can be put in ways which children as well as adults can
understand.The aim of all four questionswas to elicit responsesfrom both children and
adults in order to shed light on their experienceas a family visitor group. The way in
which theseresponseswere analysedis discussedbelow.
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3.22.2 Data coding and analysis of in depth interviews
Family group visitors' responses are summarised by content analysis. Research
suggeststhat visitor's recall levels are very low due to typically brief, incomplete or
informal visits and/or confusing or unclear exhibits (Seffell 1997). An open-ended
interview format in front of the exhibits was therefore chosen in order to maximise
recall and attention. Looking at the words used by family group visitors during the indepth interview and how the words relate to individual exhibit elements provides

additional data that can be comparedwith questionnaireand observationdata to
produce a 'rich', 'thick' picture of the experience of family group visitors looking at

modemart.

3.23

Summary

In summary, chapter 3 has discussedthe principal characteristics of qualitative and
quantitative researchmethods in general and shown how these relate to family visitor
studiesconductedin art galleries in particular.

It has arguedfor the researchstrategyand methodsdevisedfor the study, basedon
findings from the literature review and findings from contacts at the study sites,

highlighted the similarities and differencesbetweenthe researchmethodsused in
previous studies and those used in the current study and demonstrated the
appropriatenessof the researchmethodology for the current study, Finally it has set out
the researchdesign, researchmethods and methods of analysis for the study. Chapter 4
now presentsthe findings of the study based on the research methodology described

above.
11
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Chapter 4

Findings

The purpose of this chapter is to present findings from the research based on the
qualitative and quantitative studies detailed in the previous methodology chapters.The
researchfindings are summarisedin the text of the chapter, and strategically important
charts and summaries of transcripts are included here. Chapter 5 then provides a
thorough and comprehensivediscussion of the findings. Readerswho are particularly
interestedin checking and evaluatingthe analysis are directed throughout the text to the
more detailed Findings appendices (6 to 15) for the statistical information on which the
findings are based. For readers who wish to replicate this study or use 'the basic
evidence in different analyses,full documentation of evidence and source material is
also included in the appendices.

This chapter sets out the findings of the case study carried out at New Art Gallery,
Walsall. The data was derived from 3 sources:
*

Questionnaires

*

In-depth interviews

*

Observations

Becauseall casestudy investigation, and especially single casestudy investigation such
as this, generatesa large quantity of qualitative, naturalistic data as well as quantitative
data, the purpose of this chapter is to summarisethe data on the composition of family
group visitors and their motivation, experienceand behaviour during their visit to the
New Art Gallery, Walsall; and substantiatingdetails are to be found in the appendices.

I
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The main aim of this researchwas to fill a gap, identified through the literature review,
of the complete lack of substantive,documented researchinto family groups visiting
in
documented
in
findings
UK.
The
this chapter provide
the
new art galleries
research
significant insights into the motivation, experience and behaviour of family group
visitors to such an art gallery and solid, empirical evidence where there is currently a
lack of knowledge in the field. The study will, therefore, make a significant
contribution to knowledge in the field, by providing a greaterunderstandingof an area
little
is
there
at
present
published research.
where
very

Specifically, the aims of this researchwere:
*

To clarify what 'family' meansin the context of family group visitors to a new
art gallery

*

To explore the motivations of family group visitors in a new art gallery

*

To explore the experience of family group visitors looking at modem art in a
new art gallery

*- To observethe behaviourof family group visitors looking at modemart in a
new art gallery
*

To provide evidence of the characteristics, motivation, experience and
behaviour of family group visitors by collecting empirical data rather than
relying on assumptionsabout family group visitors

The findings describe data from a single in-depth case study conductedat the New Art
Gallery, Walsall, UK, between January and July 2003. A single case study approach

waschosenfor the currentresearchfor threereasons:
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*

Firstly, becausea review of the literature suggestedthat lengthy, in-depth study
of family group visitors to one case study site would lead to deeper
understanding,providing an opportunity to refine and modify received wisdom
in the field

*

Secondly, because key individuals at the New Art Gallery, Walsall, were
especially hospitable to the inquiry and its aims; providing accessfor fieldwork
and an opportunity to investigatethe uniquenessand complexity of the case

4 Thirdly, becauseusing CCTV video as an observationaltool was an innovative
method, yielding data capable of analysis on a number of levels and with
resourcing implications best resolved at one site

The benefits of the methodology in providing rich and accurate data drawn from one
casewere regardedas outweighing the potential drawbacksoften associatedwith single
case studies, and this chapter describes the particular events of the case study,
presenting findings derived both from quantitative coded data from questionnaireand
observation and qualitative interpretation in the form of content analysis of in-depth
interview. Stake (1995) has suggestedthat most case studies present both coded data
and direct interpretation, but that one or other bears the conceptual load. In the current

study, the overall meaning derives from the combinationof both qualitative and
quantitativedata within the singlecasestudy.Its strengthis in the integrationof rich
data on different aspectsof the family group visit, and throughoutthe findings and
discussionchapters,the data are linked thematically,addressingthe hypothesesfrom
slightly different angles.For example,the hypothesisthat family groupvisitors 'time
budget' their art gallery visit accordingto their motivation for visiting is examined
usingtwo datasets:
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Survey data derived from the questionnaire,showing how, when and why the art
gallery visit was plannedby family group visitors

and
Observational data derived from CCTV video footage, showing exactly how
long family group visitors spendand how they behavein the exhibition

Comparing both these data sets side by side sheds light on different aspects of the
data
between
budgeting',
different
'time
the
types
of
relationships
phenomenonof
and
in building up the casestudy is made explicit, because,as the methodology chapterhas
shown, a unique feature of this research is the amalgamation of data from
footage
in-depth
interviews
CCTV
questionnaires,
and
video
within the case study
strategy. However, this chapter is concerned primarily with presenting the data as
findings, and detailed analysis and discussion follows in the next chapter.This chapter
highlights the ways in which the data has been obtained and combined to produce the
findings, which are reportedin four sections:

1) The first section describesthe family group sample using coded data derived
from the questionnaire.A series of demographic variables, derived from the
data are presentedto clarify what 'family' means in the context of the study,
creating a picture of family group visitors to the New Art Gallery, Walsall.

2) The second section describesthe motivation of these family group visitors in
visiting the New Art Gallery, Walsall, using coded data derived from the
questionnaire.
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3) The third section describesthe experienceof family group visitors to the New
Art Gallery, Walsall, using coded data derived from the questionnaire,
supplementedwith qualitative data derived from in-depth interviews.

4) The fourth section describesthe behaviour of family group visitors to the New
Art Gallery, Walsall, using coded observational data derived from CCTV
video footage and field observations.In order to verify 3 important aspectsof
the visit: the length of time spent in the gallery, the effects of the physical
layout of the gallery and the effects of different types of exhibit information,
this section draws upon observational CCTV data from 2 additional
exhibitions at the casestudy site.

An extended interpretive and evaluative discussion of these findings is presentedlater,
in the discussionchapter,which goeson to discussthe implications of thesefindings.

Section I

The sample

The sample was not representativeof the art gallery's visiting public as a whole, but
was intentionally biased to explore the gallery's adult and children family group
by
defted
visitors,
and for the purposesof this study as:
'Any multi-generational social group of up to 5-6 people, with
children, that comes as a unit to the museum.
Data about family group visitors was collected using questionnairesadministeredface-

to-face.The datacollectedincluded:
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4kýComposition of family groups: the number of individuals in the group, the
relationships of people to each other within the group, gender and the agesand
ethnicity of people within the family group
,& Where family group visitors travelled from
*

The distancetravelled to visit the New Art Gallery

The findings below are based on coded data from 42 eligible groups that fornied the
final sample.

Composition of family visitor groups

4.1

Two significant findings early in the analysisphasewere:
*

Firstly, that adult and children group visitors in the sample were family group
visitors according to the definition above. The researchexcluded school groups,
becausethey are not 'family groups' and multi-generational groupsthat did not
contain children, for example, parents visiting with their grown up children,
becausethey did not conform to the original definition.

ý& Secondly, family visitor groups fell into clearly definable family types, and
evidence from the analysisof the sampleshowsthat there were 5 distinct family
types:
o Grandparentswith their grandchildren

o Motherswith their children
o Mothersandotherwomenfriendsandrelativeswith their children
o Fathersor a male carer with their children
o Couples with their children
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The distinction between these family types, and the composition of families, derived
from this initial analysis; form the basis of the descriptions of family group visitors
throughout the chapter.

4.1.1 Configuration of Family Groups
The exact configuration of each family group is describedin figures 4.1a to 4.5 below.
The tables are arrangedby family type and contain the following information:
is
in
identical
CCTV
family
This
The
the
to
group.
code
number
visitor
given
,*
recording, the observation sheet, questionnaire and in-depth interview. This
by
family
be
identifies
group
and
can
each
visitor
used the
unique code number
readerto track the family acrossthe study.
*

The adult respondent,their relationship to other adults and children in the group,
their genderand age group as recordedon the questionnaireform

*

The respondent'sfirst adult companion, or first child if there is only one adult in
the group, their gender,age group and relationship to the respondent

*

The respondent's next companion if there is one, their gender, age group and
relationship in the group, or the first child, their relationship to the respondent,
their genderand age group

4 The next children, their relationshipto the respondent,their genderand age
group
*

The ethnic backgroundof eachfamily visitor group

For example, figure 4.1 refers to grandparentswith their grandchildren.
Family group code number refers to the unique number each family group has been

allocated.
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Respondent and age refers to the first person in the family group, the one who was

approachedfirst and who gave consent to answering the questionnaire,in this case a
grandmotheragedbetween41 and 50.
2ndadult and age refers to the next adult in the group, in this casethere is no other adult
present.
I" child and age here refers to the only grandchild in the group, a granddaughteraged
between6 and 10 years,as shown below in fig 4.1.

Grandparents with grandchildren
-ý-a-rrflIyg ro u -p -ke- sp-nd
-i"
a
d-6
-ItIst child
o e
code number
and age
and age
and age
_
20
41-50
grandmother
granddaughter
10

Unique
number that
each family
group was
allocated

Fig. 4.1

First person in
The family group,
The one who was
approached first
and gave
consentto
answering
the questionnaire

There is
no other
adult
present in
the group

The only child
in the group,
a granddaughter
aged between
6 and 10 years-

2"0 child
and age
6-

Ethnicity
White UK

other children
in the group

Ethnic
background
of the group

Key to the description offa ndly visitor groups in Fig 4. ]a to 4.5

So, family group number 20 is made up of two people: a grandmotheraged41-50, and
her granddaughteraged6-10, whose ethnic background is white UK. Each family in the
casestudy sampleis describedin this way In the figures below.

210

:D

:D

Z)

Z)

3

:D

ui

V
c

(0

10

(L)

CI)
(D

0

5)

0)

ca

C:)

c
0)

0)

C:)

c3) (0
c

vc:

-0

-0

-0

p

0

CD

0
U)

0)

0
(1)

0)

C»

:l
m
M

r0
U)

«c3
0)

c
0
U)

r_
0
(n

V

m

m

cm

CY)

C»

co
(D

5

(D
_c
m

:2
(0

(D
_c
cu

c3)

LC)

0.

-o

1

5
3)

(0
A

(0
A

19

42)

(P
r-

(D

L.C)

LO

LO

LC)

0

0

a)
J-0

(D
r0

(D
J-t

-c-5

E

E
M

E
V

E

E

E

1:)
r_

m

0)

r_

m

c

m

c3)

0)

(C)

(0

c

m

CY)

iD
r_

m

CY)

«a
c:

m

c3)

-, --

Co

-0
c:

15
r_

m

m

it
xt

le
C,4

c3)

0)

C
I-

0
C

cc

I-

E cN
Cl)

r)

r,-

lle

0)
C,4

OD
N

CZ,
I.

1"41

C

(D

Llpý

t

r'i

Y
D
(1)

U

ýc
(D

Y

Ne
D
c

CD

-E
M

Y

:: )

(1)

ýe

ýe

y

y

(D

(D

(1)

(D

:D

cc

C

0

v
0)
:3
m
T3

D
cu

Im

-o
C
0

(6

(6

CM
m

(6
C)
C
m

0

CD

IT

CD

CY)
-r:3

0)
_r_
:3

Cý
CN

C)

U
M

Im
va

'0

U)

v

(6
(1)

C

0)
0)

0
I0

0)
:3
ca

IT

(b
(D

70

_0

0

0

0

CY)
D
(D

0

cn

13

to

(()

(D

0

CY)
:3
co
_0

CýC?
Cyl 0

E

a.
2
a) =
0

1(D

(n

0)
:3
m

C)
(D
c
0

U)

c
0

U)

CV)
04

cu

CA

'a

70

(c)

19T

0
c1r)

12)
i-:
0

(1)
Fý
.0

a)
.s
0

CD
4-:
0

E

E

-

m

(3)
0

0)
:3

co
'D

cu
'0

cu
'D

(D
_0

0

0

0

Lý)

(1)
4-:
0

N

0)
D

0

CY)

m

0)
0

0

(Y)

co
Iq

co

j,-

0

(Y)

E

0

(D

Cl)

E

C:
0

(6
c

Cý

C14

E

(3)

:3
cu

LO

4-

C)
C
1-

'0

(D

tu

0

(6
c

(D
c
-0

E

L,?

(1)
c--

16
E

m

L,9

Z

L16

04

c
0

U)

0

CY)
:: )

co
70

ts)
U)

(1)
I--

16
E

LO

04

(1)
-r-

(1)
c--

-0

t

U')
m

tl-

E

E

(1)
-C

'6
E

-Z

N

N

m

U

(1)

(1)

(D

m

LU

V
:E
xw
z

-0

LO
v

(D

CD

Z

0)

0
U

(D

0
4..

(D

(D
(1)

(0)

%.-

_C0)
Z)

(D
CCF)
:3

m
'0

ca
'D

U)

Lo

v
8

(D

A)

Z5

c
ca

E
o

U
CD

I-

C)

U?
'I
=W
13 (3) ;:

vc '0
4D C

m

8
(L)

cu

0

(0

LO

C)
M

(0

(D
C-

c

0

-C
Cl)
D
m

E
0

0
1?

0

C)

N

or)

v

(D
I-.

(D
A--

4)
r_

(9)
Iq

U')

,55
E

'6
E

0

'5
E

(1)

(D

cu

c
a)

C)

v

(1)

-T)
'(1)

t
U)

CF)

rC4

E
0

r
(D

5;
Fn

CV)
c
cu

E
o

CL

E
CD= rr- CY)
0
LL u

(Y)

co

(D

fy)

'In:

le
.ýz

cC13
(D

0

_x

(13
0

D
(D

m
m

-6

:D

:D

-NC

M9

M2

tv to

0

0

0

(6

L6

(6

CY)
:3
cc
'0

D)
m
-0

v
0
U)

CY)
cu
10

0

0

,a0
=m

(b

IN

c0

V-

m

n

Z
CD
=1
ca

z
CY)
:3
cu

'a

-0

CY)
CL
M

CL

E
0
u

(1)

0
It

1

E
cm
E -o
M00
U.

3

0
cy)

0

z
0)

ZO)

"Iý

:3
ca

14:
ýj

0

r0

0

_0

(1)

U)

(n

'a

C)

0

0

0

(D

0

CY)

m

CY)

(1)

(D

a)

I cu

0
IT

c1r)
(1)

a)

U)
IT

M

(1)
CU

m

ý2 -m
t,-

C)

C)

CN
CY)

04
lq I ,C
--

cc
cc

a_

v

c4 m

:20 '4. ,0
0c

1-

tu

C:)

1
(D

1
(0

03
3

cy
Z)

C:)

r_
0
0

c
0
(0

m
'C)

m
'0

C:)

C:)

0

CD

IT

C,4

E
0

E

E
0

(n
r_
(10

(10

m

m

4)
CD
0

tm
mc
CL

CD

E
0

I-

CI)
1.)

0

r-

CLM
2
0E.

0
C.)

04
00
LL u

:x-

d

0)

U)
0)
0.

m

In the sample:
*

There were 10 grandparent groups, including grandmother and grandchildren
groups, grandfather and grandchildren groups and both grandparents and
grandchildrengroups

4 There were 20 women and children groups including mothers with their
children, and women with other women friends and relatives and their children
4 There were 7 father and children groups and one carer and child group
*

There were 4 coupleswith their own children.

Thesefamily types are discussedin more detail below.

Grandparents and grandchildren
Of the 42 family groups in the sample, 10 were grandparentwith grandchildrengroups.
Of the grandparentgroups:
*

In 5 groupsa grandmotherwas the only adult

*

In I group a grandfatherwas the only adult

4 In 4 groupsboth grandparentswere present
As shown in fig 4.6 below, the commonest type of grandparent group was a
grandmother with her grandchildren, followed by both grandparents with their
grandchildren.
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Grandparent Groups (10)

tj grandmother only adult
c3grandfather only adult
E:
i both grandparents

Fig 4.6

The configuration

ofgrandparent

groups

Grandparentshad either I or 2 children with them and there were fewer children in
grandparent groups than in other family types, with the exception of father and children
groups. Most grandparents were in the age range 51 to 65.

Women with children
There were 20 groups in which mothers visited alone with their children or with other

women friends or relatives and children. This is the largest family group type,
comprising 48% of the total sample. The women and children family groups divided

into three distinct categoriesas shown below:
*
*5

12 groups were composedexclusively of a mother and her own child or children
groups were composed of a woman with women friends or relatives and
children

*3

were elder sisterswith younger brother or sister.
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Women

Groups

(20)

3

12

Ej mothers alone with children r3women, friends & relathwesEi elder sisters

Fig 4.7

The configuration

of women groups

Family groups comprising mothers and their children were almost equally divided into

mothers with I child (5 groups), motherswith 2 children (4 groups) and motherswith 3
children (5 groups). Groups of wornen visiting with wornen friends or other wornen
relatives had I child with them (5).

The questionnairedid not ask for actual ages,but respondentsage 17 and under offered
their precise age, showing that 3 women groups were composed of I elder sister, who

clearly had restmsibility for a younger brother or sister when visiting the New Art
Gallery, Walsall, creating a subgroup of 3 within the larger group of 20. Overall, the

agesof the wornen were as follows:
47

were between 41-50

*5

were aged between 31-40,

*

') were between25-30

*2

were aged between 17 and 24

*2

were 16
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2 were 51-65.
The majority of women in the women and children groupswere ages31-50 (12)
The two 16 year olds were not adults according to the original parametersof the
research;however, the evidence showed that they were clearly looking after a younger
brother or sister, rather than simply accompanyingthem, so they have been included in
the sample.

Fathers and other men with children

Altogether8 groupswereheadedby a man.
7 groupswere fathersand their children; I group was a care worker and his charge.
Fathershadeither I child with them(3) or 2 childrenwith them(4) andno menvisited
fathers
friends.
Of
7
the
of
with children:
groups
with otherrelativesor with
*6

were aged3140, and

*I

was 41-50,

,6 care worker aged 17-24.
The majority of fathers with their children were aged 3140 (6) and fathers with their
children are younger than mothers with their children.

Couples with their own children
4 groupswere couples with their own children. The composition of thesegroupswas:
*

Both adults aged41-50 with I child

*

Both adults aged25-30 with 3 children

4 Motheraged31-40,father41-50with I child
*

Both adults aged41-50 with 1 child

Half the coupleswere aged41-50, and 75% had only 1 child with them.

13
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4.1.2

Numbers of adults and children in the family groups

Figure 4.8 below shows that 13 (31%) family groups were composed of I adult and I
child and 11 (26%) family groups were composed of I adult and 2 children. Overall 29
(67%) family groups in all family types contained I tone adult visiting with a child or
children:

Nos of family

groups

by composition

of group

1 adult &1 child 1
2 adults &1 Child
3 adults &1 child
2 adults &3 children

other
10

Fig 4.8

4.1.3

12

14

Numbers offamily groups by composition ofgroup

Overall age distribution

of the 113 individuals

in the family groups by

gender

Of the 113 individual adults and children in the sample:
The largest category was children aged6-10 (28%)
The secondlargest categorywas children aged 11-16(21%)

220

*

The largest category of adults was in age range 41-50 (12%), and all except I

were parents
11 The second largest group of adults were in the age range 31-40 (11%)

Age distribution by gender (113 individuals)
40
30
20

p

10
0

H

Age
>65
2

0 femalE

3

P male
Fig 4.9

4.1.4

Age i Age Age Age Age ý Age Age i Age
51-64 41-50 31-40ý25-30' 7-24ý11-16ý 6-10
<5
8
2-

10
4

631
61317

_17

20

2

12

6

Age distribution by gender (113 individuals)

Ethnicity

The chart below shows the overall breakdown of ethnicity of family visitor groups in
the sample. The term 'Black UK' was not included as a category in the questionnaire
but was usedby 2 families to describethemselves,so has been included here.
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Ethnicity - Nos of family groups in each
category

E3White other 1
E3Pakistani 3
13Indian 1
OWhite UK 33
M Black Caribbean 2
D Black UK 2

Fig 4.1 Oa

Ethnicity - Nos of Family Groups in each category

As

Category

Number

White UK

33

79%

Pakistani

3

7%

Black Caribbean

2

5%

Black UK

2

5%
2%

Indian
White Other

Fk- 4.1Ob

of sample

1

2%

Ethnicity -% of Fandly Groups in each categorv
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4.1.5
4

Distance travelled from home
26% of family group visitors travelled less than 2 miles to visit the New Art
Gallery,

*

51% of family group visitors travelled less than 3 miles to visit New Art Gallery,

Walsall,
*

96% of family group visitors travelled less than 8 miles to visit.

The largest number of family visitor groups came from two areas; firstly, Willenhall,
Art
is
New
borough
Walsall
less
2
the
town
than
of
centre
and
which
a
miles west
Gallery, and secondly,the inner city areasof Walsall town itself
Family Groups & Distance Travelled (in miles)
12
10
8
6
4

0

<1

1-2

2-3

3-4

[--iNo of family groups

Fig 4.11

7-8

1 12

F-I
30

7A
-1

Fandly Groups & distance travelled

In summary, section I has establishedthat 'multi-generational social groups of up to
5-6 people, with children, that come as a unit' to the New Art Gallery, Walsall, are

family visitor groups. The research excluded school groups and multi -generational
groupsthat did not contain children, for example, parentsvisiting with their grown up
children. On the other hand, the definition of family describedabove was broad enough
to include a child in care, a 'looked after child' and his carer visiting the New Art
Gallery, as a carer is generally regarded as 'a person who has parental responsibility'
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for a person under 16 years (www. northumberland.gQv.uk). In addition, the definition
of family given above also included elder siblings looking after their younger brothers
and sisters.

Section I has clarified the composition of the 42 family group visitors in the casestudy
sampleby family type, their age, gender and ethnicity; numbers of adults and children
in the family groups and the distance they travelled to visit the exhibition. Section 2
now goes on to report on the motivation of family group visitors in the sample for
visiting the New Art Gallery, Walsall.

Section 2

Motivation

In this study, motivation describes the reasons for visiting the New Art Gallery,
Walsall. Evidence from earlier visitor studies suggests that motivation typically
includes a general set of cultural preconceptionsabout art galleries, for example, the
perceivedplace of art gallery visiting in the social life of the family (Macdonald 1993).
The findings in this section show, by family type, the main reasons family group
visitors gave for their visit to the town of Walsall and the New Art Gallery itself by
examining the coded quantitative data from questionsabout:
4 The main reasonfor visiting the town of Walsall
*

The decision to visit the New Art Gallery, Walsall

*

The main reasonfor visiting the New Art Gallery, Walsall

*

Previous visits to the New Art Gallery, Walsall

*

Expectationsof the New Art Gallery, Walsall
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4.2

The main reason for visiting the town of Walsall by family type

Of the 42 family visitor groups in the sample, 48% were visiting Walsall to shop, 40%
were in Walsall to visit the New Art Gallery and other family group visitors in the
sample were in Walsall for reasonswhich included: something to do with the children
in the holidays, having a day out and visiting family. Below the main reasons for
visiting Walsall by family type are discussed.

Grandparents
Of the 10 grandparentgroups in the sample, 30% were in Walsall to visit the New Art
Gallery and 60% were in Walsall for a day out for, 10% were in Walsall shoppingor for
4somethingto do with the grandchildren'.

Mothers and their children
Of 12 groups of mother with their own children, 66% were in Walsall shopping, 25%
were in Walsall to visit the New Art Gallery, and 9% were having a day out.

Women with other women friends or relatives and children
Of the 8 other groups of women and children 45% were in Walsall shopping,45% were
in Walsall to visit the New Art Gallery and 10% were in Walsall either visiting family
or having a day out.

Father and children groups and other men
Of the 7 father children groups 45% were in Walsall shopping, 45% were in Walsall to
visit the New Art Gallery and 10% were 'passingthe time' or visiting family.
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Couples with their own children
Of the four couple groups visiting, 50% were in Walsall to visit the New Art Gallery
and 50% were in Walsall for shopping.

From the evidence it is clear that grandparentsare in Walsall for a day out with their
grandchildren and that shopping is not a reason for visiting Walsall with their
grandchildren.On the other hand, motherswith their own children are clearly in Walsall
primarily to shop. Other family group rypes are equally divided in their reason for
visiting Walsall betweenshoppingand visiting the New Art Gallery.

4.2.1 The main reason for visiting Walsall by family type and day of week
The main reasonsfor visiting Walsall differ accordingto the day of the week and family
type. The majority of grandparent groups visited mid-week and the remainder on
Saturday. The majority of mother and child groups and other women groups visited
midweek. Father and children groups are representedon every day of the week and
Saturdayand Sunday. Couples visited during the week and on Saturday.Grandparents
tendedto visit midweek or on Saturdayand their reasonfor visiting Walsall was to have

a dayout with their grandchildren.

Motherstendedto visit midweekandwerelikely to give the main reasonfor their visit
to Walsall as shopping; although midweek they may be having a day out or visiting the
New Art Gallery. However, on Saturdaystheir main reason for visiting Walsall was
always shopping.
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Other groups of women and children were equally divided betweenvisiting Walsall for
shopping and for the New Art Gallery, and their visits took place on weekdays and

Saturday.

Men gave the main reasonfor visiting Walsall on Saturdayas shopping,but mid-week,
gave the main reasonfor visiting Walsall as either shopping, having a day out with the
children or visiting the New Art Gallery

Mid week, couples gave the main reasonfor visiting Walsall as shopping,but on Friday
and Saturday the main reason for couples visiting Walsall was to visit the New Art
Gallery.

Sunday was not a popular visiting day with any family group type. Only one family
visitor group, a father and children group, was recordedduring the field study period.

A more detailed table showing the day of the week for visiting by family type and their
main reasonfor visiting Walsall is included in the appendix.

4.2.2 Whether adults or children made the decision to visit by family type
Overall the evidence suggeststhat both children and adults in the sample made the
decision to visit the New Art Gallery, but that children were more likely to have made
the decision to visit if the main reasonfor visiting Walsall was either visiting the New
Art Gallery or shopping. In groups where an adult made the decision to visit, it was
likely to be as part of a day out. The evidence suggeststhat in mothers with their own
children groups and couple groups, the adults were very likely to have made the

I
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decision to visit; in grandparentgroups and other women groupsthe decision is equally
likely to have been made by an adult or a child, but that in father and children groups,
the decision was most likely to have been made by a child. This can be seen in the
breakdown below:

Of the 10 grandparentgroups in the study:
*5

(50%) of the groupsthe children made the decision to visit

*5

(50%) of the groupsthe grandparentmadethe decision to visit

Of 12 the mother and children groups:
*9
*

(75%) of the groupsthe mothers madethe decision to visit
3(25%) of the groupsthe children madethe decision to visit

Of the 8 other women groups:
*4

(50%) of the groupsthe children madethe decision to visit

*4

(50%) of the groupsthe adults madethe decision to visit

Of the 8 fathers with children groups
*5

(62%) of the groupsthe children made the decision to visit

*3

(38%) of the groupsthe adult madethe decision to visit

Of the couples in all 4 (100%) of the groupsthe adults made the decision to visit. More
detail is included in the appendix.
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4.2.3

When was the decision made to visit the New Art Gallery, Walsall?

The majority of decisions to visit made by both adults and children were taken on the

day of the visit and the vast majority of decisions were taken within 3 daysof the visit.
*

58% of all decisions to visit were made on the day of the visit

of all decisionsto visit were madebetween 1-3 days before

*31%

89% of all decisions to visit were made either on the day or within 3 days of the
visit.

The graph below (fig 4.12) shows that the decision to visit was taken equally by

children and adults.
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The table below shows when the decision to visit was made by family type, indicating
that:
100% grandparentgroups made the decision to visit either on the day or within
2-3 days of the visit
*

75% of father and children goups made the decision to visit on the day or the
day before
75% of mother and children groupsmadethe decision to visit on the day
Only I couple groups and I father and children group made the decision to visit
longer than a week ago
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So far this section has examinedthe reasonswhy family visitor groups visited the town
of Walsall. Next this section examinesthe main reasonsthat family visitor groups gave
for visiting the New Art Gallery itself, and their expectationsof the visit. Data on family
group visitor's expectationswere documentedin two ways: in quantitative form using
questionnaires and in qualitative form using in-depth interviews. Qualitative data is
reported numerically and statistically, quantitative data is reported through verbatim
quotes from in-depth interviews and recorded comments.The method chosento reduce
data derived from the in-depth interviews was content analysis, and the findings from
the in-depth interviews provide concreteillustrations and examplesin the family group
visitor's own words. Each family is identified only by number, as shown in the example
in fig. 4.1 on page 8. For example (family no 20), refers to the responsesof family group
number 20; a grandmotherand granddaughter.

4.2.4 The main reasons for visiting the New Art Gallery, Walsall
Of the 42 family visitor groups questionedabout their main reasonsfor visiting the New
Art Gallery, the single most common reason for visiting was for the children, either
becausethe children wanted to visit 'they like to look at drawing' (families no 3,5), 'are
curious about art' (family no 8) and 'the children wanted to seethe pictures (families no
11,17), or becausethe adult wanted to bring the children 'to show them the exhibition
(family no 27), 'to show the baby' (family no 23), 'to show the children everything'
(family no 36), or 'to bring the grandchild who hasn't been before' (family no 4). Other
reasonsthat family group visitors gave for visiting the New Art Gallery included:

31%who saidtheyhadcometo look at thebuilding
I
*

24% who said they cameto look around at everyffiing
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24% who said they came out of curiosity
21% who said they had come to use the Discovery Gallery
19% who said they had come to seea special exhibition
12% who said they were interestedin art, to keep up with contemporaryart
10% who said they had come to use the cafd
7% who said they had never beenbefore, usedto go to the old gallery
5% who said they had come to seethe GarmanRyan collection

These figures add up to more than 100% becausefamily group visitors typically gave
more than one reasonfor visiting the New Art Gallery.

Family group visitors came 'to look at everything' (family no 3), 'to look around at all
the floors' (family no 31), to see all the art work' (family no 32) and to look at the
building (family no 19). Smaller numbers of family group visitors came 'to keep up
(family
42)
(family
45),
to
exhibition
a
particular
no
or to
see
art'
no
with contemporary
look at the permanentcollection (family no 19).

4.2.5 The effect of previous visits
Of the 42 family visitor groups 79% contained at least one member who had visited

beforeand the majority of thesehad visited twice beforeand of individualsin family
visitor groups who had visited previously:
*

19 had visited 4-6 times.

*

10 had visited more than 7 times, including 6 who had visited over 20 times.

A more detailed breakdown of thesefigures can be found as appendix 3 of the findings.
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Families visitor groupswho had visited previously were much more likely to be visiting
specifically to see the current temporary exhibition, though they were no more likely
than other family visitor groups to know that the current show was 'narrascape';only 8
out of all of the 42 family groups (19%) knew that the exhibition 'narrascape'was on
before they visited.

Of those who did know the show was on the reasonwas generally becausethe children
had visited with school (family no 40) or had seen a newspaperarticle about the show
(family no. 17). In these family groups the children knew the show was on, but the
adults in the group did not. If the adult in the group knew the exhibition was on, it was
becausethey had looked on the web to see what was current (family no 41), 'seen a
leaflet on a workshop' (family no 10) or knew the show was curated by RhondaWilson
(family no 46). The evidence suggeststhat if the adult in the family group had decided
to visit the 'narrascape' exhibition, the children in the family group did not know the
show was on.

4.2.6 Family groups visiting for the first time
In 21% of family visitor groups everyone was visiting for the first time. No first time
family visitor groups knew the 'narrascape' exhibition was on or had come specifically
to see the show. One major motivation for first time visitors' was 'to see everything'
(family no 25) and 'generally to look at all the exhibitions' (family no 1) in particular
because 'the children wanted to see the pictures' (family no 11). First time family group
visitors generally thought that only the hands-on children's Discovery Gallery in New
Art Gallery, Walsall, was suitable for children and did not generally consider the
Cnarrascape' exhibition to be suitable for children.
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Another motivation for first time visitors was curiosity 'we'd never been before - but
we'd seen the gallery from a distance' (family no 24), 'we didn't know what it was'
(family no 26), we came inside to see what it was like' (family no 41). Clearly family
group visitors had a desire 'to do something different' (Family no 12), and 'to come
inside to seewhat it was like' (family no 4 1).

A number of first time visitors to the New Art Gallery were family group visitors who
'used to go to the old gallery' (family no 10) (Walsall Museum and Art Gallery) but had
gnotbeento the new gallery' (family no 12).

In 55% of first time family group visitors, children made the decision to visit the New
Art Gallery, just before entering the gallery whilst in Walsall shopping. Adults in first
time family visitor groups made the decision to visit 2-3days ago or longer, and their
main reasonfor visiting Walsall was to visit the New Art Gallery.

First time family groupvisitorstendto be madeup of mothersandtheir children,whose
main reasonfor visiting Walsall was shopping,and the decisionto visit the New Art
Gallery was madeby a child just beforeenteringthe gallery. In addition,childrenin
first time visitor groupswereoverwhelminglyin the age6-10category.

4.2.7 Knowledge of modern art
Most family group visitors in the samplesaid they knew 'something' or 'not very much'

aboutmodemart (84%). Grandparentgroupstendedtowardsknowing 'not very much
or 'nothing' aboutmodemart. Mothersand children,womenand childrenandcouple
groups tended towards knowing either 'something' or 'not very much'. Fathers with
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children groups tended towards knowing 'a lot' or 'something' about modem art. The
exact figures can be found as appendix4 of the findings appendix.

Overall, the evidencesuggeststhat of the family visitor groups in the sample:
*

55% knew somethingabout modem art

*

29% knew not very much about modem art

*

10%knewalotaboutmodemart
7% did not know anything about modem art

4.2.8 Do family visitor groups usually like modern art?
In answer to the question 'Do you usually like modem art?'76% of respondentssaid
they usually liked modem art 'not all, but generally' (family no 3), 14% said they didn't
like
like
10%
they
usually
modem art,
usually
modem art and
were not sure whether
(family
45)
depends'
like
'it
(family
interesting,
'it's
that
no
and
some'
we
suggesting
no 35,37). Frequent family visitor groups tend to research the exhibitions before
visiting, for example, on the internet, to find out about exhibitions and artists 'even
those we don't like' (family no 40), suggestinga degree of familiarity with the gallery
and the type of art they expect to see.

4.2.9 Expectations of New Art Gallery, Walsall
Clearly the evidence suggeststhat the majority of family visitor groups in the sample
usually do like modem art and responsesto the question 'Can you tell me what you
expect when you visit New Art Gallery, WalsallT showed that family group visitors
expectedto find art that is of a 'different variety to other art galleries' (family no 2), art
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that is 'strange' (family no 9), 'new stuff (family no 27) and 'weird pictures and
activities' (family no 34). Several family group visitors were disappointed that the
'naffascape' exhibition was not 'more contemporary,wax dripping and things like that'
(family no 24).

But the evidence suggeststhat family group visitors generally had few preconceptions
about what to expect; visiting 'with no expectations' (fimily no 38), 'to see what type
of art there is' (family no 5), 'with a completely open-mind' (family no 6), and 'didn't
know what to expectbut did expect modem art' (family no 8).

First time family group visitors especially, were curious and inquisitive in their attitude,
and discovery appeared to play a part in the way they approached the exhibition; 'we've
never been to a modem art gallery before' (family no 12), but regular family group
visitors came 'to see the new exhibitions and use the Discovery Gallery' (family no 13)
and 'to look at each new exhibition' (family no 17).

Family group visitors expectedtheir visit to be 'interesting and stimulating' (family no
41,7) and children are often cited by adults; both grandparentsand parents,as a major
reason for the visit 'to let the grandchildren know its available' (family no 28) and
becausethe children have an existing interest in art 'my granddaughterdoes painting
herself and likes to seethe pictures (family no 5), 'my child enjoys art' (family no 10)
so the family visit offers an opportunity to 'give the children somethingto think about
in art' (family no 46).
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From the evidenceit is clear that children are also quite likely to be introducing an adult
in the family group to the art works, for example 'to show grandmathe gallery' (family
no 29) or 'to give dad a guided tour', (family no 32).

Looking at The New Art Gallery building itself appearsto be a reason only for first
visits: 'we came to seethe building' (family no 24), on subsequentvisits, family group
visitors suggested'we used to come to look at the building, now we just look at the art'
(family no 40). On the other hand 'the nice view' (family no 24) from the windows in
the gallery continued to be an attraction on further visits.

A number of family group visitors were surprised by the exhibits they saw in the New
Art Gallery; some for example 'would have expectedmore pictures' (family no 1) and
expected'more artistic pictures and works by artists we know the namesof (family no
32). Some family group visitors were 'expecting more traditional art' (family no 16),
more 'oil paintings' (family no 1) or more of a 'mixture of old and new' (family no 7,
35).

The figure below shows the expectationsof the New Art Gallery, Walsall, by family
type, suggestingthat for the majority of family visitor group of all types there is an
expectation of a fun visit, and that the visit would provide 'entertainment' (family no
45).
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However, not all family group visitors associated fun with enjoyment. For example A

don't expect to have fun; I do expect to like the art' (family no 18), suggeststhat there is
a serious element to the visit and it is clear from the evidence that the majority of family

group visitors expect to learn about modem art during their visit.

Section 2 has examined the motivations for the visit of family group visitors. Section 3
now goes on to present the experience of visitors, looking at whether families regard the

New Art Gallery, Walsall as a whole as a good place to visit with children, whetherthey
consider the exhibition itself a good place to visit with children and whether people
knew the exhibition was on prior to their visit. The findings are drawn from data
collected by both questionnairesand in-depth interviews, outlined at the start of section
2 in this chapter.
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Section 3

Experience

'Experience' refers in this study to 'what has been observed,learned or undertaken,felt
or suffered' by family group visitors to the New Art Gallery Walsall. The methodsused
to gather data on this aspect of the family group visit, the experience, were
questionnaireand in-depth interview, and the findings are presentedfrom data produced
through content analysis of the transcripts of the interviews combined with data from
the questionnaire.

4.3

Experience of New Art Gallery, Walsall as a whole

Over 90% of family group visitors thought New Art Gallery, Walsall as a whole was a
indicates
few
family
The
that
to
groups
evidence
very
good place visit with children.
definitely thought New Art Gallery Walsall was not a suitable place for children and in
general the majority of all family types thought the New Art Gallery as a whole was a
good place to visit with children. A more detailed statistical table can be found in
appendix 5.

Respondentswho thought New Art Gallery, Walsall as a whole a good place to visit
with children said 'Yes it is, especially if they are interestedin modem art' (family no
25) and 'especially teenagers'(family no 2).

Respondentswho thought only some of the whole gallery was suitable suggested'the
Discovery Gallery would be but this is more adult' (family no 12) and 'too adult for my
granddaughter' (family no 15) 'some parts' (family no 33), 'only downstairs' (Family
no 47) and 'only the Discovery Room' (family no 3 1).
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4.4

The experience of the Inarrascapel exhibition itself

Although 90% of family visitor groups thought New Art Gallery Walsall as a whole
was a good place to visit only 45% of family groups in the sample thought the
exhibition itself a good place to visit with children. In particular, 70% of grandparents
did not think the 'narrascape' exhibition was a good place to visit with children. On the
other hand, 70% of women with children thought it was a good room to visit with
children. The full statistical details are shown in appendix 6.

In responseto the question 'thinking about the room we are in now, do you think it is a
good place to visit with children? Family group visitors divided into four categories:
*

Respondentswho thought the exhibits themselveswere good for children 'Yes,
the pictures are attractive' (family no 6) 'Yes, my granddaughtercameto seethe
exhibition with school' (family no 29)

4 Respondentswho thought the exhibits were not good for children but the room
itself was 'Not the art but the room' (family no 12), 'No, but the room is good
for running about' (family no 16) and 'ifs safe' (family no 46).
*

Respondentswho thought neither the room itself nor the exhibits were good for
children "Should have more labels and things for children to do' (family no 30)
'No, only things to look at not to do' (family no 10),'not enough colour for a
child' (family no 1)

*

Respondentswho were not sure whether the room was good for children or not.
'It dependson the age of the child' (family no 38), 'not for very little children'
(family no 18), 'not for primary age' (family no 26) and the 'concepts might be
difficult for children' (family no 37). Also the atmospherein the exhibition was
judged 'a bit quiet for children' (fwnily no 18).
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4.4.1 What family visitor groups thought modern art is
Three themesemergedfrom visitors descriptions of what they thought modem art is:
*

Newness

*

Strangeness

41-

Ideasaboutthe form modemart takes

The term 'newness' as used by family visitor groups was associatedwith 'something
that hasn't been done before' (family no 41), art works that were 'individual' and
different from what might be found in other galleries (family no 41). Strangeness
referred to 'weird pictures' and 'strangethings' (family no 44) that families expectedto
find, and this was also associated with the art form, which family visitor groups
expectedto be 'more sculptural' made of materials such as 'dripping wax' or 'fabric,
like the 'Veil exhibition' (family no 35). Family visitor groups also associatedmodem
art with multi-media, for example 'music and speakerslike Gavin Turk' (family no 34)
and to have more moving images(appendix 7).

Respondentsappeared to be using the terms 'modem' and 'art' separately,making

distinctionsbetweenwhat is modemand what is not 'This is not modemart - modem
art is more sculptural, with moving images and more interesting' (family no 45) and
what is art and what is not. Some family visitor groups drew a distinction between
photography and art suggestingthat they were surprised to find that the 'naffascape'
exhibition comprised only photographs: 'no, they are not art, I disagree with
photography' (family no 10).

There were 2 dimensions of the 'narrascape' exhibition; the subject matter and the art
form that family group visitors considereddisqualified the imagesas art objects.Firstly,
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visitors, especially grandparentsthought that the everyday nature of the subject matter
disqualified Deborah Jones' work (fig 4.15) as art because'Its everyday life that you
take for granted.Thesethings - heapsof stonesits too everyday' (family no 47)

Fig 4.15

Deborah Jones

Secondly a number of respondents did not regard photography as art because
'photographsare not art' (family no 1) and 'these are modem photographsnot modem
art -I don't like modem art but I like thesephotographs'(family no 9).

On the other hand, some family group visitors did consider the 'narrascape' show to be
modem art 'because of the things that are used - the photographs and the subject
matter' (family no 46).
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In answerto the question 'do you expect to seemodem art when you visit the New Art
Gallery, WalsallT family group visitors said they did expect to see modem art 'but
traditional as well' (family no 6), they 'expected more pictures and oil paintings'
(family no 1) and 'more traditional painting' (family no 16). Not all respondentswere
clear that they were in a discrete show: 'Is this an exhibition? I really expectedolder art'
(family no 42).

4.4.2 Which exhibits in Inarrascape' did family group visitors look at?
The in-depth interview askedrespondents'what pictures did you look at together (as a
family group)? and 'what did you talk abouff Here the responses fell into two
categories:
41 A minority of family group visitors who said they did look and talk together 'we
looked at the ice pictures and talked about the shapeand the form' (family no
45), we looked at them all together' (family no 42)
A majority of family group visitors who suggestedthey 'didn't really look
together' (family no 41) 'we didn't talk-we just looked - we didn't look at
anything in particular we just walked through' (family no 44)

4.4.3 Reasonsfor attending to the preferred exhibits
The work of Deborah Joneswas considered'colourful and quite interesting' by children
(family 4 1) who also thought the subject matter was suitable for them for and especially
interesting to children 'because of the toy people in the pictures' (family no 42),
children paid particular attention to the 'little people- just like real people' (family no
43) an element of the work that escapeda number of adults. Adults consideredthe
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colour in Deborah Joneswork to be particularly suitable for children (family no 43) and
the manipulation of the image in Thomas Kellner's work (fig 4.16) was admired by

some family visitor groupswho 'liked the photographsby Kellner' (Family no 20)

Fig 4.16

ThomasKellner, New Art Gallery, Walsall

The 'shape and form'(family no 45) in the black and white ice photographsof Frank
Yamrus (fig 4.17) was mentioned by some family groups, although adults considered
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that the black and white images were more suitable for adults than for children (family
no.

Fig 4.17

4.4.4

Frank Yantrus, black and white ice photographs

What type of person is the exhibition for?

Generally, adults in the family visitor groups did not consider the exhibits to be
especiallysuitable for children for three reasons.
1) Firstly, the content and the concepts were considered to be too difficult for
children, especially small children (family no 37) and therefore 'adults would
appreciateit more than children' (family no 4 1).
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2) Secondly, adults consideredthere was 'not enough colour for a child' (family

no 1).
3) Thirdly, adults suggestedthat there was nothing for children to play with and
that the exhibits were 'not tactile enough' for children (family no 45) and the
children 'need somethingto play with' (family no 36).

On the other hand, children were more likely than adults to consider that the exhibits
were suitable for them because 'it's colourful and quite interesting' (family no 41).

Older childrenthoughtthe exhibitswere suitablefor themselves,but not for younger
children. Younger children did think the exhibits were suitable for themselves,
especially 'if they are doing a school project' (family no 42) or 'if they are interestedin
art' (family no 18).

Section 4

Behaviour

Sections 2 and 3 in this chapter have so far been concerned with the motivation and
experience of families based on data derived from the questionnaires and in-depth
interviews. This section now looks at the behaviour of family groups based on data
derived from observationsof family group visitors. The observationaldata was gathered
through CCTV video footage augmentedby observationsby the researcherin the field.
The essenceof the techniquewas to ensurevisitors were not aware of being observedso
.11

that what was being observedwas riatural behaviour.

Video data was transcribed onto observationaldata sheets(fig 4.18). Theseare detailed
maps of the case study site on which the position of lifts, doorways, windows, text

panels,studymaterials,and art works are recorded.On the observationaldatasheetis
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the code for recording the date and exact time of the observation,the composition of
each family group, the total time spent in the exhibition, which exhibits families looked
at, whether they read, point, glance, call others over to look, the path taken through the
exhibition and where they entered and exited. There is also spaceto record any other
significant action and interaction. The video footage produces hard and very accurate
data on family group behaviour in one gallery within the temporary exhibition spaceon
the third floor. In this section, the brackets(family no) now refer also to the observation
sheet number and the CCTV video sequence,as weR as the questionnaireand in-depth

interview sheetsreferredto in sections2 and 3 above.For example,grandmotherand
granddaughter, family 29, (family no 29) are referred to by this number on the
observation sheet (fig 4.18), and cross-referencedby time and date to the samenumber
in the CCTV video sequence,as illustrated below (4.19).

247

Fig 4.18

Observation sheetforfamily

no 29 showing time and date
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Fig. 4.19

CCTV video sequence offamily

no 29 showing time and date
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4.5

Augmenting the casestudy with observational evidence from two additional
exhibitions

CCTV video evidence was gatheredby the researcherin two previous exhibitions in
th
II
6
3e
October
New
Art
Gallery,
Walsall.
Between
the
the
the
gallery at
and
November 2002,35 family visitor groups in the 'Coming of Age' exhibition were
observed,and between the 19thand the 25a' February 2003,33 family visitor groups in
the 'Veil' exhibition were observed.In total, including the 'narrascape' show, during
three different exhibitions, 110 family visitor groups consisting of 330 individuals were
observed.Aspects of the family visits to each of the three exhibitions including time,
the physical layout of the exhibitions and the effect of different types of information are
presentedfirst in this section, establishing certain characteristicscommon to the three
exhibitions. The section then goes on to present the particular findings of the sample
relating to family group visitors to the 'narrascape' exhibition, combining data drawn
from questionnaires,in-depth interviews and observation.

4.5.1 Comparison of time spent in the Inarrascapel show with time spent in two
other exhibitions in gallery 6
Where typical dwell times are discussed,the median, rather than the average was
considered to be a more accurate reflection of the behaviour of the sample group
(Robson 2002). This is becausethe median expressesthe central value when the dwell
times of all family group visitors are arrangedin order of duration. This contrastswith
average dwell time which would be obtained by adding all dwell times together and
dividing by the number of recorded times. The advantageof median over averagefor
the purposesof the current study is that median representsthe typical amount of time
spentwith exhibits, whereasaveragerepresentsa composite(Calnan 1976).
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Respondentsin the 'narrascape' show were asked at the start of the questionnaire
interview, 'can you tell me how long you have been in this roomT 88% said they had
been in the room lessthan 5 minutes and 12% said between6 and 15 minutes.

Evidence from the observational CCTV video footage corroboratedthis data, showing
that:
*

45% of family group visitors were in the gallery between I and 2 V2minutes

4 28% were in gallery 6 for less than a minute
*

15% were in the gallery between2 V2and3 V2minutes

*

8% were in the gallery between5 and 6 1/2minutes

*

4% were in the gallery for over 7 minutes

In summary:
4 73% of family group visitors had left the gallery after 2 V2minutes
*

84% of family group visitors had left after 3 V2minutes

*

The median time spentin the gallery was I minute 50 seconds.

Mothers with their children stayedthe longest and grandparentswith their grandchildren
stayedthe shortestamount of time.

41-For family groups whose main reason for visiting Walsall was shopping the
median time spent looking at the 'narrascape' exhibits in gallery 6 was I minute
32 seconds.
*

For family groups whose main reasonfor visiting Walsall was to visit the New
Art Gallery the median time spent looking at the exhibits was I minute 28

seconds.
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*

For family groups whose main reason for visiting Walsall was a day out the
median time spentlooldng at the exhibits was 2 minutes 6 seconds.

Evidence from the observational data showed that the median time spent by family
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4.5.2 The effects of the physical layout of gallery 6 on family visitor group

movement
The evidence of the observationaldata from all three exhibitions in gallery 6, suggests
that the physical layout of the room influenced the pattern of movement of family
how
families
The
orientated themselvesas they
groups.
showed
visitor
evidence also
entered gallery 6. In the 'narrascape' exhibition the majority of family visitor groups
into
lifts
(fig
4.20)
the
turning
the
the
two
sharply
either
right,
entered
gallery via one of
into
drifting
Thomas
Kellner
the middle of the
area with
rightwards
photographs or
gallery and the right hand wall and the work of Deborah Jones.
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Smaller numbers of family groups entered from the stairs at the rear of the gallery
which lead down from the fourth floor and turned right into the main gallery (fig 4.2 1),
entered the gallery from the stairs opposite the lifts which lead up from the Garman
Ryan Collection turning left into the gallery along the left hand wall, or entered from
gallery 5 through the central entrance/exit,turning left towardsthe far wall (fig 4.22).

Fig. 4 20

Erplanatory uxt on the left hand wall with the lifts and exit visible in

the background in the 'narrascape' exhibition
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Fig 4.21

The rear of the gallery, showing the stairsfrom thefourthfloor

and

information for the 'narrascape'show which was located in the windowsill at the
back
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I

Fig 4.22

The central entrance-lexit in gallery 6, showing the Frank Yamrus

photographs in the 'narrascape' show, to the right.

In the 'Coming of Age' show, the central entrance was most popular, and family visitor
left,
turned
this
progressing clockwise around the gallery.
groups who came in
entrance
The second most popular entrance point was the lifts, and from here families turned
right, heading for the right hand wall. The centre was also the most popular exit point.

In 'Veil' the most popular entrancepoint was from the lifts: family group visitors turned
right towards the right hand wall, but, unlike the other 2 exhibitions, where the exhibits
in gallery 6 were largely wall hung, in 'Veil' a large sculpture by Ghader Amer (fig
4.23) dominated the centre of the gallery, increasing visitor's use of the centre of the
floor space. And, as can be seen from the stops/activity family (4.24) family visitor
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groups paid a great deal of attention to the sculpture. In comparison,the sculpture by
Mona Hatourn (figs 4.25,4.26) in the 'Coming of Age' show was rarely attended to by

family group visitors.

Fig 4.23

Ghader Amer sculpture in the centre ofgallery 6 in the 'Veil'show
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Stopslactivity in 'Coming of Age'showing that the sculpture ky Mona

Hatoum received little attentioiL
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Mona Hatoum sculpture in the 'Coming ofAge' exhibition, which also
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4.5.3

The effects of different types of information

in the three exhibitions

In the 'Coming of Age' and 'Veil', exhibitions, handouts,journals and books were
Age'
family
'Coming
to
of
provided a table and chairs with
groups.
attractive
visitor
information relating to the exhibition which was well used, and in 'Veil' both video
installations were popular with family group visitors. One element of the 'Veil'
exhibition that did not occur in either 'Coming of Age' or 'narrascape' was the
leaflets
discussing
in
handing
works
and
information
involvement of gallery staff
out
family
behaviour
(fig
4.27).
This
group
was not observed in either the
with
visitors
'Coming of Age' or 'narrascape' shows.
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Fig 4.2 7

Showing the attendant engaged in discussion with visitors and handing

out information in the 'Veil'show

From the observational evidence of the 'Veil' exhibition it would appear that family
group visitors paid particular attention to the videos, the sculpture and especially the
information panelsinforming them of Walsall Metropolitan Borough Council's decision
to remove two works from the show (fig 4.28 and 4.29).
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digItally maniputated
to add details from Muslim countries
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with tbe domed roof of a mosque. in fact the
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Fig 4.28

The notice put up in the 'Veil'exhibition

in place of the banned

photographs
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Fig 4.29

The empty space on the wall in the 'Veil' exhibition where the

photographs should have been

All the written infori-nation in 'Coming of Age' attracted family visitor groups. In
particular the information table with chairs was popular, as was the information panel
between the work of Dod Proctor and Hannah Starkey. In the 'Coming of Age'
exhibition a bench was situated in front of PaulaRego's painting 'The Dance' and there
were also chairs and a table with information; books,journal articles. In this exhibition,
the bench was used less often by family group visitors than the table and chairs. In
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contrast, in the 'narrascape' exhibition there was no seating in gallery 6, and the
inforrnation was situated in the windowsill at the back of the gallery (fig 4.21), and was
not popular, as can be seenfrom the number of times family groups stoppedin fig 4.30.
Although not conclusive, it would appear from the evidence that the intervention of art
gallery attendants increases the dwell time of family visitor groups.

flH
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44
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Fig 4.30

Stopslactivity at 'narrascape' exhibits
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The observational analysis revealed that family group visitors were strongly attracted
towards the wall on the right of the room in all three exhibitions, this is particularly
be
(fig
but
in
(fig
Age'9
4.25)
'narrascape'
4.30)
'Coming
clearly seen
of
can also
and
seenin 'Veil' (fig 4.24).

4.5.4 The behaviour of family group visitors in the Inarrascapel exhibition
Having established some general characteristics of a large number of family visitor
back
discussing
in
4
6,
the
three
to
at
section
now
reverts
groups
exhibitions
gallery
original sample of 42 family visitor groups, and goes on to present findings relating
specifically to the 'narrascape' exhibition, and the effects of family group size and
group type on the behaviour of family visitor groups.

4.5.5 Paying attention to the exhibits
Altogether there were 26 exhibits in gallery 6 of the 'narrascape' exhibition (thesewere
photographsin the exhibition) as well as information about the exhibition and books,
journal articles and pressreports set out in the window recessat the back of the gallery
(fig 4.ý 1).

The observational data sheet below (fig 4.31), shows the relative attractivenessof the
exhibits in the 'narrascape' show and where respondentsstopped, looked, pointed or
talked in front of the exhibits. Family group visitors made 92 definite stops at exhibits
in the 'narrascape' show. The photographsby Deborah Joneson the right hand wall of
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the gallery received most attention (fig 4.15), and the photographby ThomasKellner of
the New Art Gallery, Walsall (fig 4.16) was also popular.

On the right hand wall close to the stairs and lift, the large panel with the title of the
exhibition and explanatory text attractedthe attention of some adults (fig 4.20) and the
Frank Yamrus photographs on the right hand wall beyond the central entrance/exit,
although not particularly popular, generated several stops (fig 4.22). The discussion
now goes on to consider the effects of family group size and family group type on

behaviourin the 'narrascape'exhibition.

4.5.6 The effect of group size on family visitor behaviour
The sample of 42 family groups was analysedby family group size to determinewhat
effect the number of people in each family visitor group had on their behaviour during
the visit. From the observational data, it was clear that families visited either in groups
of 2 (dyads), groups of 3 (triads) or groups of 4and 5. These group types are discussed
below:

Dyads
The evidence suggeststhat family group dyads of all ages stay together as they go
around the exhibits. They stop at the same exhibits and discuss the exhibits together.
Both adult/child (family no 29) and child/child (family no 27) dyad groups behave in
this way. Of all family group sizes, dyads were most likely to be observed talking
together in front of exhibits; and this was true of both adult/child and child/child dyads
(fig 4.31). Family groups of 3,4 or more, often split into dyad groups for part of the
visit.
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L'

Fig 4.31

Qvad (2 children, family no 18) talking and progressing around the

gallerv together

Triads
Triad family groups were seen to be less predictable. Although the family group

from
direction,
there
the children
is
more
movement
membersmove in a similar general
between stops (family no 40) and acrossthe floor of the gallery (family no 25). This is
the case both for adult/child/child (family no 43) triads and adult/adult/child triads
(family no 47).
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Groups of 4
Groups of I adult and 3 children (family no 35) showed the most variability in their
progressthrough the gallery. As the adult moves through the exhibits the children move
around between exhibits and around, crossing the gallery floor in ways associatedwith
groups of I adult and 2 children but not any other group type (family no 35). Children
in this family group type appearedmore interestedin each other than in the exhibits or
I
the accompanyingadult (family no 46).

Family visitor groups of 4 that contain 2 adults and 2 children behavedin a similar way
to dyads in progressing through the gallery together and stopping and looking at
exhibits together. The group formation is looser than that of dyad groups, but not as
diverse as those containing1 adult and 3 children (family no 9,47).

4.5.7 The effect of family group type on behaviour
Evidence from the observational data suggests that each family group type:
grandparents,mothers and other women, fathers and couples behave in characteristic
ways. The observational evidence from the 'narrascape' show is corroborated by the
questionnairedata, which shows the exact makeup of each family visitor group in the
sample. Hence, it is possible to be very specific in describing actual behaviour within
eachfamily visitor group type.

Grandparents
Grandparentswalk through the centre of the gallery glancing and looking at exhibits
from some distance (family no 28). Grandchildren follow the same route, but much

closerto the walls and the exhibits (family no 29). Grandparentslook more at their
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grandchildren than at the exhibits, tend not to stop at exhibits; instead walking slowly
and glancing, but attendto the exhibits that grandchildren draw their attention to.

Women
Family groups headed by women contain the most children. In comparison with
grandparentgroups where members of the group tend to stay together, in mother and
children families the group moved in a similar direction together but children
characteristically cover more ground, backtracIdng and moving across the gallery as
by
in
family
Women
the
these
the
groups
as
around
examine
exhibits
well
walls.
themselvesor with I child as the other children interact with each other and explore the
physical space of the gallery, and the family then reunites in preparation for leaving
(family no 8,25).

Fathers
Fathers visit in either dyad or triad groups with their children. Fathers and children

move generallytogetherin the samedirection, but not alwaystogether.Meeting at
particular exhibits the father and children look, talk or point together before moving
apart andjoining again at anotherexhibit (family no 17,40).

Couples
Couplesin the 'naffascape' exhibition were likely to split up and look at elementsof the
exhibition separately (family no 48). They enter and exit together and although they
follow the same route through the exhibition they are not generally at the sameexhibit
at the same time. Children stay with one or other parent or move between them.
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Typically couples have I child with them and the child and 1 parent behave as a dyad
whilst the other parent looks at the exhibits alone.

4.6

Summary of key findings

This chapter has presentedthe main findings of the case study. It has shown how the
sample was intentionally biased to examine intergenerational groups of adults and
children visiting the New Art Gallery, Walsall, and has demonstratedthat such visitors
are indeed family visitor groups according to the original research definition.
Furthermore, this chapter has clarified the composition of family group visitors by
family type, age, gender, ethnicity, and group size. Analysis of the evidence from the
sample identified 5 distinct family types: grandparents,mothers, other women, fathers
and couples. The evidence has shown that the majority of family visitor groups were
small, containing only I adult and I or 2 children, and that children themselvesvery
family
decision
behalf
the
the
to
the
made
on
of
group. Overall, the
often
gallery
visit
presenceof children in the family visitor group has been shown to be crucial, as the
single most common reason for visiting was for the children's benefit. The evidence
suggeststhat the ethnic backgroundof the family group visitors in the sampleis similar
to the ethnic background of the inhabitantsof Walsall as a whole, and that family group
visitors come from the immediate area surrounding the New Art Gallery, Walsall. The
key findings of this researchare summarisedbelow, and their significance discussedin
depth in chapter5.
*

Family group visitors to the New Art Gallery, Walsall, reflect the ethnic makeup
of the surrounding area

*

Grandparentsare a large and important section of the family visitor sample
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*

The decision to visit the New Art Gallery was taken spontaneouslyand was
combined with shoppingor leisure activities

*

Fwnily group visitors draw heavily upon commenttry in the popular press for
their knowledge of contemporaryart, but this commentarydoesnot help them in
acquiring knowledge or understandingabout contemporaryart

*

Family group visitors expect to like modem art, and expectto find it in the New
Art Gallery, however, the exhibition was disappointing to them becauseit was
not 'sensational' enough

*

Although family group visitors to the New Art Gallery, Walsall are often
frequent visitors, they demonstratethe characteristicsof 'infrequent visitors' in
that are likely to misunderstandthe meaning or intention of the exhibition,
instead sharing misconceptionswithin the family

*

The exhibition information was not effective in helping family group visitors
interpret the exhibition, or in changingtheir prior 'common-sense'opinions

4 Family group visitors spenda short time with the exhibits, and examine a small
proportion of the exhibits
4 Children are often the instigators of the visit and often engage in 'teaching
behaviour' towards adults, especiallyin grandparentand grandchildrengroups
*

Family group movement within the exhibition is heavily influenced by the
physical layout of the gallery

The following chapter now goeson to discussthe significance of thesefindings, relating
them specifically to the literature review and researchhypothesesset out in chaptertwo.

I
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Chapter 5

Discussion

This chapter discussesthe results of the casestudy inquiry into family group visitors to
a new art gallery in the UK, one that perceives its programme as 'being primarily
addressedto local audiences,but through the quality and ambition of projects....also
contributes to national thinldng and debates surrounding contemporary visual arts
practice' (Payne 1997,Taylor 2003).

The current study has looked at one such gallery; the New Art Gallery, Walsall, and was
undertaken because,as evidence from the literature review described in chapter two
showed, qualitative attitudinal researchabout contemporary art in venues such as the
New Art Gallery, is virtually non-existent in the LJK, and practically no researchhas
been carried out which examines the nature of people's interest in contemporary art,
especially that of family group visitors. The Arts Council England's 'New Audience'
programme has emphasisedwidening accessto contemporary art by developing and
sustaininga fledgling audience(Robinson 1998) but itself recently conceded,'We have
very little information on visual arts audiences, and nothing that concentrateson
contemporary visual arts' (Selwood 2002). The current research set out to fill this
identified gap in the knowledge about family audiencesfor contemporary art and this
was achieved through a case study of family group visitors to the New Art Gallery,
Walsall. This in-depth researchrefers to a relatively small number of families and was
carried out using both quantitative and qualitative researchmethodswithin a casestudy
methodology, as outlined in chapters 3 and 4, and the findings compared against
previous research.
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The chapter now discussesthe findings of the case study and is organised in the
following way:
Section one discussesthe implications of the demogaphic data about the sample
by
for
family
the
the
the
chapter
rest of
scene
of
visitor groups, setting
explaining the significance of these findings.

The chapter then goes on to examine each of the original researchhypothesesupon
which the researchwas predicated:The aims of the study were:
*

To clarify what 'family' meansin the context of family group visitors to a new
art gallery

*

To explore the motivations of family group visitors in a new art gallery

*

To explore the experienceof family group visitors looking at modem art in a
new art gallery

*

To observe the behaviour of family group visitors looking at modem art in a
new art gallery

* To provide evidence of the characteristics,motivation, experienceand
behaviour of family group visitors by collecting empirical data rather than
relying on assumptionsabout family group visitors

Theseaims were fundamentalfor the current study becausenew UK art galleriesbuilt in
provincial cities are regarded as regionally important, for example supporting local
artists in creating new work (Price 2000) and nationally important, showing, for
example, modem works from the Tate Gallery collections in regional partnerships
(Pearman2000, Art Monthly 2003) and work by internationally basedartists. Evidence
suggests that new art galleries and are also committed to education, audience
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development and outreach (I7aylor 2003) and that curatorial staff in such new art
galleries in the UK spend a significant amount of time devising strategiesto engagea
wide audience, including family groups, in modem and contemporaryart (Martin and
Nordgren 2000).
*

Section two discussesthe hypothesesthat relate to family group motivation

*

Section three discussesthe hypothesesthat relate to family group experience
experience,and

*

Section four goeson to discussthe hypothesesthat relate to family visitor group
behaviour

This chapter brings together the findings of the case study and shows in each section
how the methodology sheds light on aspects of family group visiting that have been
only partly illuminated by previous studies.

At the beginning of this study, disaggregatingexisting quantitative statistical data to
provide information on family audiencesfor contemporaryart was not possiblebecause
data on national and local audiencesfor the visual arts derived, for example, from
Target Group Index, the Arts Council England and the Regional Arts Boards, includes
data on contemporary visual arts practice amongst data on historical fine art, design,
schools,amateur, society and craft exhibitions. So the data cannot identify the audience
for contemporaryart as a discrete category.In addition, the variables by which the Arts
Council analysesdata, which include gender, age, social group, education and annual
household income, ACORN group (Residential Neighbourhood), and newspaper
readership,are uninfluenced by recent researchwhich suggeststhat the orthodoxy of
describing arts attenders in terms of their socio-economic standing cannot reflect the
shift, if there is one, in the profile of visitors to contemporaryart exhibitions. Moreover,
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because the percentage of the population attending contemporary art exhibitions
representsa fraction of the population attending all 'art galleries and exhibition' as
classified by the Target Group Index for the Art Council, (Selwood 2002) there is no
way, from the published data, of identifying who they are or how many they are.

In view of this lack of data, the discussion that follows begins by outlining the
significance of the quantitative demographicfindings in the current study, about family
group visitors to a contemporary art exhibition, showing how these findings provide a
fuller picture of family group visitors.

Section 1

Family group visitors

The current study has defined, accuratelymeasuredand describedfamily group visitors
to the temporary exhibition spaceson the third floor of the New Art Gallery, Walsall.
When considering family group visitors to New Art Gallery, Walsall, it is important to
remember that families are not static structures (Cronin 1995), but are in a continual
processof change.As Macdonald (1993) has suggested,in family visitor research'the
identification of family groups is by no means self-evident'. This section explains the
significance of the demographic findings and highlights key issues; sections2,3 and 4
then proceed to discuss motivation, experience and behaviour on the basis of sound,
demographicdata on family visitor groups in the sample.

In January 2002 in the UK, MORI published the results of a survey which reported an
overall increasein people attending art galleries with children. In particular they found a
large increasein attendanceamongstthe 45 to 54 age group, and a significant increase
amongst people aged between 55 and 64; both groups including older parents and
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grandparents(MORI 2002). The current researchshows that the largest group of adults
in family groups visiting the New Art Gallery, Walsall is those agedbetween41 and 50
and the secondlargest group of adults in family visitor groups is agedbetween25 and
40. Both these groups were parents(but not parent couples) visiting with their children.
In addition a significant number of family group visitors were agedbetween 51 and 65
and these were primarily grandparents.Children aged 6-10 form the single biggest
family
in
family
there
are
more
groups
category of
group visitors, and
with children this
age rangethan any other type of family.

5.1

The high proportion of women and girls in family visitor groups

Evidence from the current study shows that the proportion of women and girls to men
and boys in family group visitors to the New Art Gallery, Walsall, is 61% to 39%. In
1998 Arts About Manchester,evaluating 'Me and You', an interactive exhibition at the
old Walsall Art Gallery, found that the proportion of women to men was 63% to 37%.
The demographicfindings ft .om the current study about the proportion of women to men
confirm the results of these earlier studies, as such studies of visitors to art galleries
consistently show a similar preponderanceof women compared to men. For example,
Smith and Wolf (1996) in their study of how visitors like to look at works of art, found
that the proportion of women to men visiting the Metropolitan Museum of Art in New
York was 63% to 37%. It would appearfrom the evidencethat the proportion of women
to men visiting the New Art Gallery, Walsall reflects a more generalphenomenonnoted
in studiesof regional and national art galleries in both the LJK and North America.

Overall, classifying family group visitors according to family type, age, gender and
family group size has establishedthe details of family group visitors to a contemporary
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art exhibition in a new art gallery and has provided clarification where evidence has
previously been unreliable. The following section goes on to discuss two key sets of
findings arising from this clarification in more depth. These are firstly, the ethnicity of
family visitor groups, and secondly,the significance of grandparentfamily groupsin the
study.

5.2

The diversity of the local population reflected in family visitor groups

The West Midlands is one of the most culturally diverse populations in the LJK. Of the
West Nfidlands population, 10% is from an ethnic minority, including people of Indian,
Pakistani, Bangladeshi, Caribbean, African and Chinese origin (West Midlands Arts
2001). In the borough of Walsall itself, the percentageof the residentpopulation coming
from a minority ethnic group is 15.6% compared to 9.1% in England nationally
(National Office of Statistics 2001). Evidence from the current study showsthat 19% of
family group visitors to the New Art Gallery, Walsall, described themselvesas being
from an ethnic minority.

These findings contrast with recent researchinto the ethnic background of visitors to
other contemporary art galleries in metropolitan areas in the UK, which suggeststhat
diverse nationalities in local populations are not generally proportionately represented
amongst visitors to such galleries. For example, the ethnic minority population in
Bristol is just over 8% and is concentratedin 3 wards close to the town centre,where the
Arnolfini Art Gallery is situated. Bristol Cultural Development Partnership recently
published a report outlining the economic, social and cultural impact of the Arnolfini
Gallery, which is an important centre for contemporary art in the South West and is
known, like the New Art Gallery, Walsall, for its focus on educationand debate(Kelly

275

2002). However, the diversity of the Bristol population is not representedby visitors to
the Arnolfini Gallery, with under 2% of visitors coming from an ethnic minority
background(Bianchi 1999). The Arnolfini plays a prominent role in contemporaryart in
Bristol, and is comparable to the New Art Gallery, Walsall in many respects,but is
crucially different to the New Art Gallery in two ways: firstly, it has a reputationlocally
for being elitist and exclusive (Bianchi 1999) and secondly, a large number of its
visitors are national and international tourists (Kelly 2002).

In contrast, evidence from the current study suggeststhat the regional reputation of the
New Art Gallery, Walsall is that of a gallery with a commitment to local audiences.In
essence,the New Art Gallery, Walsall is the local authority gallery of Walsall, although
it holds 'key client' statuswith West Midlands Arts, which makes it comparablewith a
gallery like the Ikon in nearby Birmingham which also holds 'key client' status,
meaning that both New Art Gallery and the Ikon receive revenue funding from West
Midlands Arts. As Price (2000) has suggested,that Walsall's local authority art gallery
has even entered the domain of major civic art spacesis quite extraordinary, yet its
identity is bold enough to warrant comparison with art galleries in larger cities in the
UK such as Bristol and Birmingham. The New Art Gallery, Walsall changedits name
from Walsall Museum and Art Gallery when it moved into its newly built premisesin
2000. The change of name is significant, because,as Price (2000) pointed out in his
study of major new galleries outside London, 'new' is not a word automatically
associated with 'museum', and in any case the word 'museum' has been dropped
altogether.The name New Art Gallery, Walsall, now implies an art gallery engagedin
new art, with a strong architectural image that happensto be in Walsall, but is actually
good enough to be anywhere. Clearly, the title now functions as a marketing strategy,
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identifying and describing the New Art Gallery and creating a 'brand 'that standsout
amongsta number of other cultural and arts destinations such as Baltic or Tate Modem
that dependfor their image on Lottery funded capital investment in iconic architecture
(Alexander 2002).

Despite its high profile at present, evidence from the current study shows that family
group visitors to the New Art Gallery, Walsall, are not national or international tourists.
On the contrary, over half of family group visitors in the current study travelled less
than 3 miles to visit New Art Gallery, Walsall and almost all family group visitors
travelled less than 8 miles to visit the gallery. From the evidence, it is clear that the
local
family group visitors live in and around Walsall in wards such as
majority of
Willenhall and Walsall that have high numbers of residents from ethnic minority
backgrounds. The evidence of the current study is borne out by recently published
researchshowing that over half of all visitors to the New Art Gallery Walsall are local
residents (Probert 2003). A gallery's ability to attract certain demographicgroups is a
function both of its programming choices, which make it more attractive to certain
demographic groups than to others, and of the demographic groups that actually live
near enough to make accesspossible (Davidson Schuster 1991), and clearly, family
group from ethnic minority backgroundsare attracted to the New Art Gallery, Walsall
in significant numbers. Figure 5.1 shows Walsall town centre with multi-ethnic wards
such as Willenhall, close by.
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Fig. 5.1

The majority of family group visitors to the New Art Gallery, Walsall

are local and comefrom Walsall itsey'and wards such as Willenhall, less than 2 miles
away.

The findings about the ethnic backgroundof family visitors in the current study are also
at variance with recent researchinto family group visitors to other leisure attractions
where families expect to experienceeducationand entertainment,for examplehands-on
museums. Moussouri (1997) found that family group visitors to three interactive
museums in the UK; Eurika! In Halifax, the ARC in York and Xperiment in Bradford

were predominantly white and very similar to more traditional museum audiences
which are in turn, atypical of the ethnic mix of the general UK population. From her
research,Moussouri (1997) concluded that providing hands-on exhibitions might not
help museums to develop new audiences unless they also target segments of the
potential audience and provide for their needs. Although there are further research
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questions arising from data gathered during the current study about the ethnic
backgroundof local visitors, overall, the evidence suggeststhat family group visitors to
the 'narrascape' show at New Art Gallery, Walsall do generally representthe cultural
diversity of the local community.

However, there is one major exception to the finding above, which is that grandparent
groups, who representa quarter of family visitor groups of the sample in the current
study, were all white UK. The significance of this is discussedbelow:

There is a body of evidence from researchin the UK suggestingthat factors which deter
ethnic minority visitors to art galleries include lack of time, money and information,
languageand social barriers, lack of understandingand a feeling that art is 'irrelevant to
the lives of ordinary people and difficult to relate to' (Arts Council 2000). However,
evidence from the current study shows that these factors have not preventedyounger
family groups from ethnic minority backgrounds from visiting. There is another
researchquestion here as to why grandparentsare not a more culturally diverse group
and more representativeof the ethnic make-upof the population of Walsall, particularly
as they form a significant group in the current sample,as discussedbelow.

5.3

The high proportion of grandparent family groups in the study

The findings of this study in relation to grandparentshave important implications for the
future development of audiencesfor contemporaryart. Numbers of those aged over 50
are forecast to grow by 1.4 million to 16.3 million or 27% of the UK population by
2005 (Jenner and Smith 1997). Recent researchsuggeststhat grandparentsare heavily
involved in the lives of their grandchildren as carers and moreover, evidence also
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suggeststhat grandparentsare wealthier, healthier and more active, more physically
mobile and more technologically literate than previous generations(National Opinion
Poll 2003) and are 'living long enoughto play an involved role in their grandchildren's
lives' (Woolfson 2003). As life expectancy increases,more children grow up in three
and four generation extended families, with several grandparentsalive and, although
extended families in the UK seldom live together, the interaction betweenmembersof
the extendedfamily is central to family life. In particular support and care make up an
important part of the contact between grandparentsand grandchildren: grandparentsare

the maj or providersof care for childrenwhen motherswork full-time (Meltzer 1994).
Grandparentsparticipate in a wide rangeof activities with their grandchildrenincluding
day trips, and evidence from the presentstudy suggeststhat grandparentsare the most
likely group of all to be visiting the art gallery 'altruistically' (Heady 1991) - in order to
accompanytheir grandchildren rather than for their own interest as part of a day out.

Moussouri (1997), in her researchinto family visitor groups in inter-active museums,
found that grandparentsdenied any personal expectationsand statedthat their visit was
child orientated, and it is clear from the current study that grandparentsdo visit
altruistically 'I don't really like modem art but I will come for the grandchildrenand do
what they want'. In addition, grandparentscarry out the wishes of their own children: 'I
brought the grandchildren because their mother wanted them to come'. Clearly,
grandchildren and grandparents play important social roles in each other's lives in
which they share activities and through which grandparentsmay also serve as mentors
for their grandchildren (Mueller and Elder 2003). However, it seemsfrom the evidence
above that the grandparental mentoring role (in the senseof an experiencedadvisor)
does not occur in the 'narrascape' exhibition for two reasons: firstly, because
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grandparentsare likely to say they know 'not much' or 'nothing' about modem art and
secondly, because the grandchildren, rather than they themselves, initiated the visit,
having visited previously, often with school. In the current study, grandparentswere
present in the exhibition with their grandchildren, but were observed taking a shorter
route around the gallery than their grandchildren, and paying attention to their
grandchildren, rather than the exhibits unless the grandchildren drew attention to the
works, in which case grandparentsdo pay attention to the work that the grandchildren
indicate. The significance of theseobservationsis discussedin more depth in the section
on family visitor group behaviour.

5.4

The low proportion of couple family group visitors

An early study by Cone and Kendall (1978) observed family group behaviour in an
anthropology gallery and found that less than half the family groups were mother and
father couples with their children. When Diamond (1986) conducted a study of 28
family visitor groupsto a sciencemuseumshe found that only one quarter of the groups
were mother and father couples with children. Evidence from the current study shows
that less than a tenth of family groups visiting the 'narrascape' show at the New Art
Gallery, Walsall were couples with their children. The apparent decline in the
proportion of couples with their children in the visitor figures between Cone and
Kendall's study and the current study can perhaps be explained by a more general
decline in householdswith dependentchildren and an increasein dual earner families
between 1978 and the present. The'General Household Survey of 2000 showedthat in
the UK as a whole, only 24% of householdsof families with dependentchildren were
headedby a married or cohabiting parent (GHS 2000). Walsall appearsto be close to

281

the UK overall UK figure, as evidence suggeststhat 25% of householdsin Walsall are

coupleswith their own children(Census2001).

Whilst the proportion of cohabiting two parent families has been decreasingover the
last 20 years (Cronin 1995), over the sameperiod, a key trend in employment has been
the rise in the number of women entering or staying in employment (Census 1981,
2001). The evidenceof the current study suggeststhat becausethey make up a minority
of family types and becauseone or both partnersare working, couplesvisiting with their

holidays.
during
Evidenceshowsthat the type of
the
children are rare, even
school
childcare most often used by working mothers in the UK is unpaid family care,
especially grandmothers(Family Policy Studies Centre 1997), and the evidence of the
current study suggeststhat this probably accountsfor the high proportion of grandparent
families in the cuffent study.

So far this chapter has discussedthe demographic findings relating to family group
visitors to the New Art Gallery, Walsall; pointing out in particular the significance of
the high proportion of ethnic minority visitors, and the importance of grandparent
groups in the sample.Having establishedsome key featuresabout family group visitors,
Section 2 now moves the discussion on, to consider the motivation of these family
group visitors for visiting the New Art Gallery.

Section 2

Motivation for visiting

Section 2 now examines whether family visitor groups considered a contemporaryart

exhibition a suitabledestinationfor children,whetherthe perceivedaccessibilityand
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popularity of contemporaryart attracts family visitor groupsto the New Art Gallery and
how spontaneouslythe decision to visit was made, by considering the hypotheses
relating to motivation.

5.5

Hypothesis One: Family group visitors regard a new art gallery showing
contemporary art as a suitable destination to visit with children

Researchsuggeststhat art galleries are becoming more aware of their responsibilities
towards their audiencesand gradually beginning to think more deeply about how these
responsibilities might be developed and fulfilled (Hooper-Greenhill 1999). Evidence
from the current study suggeststhat the New Art Gallery, Walsall as a whole is seenby
all family group visitor types as a suitable destination to visit with children. In
particular, the Discovery Gallery was identified as a good place to visit with children.
However, less than half of family group visitors considered the temporary exhibition
cnarrascape'to be a suitable place to visit with children.

Clearly, some new art galleries, including New Art Gallery, Walsall are known to be
aimed at families (Taylor 2003), however, the evidence of this researchsuggeststhat
the 'narrascape' show itself was not considered to be family friendly, especially by
infrequent and first time family group visitors. Family group visitors to the 'narrascape'
show exhibited a number of characteristicsassociatedwith infrequent visitors. Hood
(1983) found that infrequent visitors, those who visited only once or twice a year, most
resemblenon-participants in their leisure time aims and do not regard an art gallery as a
comfortable or familiar environment.
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Hood (1983) in her study of visitors to the Toledo Art Museum found that frequent
visitors go to art galleries at least 3 times a year and as often as 40 times a year. She
further discovered that although this audience accounted for only 14% of the Toledo
metropolitan area population, they accounted for 50% of art gallery visits. These
visitors understood the 'museum code', and were familiar with the art gallery
environment. Evidence from the current study shows that the majority of family group
visitors (79%) had visited previously, including six who had visited over 20 times and
three who had visited more than 50 times.

As Rice (1999) has noted, looking at art in a contemplative way can be difficult,
particularly for people untrained in aesthetics,art history or the processof making art
themselves, and the evidence of this study suggeststhat the exhibition 'narrascape'
addressesthe visitor as an individual adult divorced from the social context of the visit,
despite evidence that the majority of visitors to New Art Gallery, Walsall, visit in
groups with family and friends (Arts about Manchester 1998, Oakley 2003). Families
look for social interaction, active participation and feeling comfortable in their
surroundings(Hood 1983), and the evidence of the current study suggeststhat family
group visitors do not view 'narrascape' as having these attributes to any large degree.
The reasonsfor this are discussedin the sectionbelow on experience.

5.6

Hypothesis Two: The perceived accessibility and popularity of modern art
has had a direct effect in attracting family group visitors to new art
galleries.

Recent research suggeststhat audiences find the work of the Young British Artists
(YBAs) unthreatening and potentially enjoyable. 'Even if they hated it, people felt they
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could have an opinion, because they understood what was going on. Whereas
modernism in the form, for example, of Carl Andre was seen as obscure or phoney,
becauseabstract,the beginnings of post-modemism in the early 1980's brought with it
a literal., story-telling quality that audiencesfound accessible' (Millard 2001). Much
recent discussion and writing about new art galleries has focused on the perceived
collapse of the distinction between culture and commerce, positing a new role for the
art gallery as a tourist destination in a post-industrial, post modem society (Witcomb
2003). The crux of the argument lies in the perception that art galleries have

fundamentally changed from mausoleumsassociatedonly with 'high culture,
1995)
governmentprogrammes,
scholarlyresearch,andauthoratitivedisplays'(Huyssen
that are clearlydistinct from everydaylife. Evidencefrom the currentstudyshowsthat
internet
information
family groupvisitors readnewspapers
the
to
anduse
access
about
the gallery prior to their visit, suggestingthat for family group visitors the recent
associationbetweenpopularculture and the art gallery, as evidencedin newspapers,
films, magazines,andthe internethashadthe effect of bringingthe activitiesof the art
gallerymuchcloserto the everydaylife of the audience(Oberhardt2001)

It seemsclearfrom the evidenceof the currentstudythat the perceivedaccessibilityand
popularityof modemart hashad an effect on family groupvisitors to the 'narrascape'
exhibition.This works in a variety of ways,but first and foremostit seemsthat family
been
have
first
Many
to
time
the
temporary
exhibitionsare not
groupvisitors
visitors.
numeroustimesbefore,andthe evidencesuggeststhat thereis a link betweenenjoying
modemart as a family and familiarity with the galleryas a whole.This would seemto
be confirmedby the commentof onefatherwho hadbeenmanytimesto the gallerybut
hadneverbeento the third floor 'I didn't know therewasa third floor until the children

285

found it'. The father had been to the New Art Gallery 4 times, one of his children had
been twice before and the other 4 times. This father went on to comment that prior to
this visit they had only been in the Discovery Gallery. The evidence suggeststhat
families do not go to every part of the New Art Gallery on their first visit; and that
families in the temporary exhibition space,looking at the 'narrascape' show will not be
on their first visit to the New Art Gallery, Walsall.

The vast majority of family group visitors in the present study travel very few miles to
friends
Gallery,
They
New
Art
Walsall.
time,
to
to
the
the
and
pass
meet
visit
visit
relatives, to store their valuables in lockers when they go swimming, and generally use
the facilities such as toilets and the cafd in the public reception areas on the ground
floor, in addition to visiting the temporary exhibition spaceon the third floor.

Evidence from the current study suggeststhat the motivation to visit for family group
visitors may lie within the spectrum of hypermOdemculture where 'mall and museum,
high and low mingle'(Prior 2002) in so far as family group visitors combine their visit
with other activities, stay in the 'narrascape' exhibition a very short time, and appearto
expect sensationalart. This in itself is not evidence that families are restlessly seeking
thrills in a 'distraction machine' (Virilio 1994) during their visit to the New Art Gallery.
Nevertheless,as Harvey (1989) has suggested,the emphasison shopping(and eating) as
by
to
the
an
art
gallery,
complemented
popular techniques
central
experienceof visiting
of display, blockbuster exhibitions and interactional information systemsintensifies the
visual experience,and createsheightenedexpectations.Yet the evidence of the current
study suggeststhat despite such heightening of expectationsfamily group visitors were
by
for.
'narrascape'
The
the
not clear who
exhibition was
exhibition was curated
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Rhonda Wilson, director of Seeing the Light in Birmingham, which is a development
agency for contemporary photography, and information text panels were written by
RhondaWilson, Deborah Robinson, acting director of the New Art Gallery, Walsall and
Julia Ellis, project co-ordinator of Midlands Architecture and the Designed
Environment. The exhibition was arranged in the modernist tradition of order and
chronological sequenceaccording to school and style (Barker 1999) and all the exhibits
in gallery 6 were wall mounted. Clearly the exhibition was intended to addressa range
of audiences, including corporate and commercial clients, the scholarly community,
in
there
tensions
the
attempting
were
professionalphotographersand
generalpublic and
to provide a coherent curatorial messagefor a diverse audience (Digger 2003). The
messageof an exhibition is determinedby the aims of the curator, the constraintsof the
in
dialogue
'enter
tacit
the
the
art
galleries
a
material and
site of
exhibition and curators
by
the
that
presenting exhibitions that carry multiple
visitor
shapes experience
with
meanings' (Stainton 2002).

Evidence from the current study suggests that family group visitors did not fully
in
Seeing
Csikszentimihalyi,
Art
behind
'narrascape'.
the
the
of
meaning
understand
(1991), uses the term 'flow' to describe the way in which a work of art becomes
intrinsically interesting to a viewer. This state, he suggests,occurs when activities have
clear goals and appropriaterules, when the challengesof the activity are in balancewith
the individual's abilities and clear and unambiguousfeedbackis provided. But evidence
from the current study suggests that family group visitors considered 'narrascape'
difficult, and this finding complementsthose of Cox et al (2000), who, reporting on
research into family activities at three Tate sites, found that families considered art
galleries hard work for parents, especially if they were not confident about their
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knowledge of art. Furthen-nore, evidence suggests that family group visitors in the

current study were drawing heavily upon commentary in the popular press for their
understanding of contemporary art. Since 'Sensation: Young British Artists from the
Saatchi Collection' was shown at the Royal Academy in London in 1997, contemporary
art has received unprecedented publicity

in the press, television and the media

generally, resulting, for example, in articles about the Turner Prize and the Becks
Futures contemporary art prize (Fig. 5.2) regularly appearing in the tabloids.
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Fig. 5.2

Evening Standard coverage of Beck's Futures 2003 candidate Carey

Young

However, these articles do not appear to help family group visitors in acquiring
knowledge and understanding about contemporary art. Novice visitors maintain naive
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knowledge about art, which, given the nature of the discourse surrounding
contemporary art in the popular media, with its emphasis on the 'gotesque'

(Warner

2000) and shocking, appearsto create an expectation amongst family group visitors of
contemporary art as 'sensational' and 'weird' (Fig. 5.3).
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Fig. 5.3

Kipper Williamsfrom

the Daily Mail newspaper commenting on the

Turner Prize Winner Damien Hirst in 1995

Moreover, Young British Artists have been populist, entrepreneurial, and business-

minded in promoting themselves(Exposure 2003), leading to 'the elisions of definition
between high and popular art..... tied to a slide into commercialism and banality that is
sometimesshamelesslyencouragedby those who consider themselvesthe guardiansof
culture' (Cook 2000). The Tate, for example, with the Guardian newspaperand Channel
4 television, invited the public to choose its favourite artist from those shortlisted
between 1984 and 2003 (Fig. 5.4), suggesting 'British

attitudes to modern art have

changed immeasurably since the Turner Prize was launched in 1984. It's no longer

perceivedas something best left to effete foreigners' (Guardian/Tate2003). The results
of the poll to find 'the nation's favourite Turner prize artist' would be announcedlive
on Channel 4.
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The Tate invited the public to votefor itsfavourite shortlisted artist

since the Turner Prize began in 1984

At the New Art Gallery, Walsall, the 'narrascape' show invited visitors to question the
nature of the environment and the relationship between seeing and fine art 'the spaces
between fine art and photography the use of new technologies' (Wilson 2003). Wall
...
texts within the show advise the viewer against first impressions,requestingvisitors to
use 'new types of investigation and personal interrogation in relation to our own
memory and experience' (Ellis 2003).
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Evidence from the current researchsuggeststhat family group visitors had no clear idea
of what 'naffascapc' show was expecting of them as viewers. Because the didactic
interventions of the exhibition (the wall texts) were not effective in helping family
group visitors interpret the show, and becausefamily group visitors could not therefore
recogniseand respondto the challenge of the works, the conditions neededto facilitate
an aesthetic 'flow' experiencewere not met in family group visits to the 'narrascape'
show.

This is perhapsnot surprising for three reasons:
Firstly, the degreeof expertiseneededfor the 'flow' experiencehas been shown,
from the evidence,not to exist amongstfamily group visitors;
Secondly, the shortnessof time spent with the exhibits militates against the
'flow" experience;
Thirdly, the 'flow' experience is more likely to occur when an individual is
alone with a work of art than in a group.

Critics of Csikszentirnihalyi, for example,Glennon (1991), have suggestedthat this type
intense
involvement is not a fair expectationof the averageart gallery visitor. Whilst
of
somecurators (Mandle 1991) have expressedan interest in exploring how 'flow' can be
experienced in a group, evidence from the current study suggeststhat family group
visitors experience of and involvement in the 'narrascape' show was not intense or
investigative, moreover, there was no evidenceof family group visitors striving to attain
that type of deep engagement with the exhibition. On the contrary, the evidence
suggeststhat one of the primary aims of the exhibition, to show how photographycan
be used as a liberating tool to reflect and create ideas (Wilson 2003), was completely
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misunderstoodor disregardedby the majority of family group visitors who ignored the
written messagesof the show and critiqued the exhibition solely on the basis of their
personal attitude towards photography as an art form. This finding accords with the
work of Doering (1999) whose research showed that exhibitions rarely conveyed the
desired messagesto even half of their visitors and visitors, especially family group
visitors, were unlikely to alter their view about a subject as a result of visiting a
museum.

In view of these possibilities for confusion that exist even amongst art critics and
writers, it is not surprising that family group visitors found the content of the narrascape
show difficult.

Misinterpretation and the transmission of misconceptions are

characteristic of novice or non-expert visitors (Borun and Chambers 1994) and the
evidence from the current study suggests that family group visitors shared
misconceptionsabout the 'naffascape' show. The show set out to challengeassumptions
about the relationship between photography and fine art (Ellis 2003), selecting artists
such as Deborah Jones and Thomas Kellner whose work interacts with the built
environment to both reflect and create reality (Wilson 2003). However, family group
visitors generally consideredboth the subject matter and the art form disqualifled the
imagesas art objects for two reasons:

Firstly, family group visitors, especially grandparents,thought that the everydaynature
of the subject matter disqualified Deborah Jones' work as art because'Its everyday,life
that you take for granted. These things - heaps of stones, its too everyday'. Deborah
Jones' photographsin the 'narrascape' show were regarded as too commonplaceto be
art. It would seemfrom the evidenceof the current study that that the 'narrascape'show
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did not fulfil the reverential experiencethat art gallery visitors have been shown to seek:
an experiencewith something higher, more sacred and out of the ordinary than home
and work are able to supply (Silverman 1995), perhapsendorsingthe recently expressed
view that 'just when the public thought it was safe to enter a museum to escapethe
sordid reality of the mundaneworld, the contemporary artists re-presentthat world and
as us to give it the sameattention we do to seriousart' (McClellan 2003).

Secondly, a number of respondentsdid not regard photographyas art because
'photographsare not art' and 'theseare modemphotographsnot modemart -I don't
like modem art but I like thesephotographs'.Clearly, the curatorialmessageof the
'narrascape'showhasbeenignoredby family visitor groupsnot becausethey haveno
conceptionof the subjectbut becausetheir ideasdiffer from thoseof the exhibition
organisers(Borun 1998).

From the evidence of the current research, it seemsthat family group visitors were
expecting striking, novel and unusual works of art in the 'narrascape' show. Evidence
from previous research (Perry et al 1999, Hein 2001) suggeststhat the presenceof
surprising and interesting objects in art galleries can be exploited to provide experiences
that create 'cognitive dissonance' (Festinger 1957). Cognitive dissonance is a
psychological phenomenon that refers to the discrepancy between what is already
known and new information. It will ideally be a benign, if uncomfortable, experience
that occurs when there is a need to accommodatenew ideas. In studying the tensions
causedby modem artý especially conceptual art, Peckham (1996), concluded that the
role of art was to train people to endurecognitive dissonanceas a necessarypreliminary
to problem perception and meaningful innovation. Evidence from the current study
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suggeststhat family group visitors came to the 'narrascape' show with pre-existing
common-sense'ideas about art and photography and that their understandingof the
narrascape' show was hampered because they found it 'difficult'.

Evidence from

previous research into visitors' understanding of art exhibits shows that responses
require an understandingof the problem being explained (Leinhardt et al 2002) and that
curators and visitors may have different understandingsof 'the problem' which all need
explication (Schaubleet al 1998).

Evidence from the current study suggeststhat family group visitors did experience
cognitive dissonance and, therefore, the potential to acquire new knowledge. But
becausethe 'narrascape' show called upon family group visitors to accept information
that contradictedwhat they believed about the categoriesof the works ('no, they are not
art, I disagree with photography'), their prior knowledge took precedenceover the
curatorial messageabout the relationshipsbetween fine art and photographycontained
within the show. There is evidencefrom previous research(Rice 1999)that in recent art
gallery practice there has been a trend towards open ended rather than pre-determined
interpretation of works of art, with curators preferring to allow visitors to examinetheir
own cognitive processesand attitudes. However, as Roberts (1999) has recently asked,
if
what visitors misinterpret the narrative in such a way as to completely change its
meaning?Evidence from the current study suggeststhat family group visitors rejected
the works in the 'narrascape' exhibition as 'not art'; and it is not clear that such an
interpretation would be acceptableto the exhibition organisersas an example of what
Jeffery (1999) has called 'rampant relativism' in which no one meaning is privileged
over another.
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5.7

Hypothesis Three: The decision to visit as a family group was taken on the

day of the visit.

Previous research suggeststhat the decision to visit an art gallery seems to be a
relatively spontaneousone. The majority of visitors decide to visit either on the day or
in the week of the visit. This proportion is much higher than for other leisure activities
(English Tourist Council 2001). The evidence from the current study suggeststhat this
hypothesis is correct: First time visits appearto be more spontaneousthan repeatvisits,
but the majority of all family group visitors decide either on day or the day before. Early
in the planning of the New Art Gallery, Walsall, it was envisagedthat the site of the
new gallery, Town End, an area at the end of Park Street would attract town centre
shoppersand other 'spur of the moment' visitors (Payne 1997). However, the site was
not promising; it was cut off from the main public spacesin the town and the buildings
alongsidethe canal were mostly derelict (Figs. 5.5,5.6).
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Fig. 5.5

Hew of Park Street and Town Endfrom the East (Chartwell Land pic.

The New Art Gallery can be seenat the end of the main shopping street, next to the
canal basin.
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IRK
Fig. 5.6

The viewfrom the thirdfloor

of the New Art Gallety, Walsall, showing

the canal, with canal boat offering trips, and beyond that, the vacant lot where young
skateboarders are encouraged to practice instead of skating directly outside the New
Art Crallety.
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In addition, the tall, civic character of the New Art Gallery building has no visual
connection to the two stores closest to the site; British Home Store and Woolworths,
neither of which 'hint of local architectural patronage' (Scalbert 2002). The architect,
Caruso St John was keen to create a direct link to the parish church of St Matthew in the
town centre rather than to storesin the vicinity (Fig. 5.7).
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Fig. 5.7

Hew of British Home Storefrom the thirdfloor of New Art Gallety,

Walsall, with Woolworths in the background. Thepolice surveillance van is regularly
parked outside the gallery.
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Nevertheless,evidencefrom the current study suggeststhat almost half of family group
visitors were combining their visit to the New Art Gallery with shoppingin Walsall, and
the majority of all family visitor groups were combining their visit with anotheractivity,
for example, having a day out or visiting another museum. Evidence from the current
study suggeststhat early fears that building the New Art Gallery away from the library
would pose a threat to repeatvisitors have proved unfounded. The old Walsall Museum
and Art Gallery was highly dependenton repeatvisits and it had beenthought that these
visitors were also using the library (Payne 1997). The evidence of the current study
shows that family group visitors are repeat visitors, but has not established a link
betweenvisiting the New Art Gallery and using the library.

Section 3

Experience

The discussionnow moves on from motivation for visiting to considerthe experienceof
family group visitors to the New Art Gallery; how much time they spend in the
exhibition, whether innovative programming has proven attractive to family group
visitors and whether they expect to enjoy looking at modem art.

5.8

Hypothesis Four: Family group visitors 'time budget' (Schofield 1997) their
visit in relation to their motivation for visiting.

Evidence from previous researchsuggeststhat visits to art galleries are exhibit driven
therefore more like visits to performing arts events.This has an impact on the length of
the visit in that it is more of an event than a day out at a museumvisit might be (SognoLalloz 2000). The findings of the current study, taken together with evidence from
previous research,suggeststhat the actual time that (all) visitors spendwith exhibits is
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consistently shorter than is often supposed.For example, as early as 1935, Melton, in

his pioneeringstudyon problemsof installationin art galleries,foundthat the average
proportionof paintingsobservedby visitors seldomdeviatedfrom between20% and
35%, and that each individual exhibit was examined for an average of 70 seconds.
Subsequentresearchhas suggestedthat modem audiencesbehave in similar ways, but
attend to works for very brief spells, for example, Seffell (1997) found that the majority
of visitors spent less than ten minutes and made stops at less than 30% of exhibits,
leading her to conclude that visitors were not using exhibits 'thoroughly'. Recent
studies of visitors in natural history museumshave shown that family groups generally
spend little time in any one exhibition (Allen 2002). Beer (1987) combined data from
ten galleries and museumsand concludedthat visitors avoided 43% of exhibits.

In an art gallery setting, Smith and Wolf (1996) found that frequent visitors, especially
local visitors, have the luxury of focusing their attention on particular exhibits, but that
infrequent visitors feel the need to see everything and spend less time in any particular

area.The evidenceof the currentstudybearsout thesefindings and suggeststhat the
majority of family group visitors look at a few works for a short time. Family groups
whose main reason for visiting the New Art Gallery was to see the exhibition spent
more time in the exhibition than those who came to the art gallery for other reasons,for
example to see everything or to play in the Discovery Gallery. This finding appearsto
bear out earlier researchshowing that on averagevisitors coming specifically to see an
exhibition spent on averageone third more time in that exhibition than those who came
for other reasons(Doering and Pekarik 1999).
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Evidence from the current study shows that families visitor groups who had visited
previously were much more likely to be visiting specifically to see the current
temporary exhibition and this finding accords with previous research(Merriman 1989)
suggestingthat keen, frequent visitors to art galleries were much more likely to visit
becauseof a specific interest. On the other hand, evidence from the current research
suggeststhat in only one fifth of family visitor groups was everyonevisiting for the first
time. None of these family visitor groups knew the 'narrascape' exhibition was on or
had come specifically to see the exhibition; their motivation for visiting first time was
'to see everything' and 'generally to look at all the exhibitions', particularly because
'the children wanted to seethe pictures' and they also visited out of curiosity. Evidence
from previous visitor studies research has suggested that first time and infrequent
visitors are more likely to visit for casualreasons(Merriman 1989), such as passingthe
time, and the current research suggeststhis may be true in the New Art Gallery.
However, more researchis neededto clarify this, as evidence from the current study is
is
family
is
from
What
that
the
group visitors combine
not conclusive.
evidence
clear
day
New
Art
Gallery
the
out, and
activities,
usually
shopping
or
a
visiting
with other
that a primary motivation for visiting is social. Hypothesis five now discussesfamily
group visitors' social and aesthetic experience with contemporary art in the New Art
Gallery, Walsall.

5.9

Hypothesis Five: Innovative and inclusive programming and interpretation
in new art galleries will engagea wide range of family group visitors.

Alongside major structuresin large capital cities there are a profusion of small projects
in the regions, generatedby local initiatives. These new galleries are not centres for

passivecontemplationof a monolithicanddefinitiveculture.Insteadthey havebecome
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sites for individual experience, experimenting with new techniques for knowledge
dissemination and attempts to break down social boundaries (Nacher 1997). Overall,
the New Art Gallery, Walsall, is recognisedfor its 'inclusive policy, good facilities and
responsive curatorship' (Cox 1998). It has a successful track record of engaging the
local population and especiallyyoung children in challenging contemporaryart debates,
and evidence from the current study shows that the New Art Gallery as a whole is
do
family
However,
temporary
the
exhibitions
generally popular with
group visitors.
not consistently demonstratethe same curatorial strategy as the permanent collection
and evidence from the current study suggeststhat the temporary exhibitions are not so
findings
The
below
draws
the
of the current study to explain why
popular.
section
upon
this is the case.

The hierarchical divisions between categories of contemporary artists are regularly
disrupted and challenged by the gallery, (for example, by including the outcome of
community events and projects surrounding the exhibition and by ignoring distinctions
between local, regional, national and international artists). However temporary
diverse
Walsall,
New
their
Art
Gallery,
the
with
curatorial styles are often
exhibitions at
at odds with the prevailing gallery culture. The attractivenessof temporary exhibitions
for family group visitors is variable, and in particular the 'narrascape' exhibition was
regarded unfavourably by family group visitors, especially in comparison to the
Discovery Gallery.

The Discovery Gallery is an interactive, hands-on experience for children, (Fig. 5-8)
which encouragesphysical as well as mental exploration of contemporaryart in a child
friendly environment. In contrast,the temporary exhibition spacecontains,by and large,
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works that are predominantly wall hung and not to be touched. Essentially conservative
in style, the 'naffascape' exhibition, and room 6 in particular, was consideredby the
majority of family group visitors to have little intrinsic attraction for families because
'there were only things to look at not to do'. On the other hand families evidently
appreciatedthe physical space of the temporary gallery which they considered 'safe'
and 'good for running about'.

In addition, the fact that they were in an exhibition was not always recognisedby family
group visitors ('is this an exhibition?'). Evidence from previous researchinto family
group visitors has shown that interactive places such as the Discovery Gallery will
attract family visitors' interest and attention (Adams 1999) becausethey consider the

atmosphereto be warm and welcoming.The evidencefrom this study suggeststhat
morefrequentvisits increasethe likelihoodthat partsof theNew Art Galleryotherthan
the DiscoveryGallery will be investigated,but the evidencedoesnot showthat family
group visitors who visit frequentlyregardthe temporaryexhibition gallery as more
suitablefor childrenor that they are more knowledgeableabouttemporaryexhibitions
thanfamily groupvisitorswho visit infrequently.
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On the contrary, familiarity with the gallery and frequency of visiting does not seemto
be associatedwith acquiring knowledge about modem art. The evidence from the
current researchsuggeststhat if the New Art Gallery relies on parents to supply or
interpret knowledge to children in the gallery the results will be disappointing (Wood
1999) because'for the experienceof the art gallery to be meaningful the visitor must
possessat least a basic knowledge of the history of art. Despite many and mostly well304

intentioned efforts by museum educators,that fundamentalknowledge cannot be
acquired in the museum itself, but depends upon the visitor's background and
family
(Wallach
2002).
The
that
the
study
shows
most
current
education'
evidence of
visitors say they know 'nothing' 'not very much', or something', about modem art and
that the number of previous visits does not affect the amount of knowledge family
family
have.
The
that
they
also
suggests
groups who
evidence
group visitors consider
visit frequently are as likely to know 'nothing' or 'not very much' about modem art as
family groupsvisiting for the first time.

Housen (1992) in her researchinto the differences between people who know nothing
frequent
found
'expert'
that
those
art gallery
amongst
even
about art and
who are
beyond
have
few
the stagewhere works
there
moved
are
who
visitors
relatively
people
if
do
judged
lacking
be
they
to
not accord with a preor of no value
of art are
weird,
defined set of values drawn by viewers from the known and familiar in their everyday
lives. Evidence from the current research leads this researcherto suggestthat most
family visitor group viewers of art can be categorisedby the term 'perpetual beginners'
in spite of previous It appears from the evidence of family group visitors to the
'narrascape' show that exposure to modem art on a regular basis does not in itself
finding
knowledge
This
contrastswith researchconducted
art.
guarantee
about modem
by Smith and Wolf (1996) who found a correlation between knowledge of art and
frequency of visitation, leading them to conclude that 'individuals who know more
about art (or think they do) come to the museum more often' (Smith and Wolf 1996).

However,Smith and Wolf were looking at individualsvisiting a nationalart gallery,
whereasthe current researchfocuses on family group visitors to a regional art gallery,
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so it is likely that thesedifferencescanbe accountedfor by examinationof a numberof
otherfactors.

One of the questionsthis researchset out to answer was whether family visitor groups
behave more like novices (McDennott-Lewis 1990) or connoisseurs(Wolf and Tymitz
1981) when looking at contemporary art. Characteristics of novice visitors include a
high interest in art and low or moderateknowledge of art. Characteristicsof connoisseur
visitors include having a high or very high knowledge about art and a looking style
consisting of an intensevisual exploration of the work of art. Evidence from the current
research shows that family visitor groups say they like contemporary art but know
'nothing' or 'not much' about it, spend minimal time with any work of art, and make
quick judgements on likes and dislikes, which suggeststhat family group visitors are
more like novices than connoisseurs.From the evidence it is clear that family group
visitors do not generally fit the profile of connoisseurvisitors.

However,there is one characteristicof connoisseurvisitors that is sharedby family
visitor groups in the current study and which probably reflects changesin attitude
towardscontemporaryart over the past decade.Evidencefrom the currentresearch
showsthat althoughfamily groupvisitorsfit the novicevisitor profile in mostrespects,
in regardto modemand contemporaryart, they were more like connoisseurs
in their
ability to tolerate the unfamiliar, suggestingthat they visit 'to keep up with
contemporaryart' and 'we go on the intemetto find out aboutexhibitionsandartists,
eventhosewe don't like'. In 1990McDermott-Lewisfoundthat novicevisitorsdisliked
modem art; and as late as 2000, Cox found that encounterswith modem art were likely
to affect family visitors by reducing their enjoyment of the visit. McDermott-Lewis
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found that only connoisseurswere prepared to visit contemporary art shows, even if
they were not fans of contemporary art, 'just to see what the real modem stuff is'
(McDermott-Lewis 1990).

Evidence from the current study showsthat the majority of family group visitors usually
like contemporary art 'not all, but generally', suggestingthat 'it's interesting, we like
some', and only 10% said they didn't usually like contemporary art. Family group
visitors expectedto find art that was of a 'different variety to other art galleries' art that
is 'strange', 'new' and 'weird'. This suggestson the one hand an easy familiarity with
the tropes of contemporary art practice, but on the other hand, unsophisticatedand
derivative knowledge. Evidence from earlier studies has shown that contemporary art
has, until recently, been considereddifficult. However, The Turner Prize, hostedby the
Tate Gallery, has brought a small number of very high-profile artists to the attention of
the public, and the shortlist of only four nominations a year enables the press,
particularly the tabloid press,to concentrateon bringing these artists to the attention of a
wider public (Craddock 1999). The reasonswhy this might be so and the effect it has on
family group visits are discussedbelow.

5.10

Hypothesis Six: Family group visitors to new art galleries expect to enjoy
looking at modern art in new art galleries.

Recent researchsuggeststhat some art galleries have 'opened up' their collections to
more people, taldng into account the diversity of the population and their social and
cultural profiles (Ueki 1998) and that this is reflected in the more relaxed attitudes of
visitors to modem art galleries (Kapplinger 1997). Evidence from the current study
suggeststhat family group visitors associate 'modem' and 'contemporary' art with
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is
Contemporary
different'
'something
that
spectacle, weirdness
art
and newness.
4exotic and difficult' (Vallance 1993) is clearly expectedby family group visitors to the
New Art Gallery, Walsall, and they expressed disappointment that the 'narrascape'
from
did
live
Evidence
the current research
to
these
exhibition
not
up
expectations.
suggests that regular family group visitors to the gallery compare the temporary
for
interesting
'Veil',
'narrascape'
that
exhibitions and
as
was not considered as
example.

Recentresearchby AudienceYorkshire found that regularart gallery attenderswere
'hungry to seesomethingnew and different' (Wilson 2002) and in particular'Asian'
eventswereattendedprimarily by white UK audienceswho wantedto join mailinglists
for other 'Asian' events.'Veil' was not a specificallyAsian exhibition,but the show
dealt with the veil as 'a symbol of Europe'sstruggleto cometo terms with cultural
diversity and social inclusion' (Bailey and Tawadros2003). Clearly family group
did
in
longer
by
'Veil'
than
they
to
the
either
visitors responded
exhibition staying
'Comingof Age' or 'narrascape'but it is not obviousfrom the currentresearchwhether
this was becausefamily group visitors found the subject matter itself exotic and
intriguing; becausethe showcontaineda numberof stimulatingelementssuchas film,
in
family
they
that
said
sculpture
visitors
expect
an exhibition of
and
group
video
contemporaryart, becauseof the notorietyof the showin regionalandnationalpress,or
becauseof the increasedinput from front of housestaff in discussingand interpreting
the showwith visitors.

However, the findings from the current researchcomplement work done by Randi Kom
(1998) into perceptions and attitudes about modem art which found that the terms
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'abstract' and 'modem' were often used synonymously by visitors who expected
modem art to look different and to be about contemporaryideas.

Family group visitors to the 'narrascape' exhibition were expecting something 'more
interesting', and 'more sculptural with moving images' and previous research has
similarly found that visitors particularly associatecontemporary art with sculpture that
uses everyday materials or materials that are 'welded together' (Kom 1998). Evidence
from previous research(Serota 2000) shows that controversial new work, for example
that of Damien I-Erst, Chris Offili and Tracy Emin, widely reported, and often
lambastedin the media, are what audienceshave come to associatewith contemporary
art.

Moreover, recent evidence suggests that the mounting of increasingly spectacular
shows in the major TJK galleries has resulted in heightenedexpectationsof exhibitions
to provide inter actives, moving images,large, 3-dimensional works and audio elements
(Borg 2003). Prior (2002) suggeststhat new art galleries are now 'supermarkets of
culture' drawing crowds that move through at a bewildering speed, impatient and
carnivorous, no longer searchingfor aesthetics... but'scanning the cultural horizon for
ever more spectacular forms of entertainment' (Prior 2002). Evidence from this
research however, shows that family group visitors' motivations for visiting the art
include
gallery
a desire to learn, and findings from the observational data show that
their behaviour is not that of the hyperactive crowd 'eating, touching and sacking the
shrine' (Prior 2002). The evidenceshowsthat adults in family groups say they expect to
learn in the gallery, although family group visitors who say they know 'nothing' or 'not
much' about modem art are more likely to be visiting to have fun than to learn more.
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Overa third of family groupsvisited to haveboth a fun visit andto learnaboutmodem
art anda few family groupvisitorswerevisiting only to learnaboutmodemart, though
this studyhasnot foundevidenceof how family groupvisitorsexpectthis to happen.

From the evidenceof the current study it would appearthat family group visitors expect
to enjoy the challenge of modem art, and are used to surprisesand 'jolts' (Painter 2002)
be
does
Although
there
to
the
temporary
a
when visiting
not seem
exhibitions.
knowing
between
to
about modem art, the
art
and
correlation
expecting enjoy modem
in
found
Smith
(1996)
from
Wolfe
that,
the
as
and
evidence
current researchsuggests
Metropolitan Museum in New York, there is a positive correlation between knowing

'something' or 'a lot' about modem art and the intention to learn about modemart
during the visit to New Art Gallery, Walsall. But, as Knutson(2002) has shown,art
galleries pose special challengeswhen researchingvisitors because 'temporary
discipline
in
to
the
of art history evenas
exhibitionspresented art galleriescontribute
they share known information with the public' (Knutson 2002) and temporary
exhibitionsare valuedas a way of generatingknowledgefor the field of art history.In
contrastto curatorsin educationalsciencemuseumswho conveyexistingknowledgeto
visitors, engendering a relatively infonned public critique (Painter 2000), curators of
ideas
in
testing
through temporary
and
contemporary art are engaged
producing
exhibitions, often at the experimentalcutting edgewhere questionsare askedabout both
the intention and the reception of the work. Exhibitions can be understood as the
medium of contemporaryart and the main agency of communication by which curators
and art institutions talk to each other (Fergusen 1996). However, evidence from the
current study suggeststhat family group visitors are not part of this process for two
reasons,firstly, becausethey acquire their knowledge of contemporaryart from outside
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of the gallery, and secondly, they ignore the messagesabout contemporary art f rom
within the gallery.

Evidence from the current study suggeststhat by and large, family group visitors were
disappointed by the temporary 'narrascape' show because the show appearedto be
talking to its primary audience of individual artists, critics, art historians, studentsand
patrons (Fergusen1996). Brooks (1998) found that there was an underlying assumption
amongstart galleries that the agendasof artists and curators were sharedby the public,
but evidence from the current study suggests that the 'narrascape' show perplexed
family group visitors precisely becausethey did not sharetheseagendas.

This section has discussedthe findings from the current study on the motivation and
experience of family group visitors. The next section now goes on to relate these
findings to the evidence from the observational data on family visitor group behaviour
in the 'narrascape'show at the New Art Gallery, Walsall.

Section 4 Behaviour
Section 4 now goes on to discuss the findings of the study about how family group

in
how
behaviour
be
for
in
behave
Gallery,
New
Art
this
the
and
can
accounted
visitors
light of the above discussionon motivation and experience.
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5.11

Hypothesis Seven: By using observational methods and interview methods
that are established and widely used in visitor studies research replicable
and comparable data will be generated on the behaviour of family visitor
groups in new art galleries.

In 1994McManus suggestedthat researchthat has been done into family group visitors
in museumshas been conducted almost exclusively in science museums.She went on
'We do not know if families behave in quite the same way in history or art museums
it
is
in
judging
by
to
traditional
their
quite
science
museums
exhibits
although,
reactions
likely they do' (McManus 1994).

Observational evidence from the current research shows that family visitor groups
adopteda strategy in the 'narrascape' show consisting of a general progressaround the
Family
group visitors rarely came to a
stopping.
gallery glancing at exhibits without
from
halt
the current researchsuggeststhat the
the
evidence
complete
at
exhibits and
in
family
time
amount of
group visitors spent the gallery, the number of exhibits they
looked at and the amount of time they spendwith each exhibit is remarkably consistent.
Hilke, in her 1989 study of families as learning systems in a museum, noted family
looking'.
behaviour,
'move
This
behaviour
described
on
which
as
group
which she
consistedof visual exploration whilst continuously moving, was, she contended,only
seenin traditional non-interactive exhibitions. The 'narrascape' show is linear and noninteractive, and although its subject is contemporary it is clearly a 'traditional'

in
by
intended
McManus,and as suchthe evidenceof the current
the
exhibition
sense
study seemsto verify the earlier findings of both McManus and Hilke, especiallyin
relation to children. The observational data showed that in family group visits, the
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behaviour of the children was very important, and the section below discussesthe ways
in which children were seento affect the visit.

5.11.1 The role of children in the visit
Activity that involved showing, pointing or pulling someoneacrossto an exhibit was
observedin the 'naffascape' exhibition. This is often describedas 'teaching behaviour'
(Diamond 1986), and is regarded as a fundamental aspect of the spontaneoussocial
interactions of the family group (McManus 1999), carried out by all members of the
family group. The evidence of this study however, suggests that parents and
grandparentswere unlikely to act in this way; and it is children who engagein 'teaching
behaviour', showing and discussingthe exhibits with their parentsand grandparents.In
particular, grandchildren were seento be eager to show grandparentswhat they know,
and the evidence suggeststhat what the children know about the exhibition has been
learned on a previous school trip. This finding accords with evidence from an earlier

study conductedat the old Walsall Art Gallery which showedthat 'children on their
secondor third visit were notedto be more confident in using the exhibition, often
acting as a guide to an adult 'novice' (Cox 1998).

Harris Qualitative (1997) found that children are enthusiasticabout visiting an art
gallery if it relates to a school project; in fact, they may propose the visit themselves.
Orbach (Cox 2000) evaluating the Three Tate Sites project found that adults suggested
they leamt from their children in contemporaryart galleries, but offered no evidenceas
to how this happened.Unlike McManus, Hilke (1989) found that there was a striking
equality between children and adults in affecting the course of the family's visit and
adults did not engage in formal teaching behaviours. She found that adults rarely
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offered lengthy interpretations of the exhibits and rarely constrained children's
behaviour, rather they allowed children to choosetheir own routes around the exhibits
(Ifilke 1989).The evidenceftom the current study strongly suggeststhat this is the case.

In 1989McManus modcllcd a picture of the family during a museumvisit as a huntcrgathererteam actively foraging in the museumto satisfy their curiosity abouttopics that
interest them. In the process,she suggested,parentsare likely to identify or namenew
items encounteredby the children, and in teachingmode, to commenton or interpretthe
information broadcastby the children (McManus 1989).

The evidence ftorn the current researchsuggestsa different model of family group
behaviourin which the progressof family group visitors aroundthe gallery was seento
be regular and disciplined and not basedon the disseminationof knowledge.Benton's
research(1979) into family group visitors found that adults who were unfamiliar with
the art gallery environment frequently directed their children and did not allow their
children to set the pace:evidencefrom the current study suggeststhatýon the contrary,
in the New Art Gallery, Walsall, children were instrumental in deciding which works
were attendedto. Evidence from earlier studieshas suggestedthat children need adult
guidanceand instruction to support and extend their ability to respondto art and that
socially guided experienceis neededif their natural and untrainedpowersof perception
are to be put to critical use (Piscatelli and Weier 2002). Earlier researchinto family
group behaviour in art galleries has provided little evidence of teaching behaviour
between adults and children and the current study similarly has found very little
evidenceof this type of behaviour.Teachingbehaviourbetweenadults and children can
be said to be talcing place if attention to detail, close proximity of parent and child in
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front of the art work, and looking and talking is observed. These activities were not
observed arnongst family group visitors in the 'naffascape' exhibition. However
children were seen to adopt teaching strategies in front of the art works, particularly
girls with their grandmothers,and this was especially marked when the children had
visited previously with school, the observational evidence shows children standing to
the side of the work, pointing, checking for understandingand declaiming, probably,
because it looks so professional, adopting the posture and mannerisms of the adult

during the original school visit.
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Fig. 5.9

Child standing infront

of Deborah Jones work, declaiming and

pointing outfeatures to her grandmother, who stands awql,from the walL

Evidence from previous research into family groups (Hein 1991) has shown that

children need more than one visit in order to becomeoriented to an art gallery and that
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apparentlyrandom activity is actually, on closer examination purposeful; evidencefirom
the current study suggests that family group visitors have visited the temporary
be
before
the
that
their
gallery
can
predicted as
around
exhibition space
progress
and
shownbelow.

In gallery 6 of the 'narrascape' exhibition there were 26 works of art on display as well
family
large
to
texts
text
visitor groups could attend.
which
as a
panel and smaller wall
In practice, family group visitors were qwte selective in their choice of works. This
(1998)
fmdings
Coles
Luke,
Falk
to
the
who
and
of
would seem corroborate
recent
found that family group visitors stopped at less than 6 out of a possible 56 exhibits in
the DNA Zone, and that when they did stop, their level of engagementwas minimal.

5.11.2 The physical layout of the gallery
Evidence from the current study suggeststhat, for family visitor groups, the gallery
help
determine
its
layout,
features
to
characteristics
patterns of
and
space,
physical
in
from
3
behaviour.
footage
Video
the
gathered
current
study
movement and
consecutive exhibitions: 'Coming of Age' 'Veil' and 'narrascape', in the same room
(gallery 6) shows that certain areasof the gallery spaceare more popular than other in
lifts
from
to
the
three
the
that
the
pattern
of
movement
right
all
exhibitions and
general
is similar in all three exhibitions. The majority of family group visitors were strongly
biased towards the works on the right hand wall, and were seento attend to less than a
third of all possible exhibits. Extensive research charting the paths of visitors in a
variety of retail settings (Underhill 2002) has shown that a rightward bias is invariable,
and evidence from the current study confmns,that family group visitors to the New Art
Gallery also behave in this way. The rightward drift may account for the relative
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popularity of works on the right hand wall in all three exhibitions, as family group
visitors attend to these exhibits first. Evidence from a number of visitor studies has
identified the attraction of the exit (Klein 1993) and in gallery 6 there are 2 or 3 possible
exit routes that becomeapparentas family group visitors turn back into the gallery from
the right hand wall. Although the evidence is not conclusive, it would appear that art
works on walls on the left hand wall are less popular becauseof their position in the
gallery. The findings of the current research would seem to be borne out by recent
experimental research into the behaviour of visitors to a contemporary art exhibition
(Bourdeauand Chebat2001) suggestingthat the design of the physical environment has
a significant influence on the movement of visitors.

Bourdeau and Chebat also found that visitors tend to turn to the right and that they have
a tendency to follow a fixed path through the exhibition. Furthermore their research
suggeststhat becauseof this rightward drift, visitors tend to pay more attention to works
on the right hand wall, omit to look at works of art on the left hand side and pay less
attention to any works as they near the exit. These findings verified earlier work by
Melton (1972) and Zucker and Clarke (1993) showing that visitors do have a tendency
to follow particular routes.

Evidence from the current study suggeststhat family group visitors turn right as they
enter gallery 6 from the lifts, and follow a relatively predictable route which seemsto be
conditioned by the design if the gallery. If, as earlier researchsuggests,this behaviour is
unconscious,family visitor groups are not entirely determining their own routes through
the exhibition, and this has implications for exhibition designers in positioning wall
texts and other explanatory material. Evidence from the current study suggeststhat if
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the text in 'narrascape'had been positioned where fwnilY group visitors would naturally
encounter it at the beginning of their route around the gallery, it would possibly have
attractedmore attention, but as the explanatorytext was on the left hand wall very close
to the exit, family group visitors seldom pausedto read it as they were leaving.

In her essay on reassessing exhibition space, Greenberg (1996) suggested that
discussionsabout the meaning of exhibitions of contemporary art often overlook the
importance of the location and type of architectural space in which the temporary
exhibitions are held. Evidence from the cuffent study suggeststhat, although few family
groups visit in order specifically to look at the building and its architecture,they were
affected by the space in which the 'narrascape' show was held. New Art Gallery,
Walsall represents a type of new building for the arts which is associated with
commercial and industrial architectureboth in scale and use of materials.The temporary
exhibition spaceon the third floor of the New Art Gallery is vast, in common with other
build
buildings
they
art
galleries,
or
new
and
new
whether
are renovations of existing
the spacereflects the current art gallery practice of eliminating most or all seating for
the audience (Lord Cultural 1994). The observational data from the current study
suggests that there is a deliberate curatorial policy in the large, clear, temporary
in
the New Art Gallery to exclude seating in favour of large scale
space
exhibition
sculpture,or simply to show off the uncluttered floor spaceand soaringwhite walls.

This approach is in contrast to other parts of the New Art Gallery, for example the
Discovery Gallery and the Garman Ryan permanent collection which are deliberately
domestic in feel and provide generous amounts of seating in close proximity to the
works of art. Evidence from the current study suggests that there is no invitation
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extendedby seatingwhich is conducive to the prolonged gazeand that for family group
visitors to the white concreteand glasstemporary exhibition spaceon the third floor, the
encounter with contemporary art consists of walking through with passing glances.
Furthermore, the observational data from the current study shows that where seating
was present in the three temporary exhibitions it was not focused on the art works
themselves,but on the cataloguesand other reading material, around a table with small,
hard chairs, and in the window recesses.This observation confinns earlier research
which suggeststhat art galleries are increasingly creating separatereading areaswithin
temporary exhibition spaces(Lord Cultural 1994).

Evidence from the current study shows that the main reasonsfamily groups visit the
New Art Gallery, Walsall, are for enjoyment and learning, but, as Greenberg(1996) has
suggested,lack of comfortable seating makes looking at contemporary art more like
work than a leisurely aesthetic experience.More detailed researchinto the absenceof
seating in temporary exhibitions of contemporary art would be useful in relation to
family visitor groups, particularly grandparentgroups and groups with small children,
because standing to look at works of art and read explanatory texts is physically
demandingand may not be attractive to family group visitors.

5.11.3 Information panels and other printed material
The observational evidence from the current research shows that grandfathers and
fathers were most likely to read the information panels in the 'narrascape' show and
also that older teenagers of both sexes who are visiting in family groups without
younger children attend to information panels. In his research into perceptions of
modem art, Kom (1998), found that adults placed a great deal of value on printed
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information, suggestingthat they rely on the labels adjacent to individual works of art

andleafletsandothermaterialto helpthemto understandthe contentof an exhibition.

Observational evidence from the current study further suggests that fathers and
grandfathers in couple groups tend to separatefrom the mother or grandmother and
children, following a similar but individual route around the gallery but paying attention
to the text panelsin a way that mothers and grandmotherswith younger children do not.
Older teenagerswith adults read information panels, and mothers with older teenagers

readinformationpanels,whereasgrandmothersand motherswith youngerchildrendo
not appearto read the information panels.

Evidence from the current study also suggeststhat younger children are more likely to
attend directly to the works without reading the printed information and this mode of

behaviourwasparticularlyobservedamongstchild/child dyadswho werealsoobserved
in the longestandmostdetailedconversations
in front of the exhibits.Hensel'sresearch
into families in a museum (1987) found that short exhibit attention time was the result
of family visitor groups running out of conversation. Evidence from the current study
suggeststhat family group visitors were not talking 'we didn't talk, we just looked' and
were not attracted enough to stop 'we didn't look at anything in particular, we just
walked through' and this factor may play a part in explaining the short time spent with
the exhibits in the 'naffascape' exhibition.

Although wall texts were used almost exclusively by adults and older teenagers,
evidencefrom the current researchsuggeststhat books,journal articles and printed
material, laid out on a table or in the window recesswere popular with children as well
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as adults. In addition, there seemsto be a positive correlation betweenthe length of time
family group visitors spent in the gallery and information available from attendants.
This effect can be seen in the 'Veil' exhibition where the attendantswere particularly
active in handing out literature and engaging visitors in discussionsabout the exhibits.
The median time spentby family group visitors in gallery 6 of the 'Veil' exhibition was
2 minutes 19 seconds compared to 1 minute 31 seconds in the 'Coming of Age'
exhibition and I minute 50 secondsin the 'narrascape' exhibition. However, the longer
dwell time in 'Veil' could equally be due to a number of other factors, including the
intrinsic interest of the exhibition, national and local publicity generated because
Walsall Metropolitan Borough Council banned some images from the show, or the
attraction of the educationvideo installations in gallery 6.

This study has focused on family group visitors to the 'narrascape' show in the
temporary exhibition spacein the New Art Gallery, Walsall, observing and questioning
visitors in the gallery. This study does not comment on family groups that don't visit
the New Art Gallery, Walsall, or on family groups that use other parts of the New Art
Gallery. On the contrary, the study has concerned a particular group of family visitors
have:
who
*

Decided as a family to visit the New Art Gallery, Walsall

*

Decided as a family to visit the 'naffascape' exhibition

Evidence from previous researchat both the old Walsall Museum and Art Gallery and
the New Art Gallery, Walsall suggeststhat the majority of family visitor groups do not
visit the temporary exhibitions spaces,preferring to remain in the interactive Discovery
Gallery, and that larger family group visitors in particular do not go as far as the third
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floor temporary exhibition space (Arts About Manchester 1998, Oakley 2003). Psarra
and Grajewski (2002) in their research into visitor movement at the Kelvingrove Art
Gallery, Scotland, found that overall, very few visitors used the first floor, but those

who did were adults,whereasfamilies and children usedthe groundfloor. Psarraand
Grajewski concluded that the galleries on the first floor were more segregatedand thus
less visited by family groups. Likewise in the New Art Gallery, Walsall, the third floor
temporary exhibition spacesare physically separatefrom the more frequented areasof
the art gallery, and evidence from the current study tends to support the findings of
Psarraand Grajewski, as it was clear during the observationalfield studiesthat although
the ground floor areas, including the Discovery Gallery, were often busy with family
group visitors, comparatively few families were visiting the temporary exhibition
spaces.
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Fig. 5.10

Plan showing the temporary twhibition galleries on the thirdfloor;

Discovety Gallery and other areas popular withfamily

the

group visitors are on the

groundfloor.

However, evidence from the current researchis not directly comparable with any of
theseprevious studiesbecausegroup composition, median size and relationship factors
are not available from the earlier research,but the size of family group and its effect on
movementand useof the gallery is an areawarranting further investigation.

5.12

Summary

This chapter has discussedthe benefits of a case study approach in establishing the
exact configuration of family visitor groups and has demonstratedhow original data,
gatheredon family group visitors, relates to the emerging discipline of visitor studies
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described in the literature review in chapter 2. The data generatedsignificant findings
that this study has not discussedfully, but which will be of interest to future researchers.
A number of these have been highlighted as they have arisen throughout the study, but
there are 4 demographicfindings in particular which would bear ftirther investigation:
19% of family group visitors were from ethnic minority backgrounds
grandparentgroups made up a quarter of the sample
no grandparentgroupscame from ethnic minority backgrounds
family visitor groups are small, typically containing only I adult and I or 2

children
This study set out to investigate, in-depth, the original research questions outlined in

chapter1. Answeringthesequestionsdid not includea more detailedinvestigationof
the issues outlined above, however, these findings emerged out of the data from the
study and the evidencenow exists, awaiting further analysis.

)
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Chapter 6

Conclusion

This thesis has fulfilled its aims and objectives. Firstly it has established the exact
nature of adult and children family groups visiting a millennium art gallery. Secondlyit
had explored the motivation, experienceand behaviour of family group visitors to a new
regional art gallery in the UK, focusing on the family group visitor experience of a
contemporary art exhibition and providing evidence to explain the phenomenon.
Finally, it has devised a methodology and within that methodology, methods suitable
for studying family group visitors from multiple perspectiveswithin the samestudy.

The researchfindings were obtained using qualitative and qualitative methods,analysis
of interviews, survey data and statistical analysis, empirical observation, from the
literature, from the researcher's own interpretation and the comments and quotations
gatheredthroughout the research.

The study began by presenting a comprehensivetaxonomy of family visitor studies
researchto date, demonstratedthe significance of the demographic findings; defining,
accurately measuring and describing family group visitors to temporary exhibitions of
modem art a case study, then tested seven hypotheses,shedding light on aspectsof
family group visiting that have been only partially illuminated in previous studies.The
sectionbelow showswhether the hypotheseshave been confirmed or disconfirmed.
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Hypothesis One: Family group visitors

regard a new art gallery showing

contemporary art as a suitable destination to visit with children
The hypothesis is confirmed. The New Art Gallery Walsall is renowned for it family
friendly policies, and it clearly succeedsin attracting family audiencesto the gallery as
a whole. But evidence suggeststhat more than half of family group visitors considerthe
temporary exhibitions of contemporary art unsuitable for children. Evidence from this
and earlier studies suggeststhat family group visitors did not find opportunities for
feeling
in
(Hood
1983)
interaction,
the
comfortable
social
active participation or

temporaryexhibition.

Hypothesis Two: the perceived accessibility and popularity of modern art has had
a direct effect in attracting family group visitors to new art galleries
This hypothesis is confirmed. Family group visitors use newspapers,the internet, films
and magazines to access information prior to their visit, drawing heavily upon
commentary in the popular press for their understanding of modem art. Many family
group visitors have been to the gallery numerous times and combine their visit with
is
from
leisure
However,
the study that accessibility
there
no
evidence
activities.
other
and popularity result in increasedknowledge and understandingabout contemporaryart.

Hypothesis Three: The decision to visit as a family group was taken on the day of
the visit
This hypothesis is confirmed. First time visits appear to be more spontaneousthan

repeatvisits, but the majority of all family groupvisitors decideto visit eitheron the
day or the day before.
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Hypothesis 4: Family group visitors 'time budget' their visit in relation to their
motivation for visiting
This hypothesis is confirmed. Evidence from the study showed that family group
visitors spent very little time in the temporary exhibition space,as a proportion of the
overall time spent in the gallery. However, family groups whose main reason for
visiting the New Art Gallery was to see the exhibition spent longer in the exhibition
than those who had come for other reasons,for example to seeeverything or play in the
children's Discovery Gallery.

Hypothesis Five: Innovative and inclusive programming and interpretation in new
art galleries will engagea wide range of family group visitors.
This hypothesishas not been confirmed. Evidence from the study suggeststhat the role
of the curator in fashioning the experience of the family group visit is crucial, and
temporary exhibitions of contemporaryart are interpreted in an exclusive and traditional
rather than inclusive and innovative way. Tensions between attracting new audiences,
especially family audiences,and continuing to provide challenging aestheticencounters
of an essentiallyprivate nature were not resolved.Family group visitors representa core
audience of local people who visit often and for short periods; concentrating on the
Discovery Gallery and the permanent collection where inclusive programming and
interpretation is in evidence. The temporary exhibitions, with their diverse curatorial
styles were often at odds with the prevailing 'family-friendly' ethos, and family group
visitors did not find them attractive or engaging.
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Hypothesis Six: Family group visitors to new art galleries expect to enjoy looking
at modern art in new art galleries
This hypothesis is confirmed. Family group visitors expect 'weirdness' 'something
different ' and newnessin exhibitions of modem art and are disappointedwhen they do
not find it. Family group visitors expect to enjoy the challenge of modem art and are
usedto surprises.And 'jolts' when visiting the New Art Gallery.

Hypothesis Seven: By using observational methods and interview methods that are
established and widely used in visitor studies research, replicable and comparable
data will be generated on the behaviour of family visitors in new art galleries
This hypothesis is confirmed. The methodological approachused in the study provided
rich material, and the methods generated both quantitative and qualitative data. A
information
be
to
that
gather
sufficient
about
sample number was selected
would
detail.
in
follow
Practitioners
but
the
to
trends,
great
who
analyse
small enough
general
directions and protocol outlined can comparetheir own findings with the data generated
by the current study.

The contribution of the current study has been to focus on approach to fill the gap,
identified through the literature review, of the lack of standardised,comparabledata,
generatedthrough reliably tested methods,on family group visitors to new regional art
for
The
the
robust researchinto family visitor groups.
galleries.
need
study recognised

In particularthe useof multiple methodswithin the casestudystrategy,identifiedearly
in the research as a prerequisite for success, has yielded valuable data about a
significant new regional gallery. New galleries devotedto modem and contemporaryart
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have been establishedrelatively easily, they are glamorous, they reflect a general shift
of interest towards modem and contemporary art (Shubert 2000) and they manifestly
produce results by attracting large audiencesin the short term. The period between 1993
and 2003 represented a remarkable cultural moment in the UK, and this detailed
demographicand attitudinal casestudy of family group visitors to the New Art Gallery,
Walsall has provided insights into an instructive example of one important regional
millennium project.

6.1

The study's contribution to theory

The contribution of the current study has been to advance knowledge in the field by
New
Art Gallery, Walsall,
the
study,
at
case
constructing and caffying out a single
answering a number of key concernsidentified in chapter 1 and elaboratedupon in the
literature review in chapter2. At a key stagein the development of 'visitor studies' as a
distinct branch of museology, the current study has presented a comprehensive
'the
in
literature,
demonstrating
the
rising
centrality
of
current
of
visitors
overview
thinking about museums' (Rounds 2001), but showing also that the over-reliance of
unpublished conferencepapersand poster sessionshas generatedknowledge that is not
subsequentlydisseminatedin the field. Through a comprehensivetaxonomic literature

drawn
little-known
in
has
2,
together
this
review
chapter
study
and better-known
research,critiquing both methodology and theory. The study has constructeda clearer
picture and shedlight on a little known but vital area of visitor studiesresearchwhich is
an important recent trend within museumstudies.

This study has contributed to knowledge in the field, sheddinglight on a core audience
of families, who make up a significant proportion of visitors to the New Art Gallery.
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This research into family visitor groups has, furthermore, devised a sound and
replicable method for conducting future research.Many art galleries basetheir 'family
friendly' policies on an unsubstantiatedmythology of 'family audience', but the current
study explains 'family audience' more precisely, showing that accurate data basedon
empirical researchleads to greater and more useable understandingof the motivation,
experienceand behaviour of family visitor groups.

Art galleries are 'laboratories for the study of value in art' (Ueki 1998) and this study

contributesto the ongoingdebateaboutthe purposeof art galleriesandthe role of the
art gallery in contemporary society, in particular the context in which contemporaryart
is viewed. This study offers a well crafted example of case study research into the
nature of family engagementin contemporary art, showing how the New Art Gallery,
Walsall, makes family viewing and the involvement of children integral to its overall
ambition of promoting contemporaryart

Fromthis study,professionalsin the field will gain a clearerunderstanding
of the nature
of family visitor groups.Evidencefrom the current researchmay be expedientin
consideringthe displayof exhibitions,particularlyas the study has shownthat family
group visitors to modem and contemporaryexhibitions presentlyremain perpetual
beginnersno matterhow manypreviousvisits they make.

6.2

The study's original contribution to method

Britain is one of the most-watchednations in the world, with over four million
surveillance cameras in use (Frith 2004). The Council for Museums, Archives and

Libraries in the UK, recentlypublishedguidelinesfor the use of CCTV in museums,
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suggestingthat the main advantagesthat accrue from CCTV are: deterrence,an aid to
invigilation,

recording for post-incident investigation, entry control, and site

managementout of hours (Resource2004). Clearly, these guidelines presentthe use of
CCTV as a security measure,but the routine use of surveillance in art galleries in the
UK presentedthe researcherwith an opportunity to utilise CCTV in a wholly new way
within the casestudy research.

Surveillance can be understoodas 'the purposeful watching of specific individuals who
have arousedsuspicion' ((Lyon 2001). At the New Art Gallery, Walsall, this was how
CCTV cameraswere used, in addition to the more general security and management
reasonsdescribedabove. This study used the existing CCTV systemwithin the New Art
Gallery in a different way, harnessingits potential as a powerful observationaltool. In
using the New Art Gallery in-house CCTV system, this study has made significant
advances on previous observational visitor studies that have gathered 'covert
observationaldata' (Office of Information Commissioners2002). There were a number

data
how
CCTV
the
to
of constraintsupon
were collectedand handled,
researchas
including the legal requirementsof 'informed consent'.However,the researchertook
the view that this wasa legitimateuseof CCTV footage:Signstelling peoplethey were
beingfilmed for researchandhow to accessfootageof their own imagewerepostedand
directives of the Data ProtectionAct carefully followed. This study modified the
definition of surveillance offered above, to 'the purposeful watching of specific
individuals'.For the purposesof this study,thoseindividualswerepeoplecomingto the
New Art Galleryin a family group.
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The current researchembraced existing surveillance technology rather than setting up
additional systems with extra cameras. Earlier video observational research has
attempted to reduce the effect of video cameras on visitor's conduct by hiding them,
(vom Lelm et al 2002) and in attempting to gather audio tapes of natural speech,
previous research had problems obtaining good quality acoustic data (Allen 2002).
Solutions such as getting visitors to wear microphones and carry tape recordersbring
their own difficulties in ensuring naturalistic responses.This study obtained good
quality visual data from CCTV and used face-to-face interviews for verbal information.

The advantagefor the current study in using CCTV film was, as suggestedabove, the
prevalenceof surveillance in public spacesin the UK. CCTV surveillance is generally
perceivedas a benign activity in the UK (Norris 2004), and the study took the view that
by posting signs telling of the research, and in not disrupting the gallery with extra
camerasor microphones, the CCTV footage would gather naturally occurring family
visitor group activities in a highly structured way, yielding increasingly detailed, useful
information.

Significantly, contemporary artists have responded to CCTV surveillance, and their
work shown in art galleries in the form of photographs,video and multimedia ((Naldi
and Kirkup 1993), and this study representsa timely opportunity to engagewith CCTV
creatively as an observational method in visitor studies within art galleries. This study
also opensup the prospect of a wider ideological debate about the use of CCTV in art
galleries, and contributes to work in progresson a code of ethics for video observation
in visitor studies(Gutwill-Wise 2003).
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6.3

How the current research is situated within the field of visitor studies

Empirical evidence from the current study suggeststhat various bibliographic projects
(Hooper-Greenhill 2001 in the UK, Museum Learning Collaborative 2001, Rounds
2001 in the US) have recently been undertaken and these projects have establishedthat,
globally, a core literature of visitor studies researchexists, forming a body of disciplinespecific knowledge. Furthermore, evidence suggeststhat the discipline is in a dynamic
phase,with recent publications quickly leading to further research,a pattern consistent
with other dynamic social sciences (Rounds 2001). However, there are marked
differences between Europe, including the UK, and the United States. European
researchis little used in the United States because,it has been suggested,'European
museumliterature is seenas too obtuse,too intellectualised (Spiess 1996).Researchand
evaluation originating from the US is more widely and systematically disseminated,in
publications and at international conferences, and where visitor studies research is
in
undertaken the UK, it is often modelled on US studies, whether the methods are
appropriateor not.

This is because,in the UK, unlike the US, there has been no systematicprogramme of
empirical research into arts practice and audiences; and no sense that such research
should have priority, possibly because of anxieties that through monitoring 'the
complexity of the experience .... enjoyment, learning, exploration, expression will be
destroyeddiluted or reduced' (Moriaty 1998). This has led to a deficit of information,
highlighted by the National Lottery Distribution Fund in the UK in August 2003, which
suggestedthat at institutional level there was little exchange of research findings or
mechanismto facilitate this (NLDF 2003).
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6.4

Limitations of the current study and suggestionsfor further research

This studyrelatesto one new regionalart gallery in the UK. The studywaspurposely
biasedto shedlight on family groupvisitors looking at modemart in a new art gallery.
It wasnot undertakento be representative,
but throughconcernto learnmoreaboutthis
specificdemographicgroupin this specificcontext.Without furtherresearchthe results
cannotbe extrapolatedto othergalleriesin the LJKgalleries,or to the major nationals.
Furthermore,New Art Gallery, Walsall, representsa particulartype of gallery at a
particulartemporaland political juncture. In the time frame that this casesstudy has
covered,investingin culture has beenpopularwith politicians in the M

who have

frequentlysuggestedthat spendingon the arts leadsto cultural regeneration.
Evidence
suggeststhat all new art galleriestend to do well at the start,but then interesttails off
(Economist2003, Fenton 2004), moreover,politicians who control public funding,
corporateappointees,sponsorsand trusteesinteractto createa minefield in the sector,
andthe youngerandsmallera gallery,the morevolatile the situationbecomesSchubert
2000).

Although art galleries, compared to other cultural institutions, are cheap to build and
inexpensiveto run, by May 2003 it was becoming clear that a number of Arts Council
Lottery funded projects were going over-budget. The New Art Gallery, Walsall, along
with other millennium arts buildings (for example the National Glass Centre,
Sunderland, and the Dovecote arts Centre, Stockton-on-Tees,found that the revenue
model they were using, predicated on high sales of merchandise,was not adequateto
fund the financial shortfall (Hunt 2004).
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As early as the year 2000, Peter Jenkinson, then director of the New Art Gallery,
Walsall, warned 'even now, the future of the gallery is not certain. It could prove too
ambitious, funding might dry up, a lacklustre future director might fail to rise to the job,
visitor numbers might tail off, the world of art might regard Walsall as too remote to
favour with their interest and support'. Three years after opening, in October 2003, audit
figures for the New Art Gallery, Walsall, showed annual lossesof tens of thousandsof
pounds, Peter Jenkinson had not been replaced two years after leaving, and the gallery

was being run by council officials amidst ideological rows betweencuratorsand
Walsall Metropolitan Borough council over the fiAure of the new Art Gallery.

The period between 1993 and 2003 representsa remarkable cultural moment in the UK,
and this detailed demographic and attitudinal. case study of family group visitors has
provided insights in a significant contribution to knowledge. Reeves (2002) recently
suggestedin her wide ranging review of current researchinitiatives for the Art Council
there is scope for developing a national framework for research which builds on the
methodological strengths and practical experience of the best UK studies. Her report
concluded that there is a need for more researchthat utilises both quantitative data and
qualitative description, and a need for more in-depth case study research.This study
contributes to the developing field in the UK and internationally by offering a
methodologically transparent, rigorous, in-depth case study comprising both
quantitative and qualitative methodswhich acknowledgescomplex issues,which can be
replicated, and has resulted in robust, meaningful data.

Subsequentresearch arising from this study should include quantitative analysis of
larger samplesto shed further light on intriguing aspectsof the sample such as ethnicity
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and age, and further qualitative researchinto the role of grandparentsand grandchildren
in family group visiting.
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Appendix 1 Questionnaire
Walsall Art GallptT

Family Group loitervlt%
QutslionAirc

Rectord No:

-

CIRA.
DaIc:

AI

Time:

0.2

I nter%iew conducted

b):

I lello. my name is-.
I'm doing some research in the gallery
today into groups like yours; who are visiting art galleries. Could
you spurc meju%t 5 minutes to an%-Acr some questions? First I will
ask some ques(ions about your, %isit then I will ask. Nou all a bit
more alsout )oursiclves. All the information you give will lxtreated In the Mrictest conrklence. Is that OK?

QI

Q2

Can 1ou tel I me hou long you hai c been in this room 71

I

I^s than five minutes

1.1

2
3
4

0-15 n1inuics
mom flian ClUarteror an hour
more than half an hour

1.4

NVho made the decision to %isit today? (40 respoklem aml lick
h(q)
I
2

Child

2.1
Z2

Adult

What Is the main reason for your visit to NValsall todsq? (AsA
Q3

I.O.
Spon4lent
L.

I
2
3
4

au, / lick

hc". )

Visiting Nm Art Gullery Walsall
Shopping
Visiting else%%
here in Walsall
Other (siveify)

DocklillentI(CC030710(juNA-1
Aulhor LI'llejuniont

3.1
3.
3,3
3ý4

Page No: 1 of 6

338

Walsall Art Gallery

Family Group Interview
Questionalre

RecordNo:

-

Coth!

Q4

When did you decideto -tisit New Art Gallery NValsall?(,I.vk
req)ondentanif fick hov)
I
Justbeforewe cameinto the gallery
2
Earlier today
3
Yesterday
4
2-3 days ago
5A
weekago
IA)ngcrthana weekago
6

Q5

4.4
4.5
4.(a

To look at the building
To usetile DiscoveryGallery
To scethe GarmanRyanCollection
To seea sNcial exhibition(specify)
TOusetile car6
Other(speciýy)

5.1
:U
5.4
5.3
.
J.o

Can you tell me what you expectwhen you visit New Art Gallen,
Walsall?
(, I.%kresiNinilent
II

2
3
4
5
6

an(I tick all Mat qjy76-, tv-twipi

ifnecessaty')

lave a flun visit

o. 1

Learnmoreaboutmodcmart
Teachtho childrenaboutmodemart
Look at the building
Showfriendsandrelatives
Othvr (specify)

Thinking

about

me whether

Q7

4.3

What are your main reasonsfor visiting New Art Gallcry Walsall
)
t(xlay? (askreslwn(kni an(Ilick M.Ye.
q.
I
2
3
4
5
6

Q6

4.1
4.2

New Art

you think

Gallery

Walsall

6.2
63
6.4
65
0.6
as a whole,

it is a good place to visit

with

can you tell
children?

6 1.%hresimnilentantl fick
I Yes

I

2

No

2

3

Not sure
Don't Inow

4

7.3
:ý4

LkwunicsitRer. 0307JGQuV4-1

Author ET Beauniout

PageNo: 2 of 6
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Walsall Art Gullery

Q8

Family Group Interview
Questionaire

Thinking about the room,%ve
are in now, do you think it is a good
placeto visit with children? (4sk resmiulent anclti(A-)
I Yes
2 No
0 Not sure
4 Don't know

Q9

Record No:
-

8.3
S.4

Thinking about the room we are in now, did you know this
exhibition was on before you visited? (AskresIN-aitlent
mul lick)
I Yes
2 No
3 Not sure

9.1
9.2
9.3

Now I 'in going to ask you a few questionsaboutart in this pallet).
Q10 Do you think the pictures in this room are modern art?
(Ask riývllwjtkpit ant] tick)
I

Yes
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2 No
3 Notwre
4 Don't know

Qll

10."1
/6.3
10.4

I)o you usually like modern art?
(AskreslifoulentwO tic-A)
I
2
3
4

Yes
No
Not sure
Don't knovy

11.1
1.3
11.4

)uV4-1
DucumentRel' O.',071(1(,

Author ET Beaumont

Page No: 3 of 6
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Walsall Art Gallery

FskinflyGroup Interview
Questionaire

Record No:

-

I)o you expect to see modern art when you visit New Art Gallery
1lkk)
Q12 Wit Isa11'?(,4AArv.%jR
oulent (1114
1
2.
.
3
4

Yes
No
Not sure
Don't know

12.4

1
Q13

Can. Nou fell me--Ahich of these you agree -Aith:
( 4.%kreq)onleni, shoss,the calegories ancl lic-A)
I Some people in this group know a
lot about modem an
2 Some lvopIc in this group know
something about modem art
3 No-one. in this group knows %,
cry
much about modem art
4 No-one in this group knoN%s

13.1
13.2
Lj

1.3.4

anything UlIOUtModem art

Q14

13.3

flits anybody in your group been here before'.1
re.i1wink-m.)
I
I

14.1
14.2

Yes
No

y')*e.v (ok question 15
IfiVngop let quevion Uj

DocumentRef 03071(,QttV4-1
Aullwr r. -r ric. unw-m
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WalsallArt

Gallery

Recortl No:

Famify Group Interview
Questionsire

-

flow many times have peoplein your group
Q15 visited? (,I.skever),vinetvitl to-ritein numbers)
Adult I (Resrx)ndent)
Adult 2
Adult 3

153.1

Adult 4

15.4

Child I
Child 2
Child 3
Child 4

I

15.1.3

Q16 Where have you comefrom to makethis visit today?
(Ask resivondent
only)
1

Dix-timentRd 030716QW4-1

Aulbor:ET Beauniont

Page No: 5 of 6
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Waliall

An Gallery

Famil. %Group Interview
Qucstionaire

Record No:

--

Now I'm going to ask you a few more questions
uIxtut your group
17 Could you tell sne about your group?
(CM4, fill Mal (117)40

It I (ReSIX)l1delit)
It 2
It3
It4

11-1.1-4
17.23-4
I ", 3.1-4
1'7 4.1-4

Child I
Child 2
Child 3
Child 4

17.5.1-4
17 d').1-4
17 7,1-4
17.8.1-4

Sex
(70des Relationship
M malc
It
Rcsjvndent
F fetnale
AR
Adult rclatiw of resivridcrit
AF
Adult friend of mpondent
Child or reg-K)ndenit.
C
M,
Other child
Ethni city
Bangladeshi
I
Age
Children
Black Caribbean
Chinese
3
I tinder 5
2 6.10
4
Eurolvan
3 11-16
5
While Irish
White UK
6
7
Black Asian
Adults
4 17-24
8
Black Other
9
Indian
5 25-30
6 31-40
10 Pakistani
7 41-50
11 White Other
8 51-65
12 Other (specitý)
9 o%cr65
13 Rathernot say
Thankyou, I uppreciate)ou all taking the time to
helpAith this research.

*4-1
Dtwumon Rer. 03071(<)u%,

Ambor UTIle-miniont
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Appendix 2

Procedure for administering the questionnaire

The questionnaire is an exit interview and provides information on family groups
about their motivation, experience and behaviour. It also captures relevant
demographicdata.

The procedurefor administering the questionnaireis as follows:

1) Recruit respondentsas they leave the exhibition. The sample of fifty should
be
to
that
seem
visiting the exhibition as
groups
consist of multi-generafional
a unit. Start administering the questionnairesat 12-00 midday and continue
be
days.
The
taking
3-00
the
observations
will
study
pm, on each of
until
interview
be
the same as the
the
will
groups
you
place simultaneously so
groupscapturedusing the observationprotocol.

2) Choose an adult from within group and ask whether they will agree to the
is
interviewed.
All
being
This
the
respondent.
subsequent
person
group
questions will be addressedto this person. The respondent will probably
want to confer with the rest of the group. Encourage this throughout the
interview, but only record the answergiven by the respondent.

3) Introduce yourself and read or memorize and say the rubric at the beginning
do
interview.
If
the
not ask why, thank them anyway and
of
visitors say no,
wait for the next group.
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4) When the respondent says yes, ensure that you and the group are within
be
in
interview
This
CCTV
the
the
area
area.
will
clearly
camera
sight of
signed.

5) Make sure you record day, month and year

6) Record the exact time the interview starts.

7) Recordyour nameon the interviewsheet.

8) Read out the questions exactly as they are on the interview schedule,if the
respondent does not understand repeat the question or prompt using the
but
for
Allow
to
the
time
confer,
aim to complete as
group
responsesonly.
into
If
Do
conversation.
you read out the
not enter
rapidly as possible.
before
ticking their answer.
them
of
out
all
responsesensureyou read

9) Make sure your ticks stay within the box. If you make a mistake changeit

carefullyandinitial the change.

IO)Where a responsecould be 'other (specify)', write down the response
from
in
it.
hear
Do
the group except
answers
anyone
not write
exactly as you

the respondent.Make sureyou write exactlywhat the respondentsays,do
interpret
do
paraphrase
or
and
not offer any opinion about the question
not

or the answer.
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11)Whenthe questionsaskyou to 'show card' readout aswell.

12)When you ask who is in the group, make sure you code everyone in relation
to the original respondent,so we have a clear picture of the composition of
the group.

13)At the end of the interview thank the group and give them time to exit before
looking for the next group. Work at a steady pace, do not worry if another
group passesas you are interviewing, but approachthe next eligible group as
soon as you finish your interview.
It was anticipated that the researcher would be the only person conducting the
interviews, however, it was consideredappropriateto include the protocol which had

beendevelopedin the eventthat otherinterviewersparticipated.
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Appendix 3

Code &
Question
Intervie
w(er)
0.1
0.2
0.3
QI
1.1
1.2
1.3
1.4
02
2.1
2.2
Q3
3.1
3.2
3.3
3.4
Q4
4.1
4.2
4.3
4.4
4.5
4.6
Q5
6.1
5.2
5.3
6.4
5.5
6.6
Q6
6.1
6.2
6.3
6.4
6.5
6.6
Q7
7.1
7.2
7.3
7.4
Q8
8.1
8.2

Code Book

Description

Markedas,
or
format

Recordin
data
sheetas

dateof interview
timeof interview
interviewer
chooseonly I answer
time in room
time in room
time in room
time in room
chooseonly I answer
decisionmaker
decisionmaker
chooseonly I answer
mainreasonfor visit
mainreasonfor visit
mainreasonfor visit
mainreasonfor visit
chooseonly I answer
whendecisionmade
whendecisionmade
whendecisionmade
whendecisionmade
whendecisionmade
whendecisionmade
chooseas manyas appropriate
reasonsfor visit
reasonsfor visit
reasonsfor visit
reasonsfor visit
reasonsfor visit
reasonsfor visit
chooseas manyas appropriate
expectationsof visit
expectationsof visit
expectationsof visit
expectationsof visit
expectationsof visit
expectationsof visit
chooseonly I answer
gallerygoodwith children
gallerygoodwith children
gallerygoodwith children
gallerygoodwith children
chooseonly I answer
roomgoodwith children
roomgoodwith children

dd/mm/yy
hr/min
name

dd/mmlyy
hr:min:sec
AAA (initials)

tick in box
tick in box
tick in box
tick in box

1 (else0)
1 (else0)
I (else0)
I (else0)

tick in box
tick in box

1 (else0)
1 (else0)

tick in box
tick in box
tick in box
tick in box

1 (else0)
1 (else0)
I (else0)
1 (else0)

tick in box
tick in box
tick in box
tick in box
tick in box
tick in box

I (else0)
I (else0)
I (else0)
1 (else0)
1 (else0)
1 (else0)

tick in box
tick in box
tick in box
tick in box
tick in box
tick in box

1 (else0)
I (else0)
I (else0)
1 (else0)
I (else0)
I (else0)

tick in box
tick in box
tick in box
tick in box
tick in box
tick in box

1 (else0)
1 (else0)
1 (else0)
I (else0)
1 (else0)
I (else0)

tick in box
tick in box
tick in box
tick in box

I (else0)
1 (else0)
I (else0)
1 (else0)

tick in box
tick in box

1 (else0)
1 (else0)
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8.3
8.4
Q9
9.1
9.2
9.3
Q10
10.1
10.2
10.3
10.4
Q11
11.1
11.2
11.3
11.4
Q12
12.1
12.2
12.3
12.4
Q13
13.1
13.2
13.3
13.4
014
14.1
14.2
015
15.1.1
15.1.2
15.1.3
15.1.4
15.2.1
15.2.2
15.2.3
15.2.4
Q16
16.1
Q17
17.1.1
17.1.2

room good with children
room good with children
choose only I answer
knowledge about exhibition
knowledge about exhibition
knowledge about exhibition
choose only 1 answer
is this modem art?
is this modern art?
is this modern art?
is this modem art?
choose only I answer
like modem art
dislike
unsure
don't know
choose only I answer
expect to see modem art
expect to see modern art
expect to see modem art
expect to see modem art
choose only 1 answer
identify with statement
identify with statement
identify with statement
identify with statement
choose only I answer
been before
not been before
wfite as number
number (or blank/0)
number (or blank/0)
number (or blank/0)
number (or blank/0)
number (or blank/0)
number (or blank/0)
number (or blank/0)
number (or blank/0)
where from
choose only I answer
Respondent
Adult 1 Age

17.1.3

Adult I Ethnicity

17.1.4
17.2.1
17.2.2

Adult 1 Sex
Adult 2 relationshipto
respondent
Adult 2 Age

17.2.3

Adult 2 Ethnicity

17.2.4
17.3.1

Adult 2 Sex
Adult 3 relationship to
respondent

tick in box
tick in box

I (else 0)
1 (else 0)

tick in box
tick in box
tick in box

1 (else 0)
1 (else 0)
1 (else 0)

tick in box
tick in box
tick in box
tick in box

1 (else 0)
1 (else 0)
I (else 0)
I (else 0)

tick in box
tick in box
tick in box
tick in box

1 (else 0)
1 (else 0)
I (else 0)
I (else 0)

tick in box
tick in box
tick in box
tick in box

1 (else 0)
I (else 0)
1 (else 0)
1 (else 0)

tick in box
tick in box
tick in box
tick in box

1 (else 0)
1 (else 0)
I (else 0)
1 (else 0)

tick in box
tick in box

I (else 0)
1 (else 0)

number
number
number
number
number
number
number
number

99 (number)
99 (number)
99 (number)
99 (number)
99 (number)
99 (number)
99 (number)
99 (number)

name

AAA

tick in box
Age or age
code
code from list

R
Age Code from list

M or F
tick in box
Age or age
code
code from list
M or F
tick in box

1-13
(number)
MorF
Code from
list
Age Code from list
1-13
(number)
M or F
Code from
list
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Age or age
code
code from list

17.3.2

Adult 3 Age

17.3.3

Adult 3 Ethnicity

17.3.4
17.4.1
17.4.2

Adult 3 Sex
Adult 4 relationshipto
respondent
Adult 4 Age

17.4.3

Adult 4 Ethnicity

17.4.4
17.5.1
17.5.2

Adult 4 Sex
Child 1 relationshipto
respondent
Child I Age

17.5.3

Child 1 Ethnicity

17.5.4
17.6.1
17.6.2

Child I Sex
Child 2 relationshipto
respondent
Child 2 Age

17.6.3

Child 2 Ethnicity

17.6.4
17.7.1
17.7.2

Child 2 Sex
Child 3 relationship to
respondent
Child 3 Age

17.7.3

Child 3 Ethnicity

17.7.4
17.8.1
17.8.2

Child 3 Sex
Child 4 relationshipto
respondent
Child 4 Age

17.8.3

Child 4 Ethnicity

Age or age
code
code from list

17.8.4

Child 4 Sex

M or IF

M or F
tick in box
Age or age
code
code from list
M or IF
tick in box
Age or age
code
code from list
M or F
tick in box
Age or age
code
code from list
M or F
tick in box
Age or age
code
code from list
M or F
tick in box

Age Code from list
1-13
(number)
MorF
Code from
list
Age Code from list
1-13
(number)
M or IF
Code from
list
Age Code from list
1-13
(number)
M or IF
Code from
list
Age Code from list
1-13
(number)
M or F
Code from
list
Age Code from list
1-13
(number)
M or F
Code from
list
Age Code from list
1-13
(number)
M or F

349

Appendix 4

Key and instructions for observational data collection sheets

1) Sheet number. Number the samples consecutively throughout the
data collection period, in other words do not start again eachday of
the research.

2) Date. Day, month year. This will be exactly as it appearson the

video.

3) Time of day. At the startof eachnew family observationenterthe
exacttime, asit appearson the video.This will allow the datafrom
the observation to be cross-referencedwith data from the
questionnaire.

4) Total time. Put downthe exactdurationof the family groupvisit in
minutesand seconds.The visit endswhen the last family group
member exits the space.

5) Exhibit stops.Countthe exhibit elementsvisited.Put an X for each
family member that visits the exlfibit. Colour code the X for
children and a different colour for adults.Make this clear on the
datacollectionsheet.
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6) Entrance and Exit. Make sure it is clear where the family group

enteredand exitedthe exhibition.Put a circle aroundthe entrance
anda squarearoundthe exit.

7) Number in the group. Determine how many people are in the group
and circle, in the case of very large groups write in the number.
Make sure they are not part of an organisedtour group or special
gallery event.

8) Group type by age and gender. Estimate the number of children

(peoplewho look like children) and circle the number (do not
record male or female). Circle exactly how many male and females

therearc in the group.

9) Reads.Recordwith an R readingbehaviourat eachexhibit.Colour
codeas5).

10)Points.Recordwith a colourcodedP asin 5)

11)Talks. Recordtalk with a colour codedP. Make clear how many
peoplearetalking andwhere.
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12)Looks. Record looking with a colour coded L. Make clear what is
being looked at e.g. painting, photograph or print on the wall, free
standing sculpture,the building, out of the window etc.

13)Calls over to look. Record this with colour coded CO. Record

whetherthe call wasrespondedto.

14)Glances.Record colour coded G for glancing. This is instead of X
for stop and means looking whilst still moving. Put an arrow to
show which way the respondentglanced.

15) Comments. Record any actions and interactions that seem to be
significant, for example sitting in front of exhibits, adults
disciplining children, children running, respondents talking to
attendants,unusually long or short time spentat exhibits etc.
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Appendix 5

Procedure for in depth interviews

1) Recruit respondentsas they leave the exhibition. The sampleof ten should
consist of multi-generational groups that seemto be visiting the exhibition
as a unit. Start administering the questionnaires at 12-00 midday and
days.
Approach the family
4-00
the
on
each
of
study
continue until
prn
visitor group and read out the rubric. When the group agrees to be
interviewed ask them the questions. Take the group to the pictures they
indicate and stand in front of the pictures with them as they answer the
subsequentquestions.
2) Write down all answersverbatim, if respondentshesitateuse prompts such
it
Does
To
To
remind you of ...... Probably
as:
show .....
make people......

peoplewho.....
3) Do not offer any opinions of your own. If respondentsask your opinion
interested
in.
it
is
that
them
that
their
are
opinion
you
remind
4) Write A in front of commentsby adults and write C in front of comments

by children.
5) Thank the whole group at the end.
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Appendix 6

day
family
by
type
Walsall
for
of week
and
Main reason
visiting

Family type Grandparent
s

Wed
museum

Mothers

Other
women
Men

ýýp

les

Shopping
4,
shopping
* shopping
* shopping
shopping
day out
day out
New Art
Gallery
New Art
Gallery
New Art
Gallery

shopping
day out
New Art
Gallery
shopping

Thurs
* Shopping
* Day out
* day out
day out
New Art
Gallery
New Art
Gallery
4, New Art
Gallery
* Shopping
* New Art
Gallery

* shopping
* New Art
Gallery
* New Art
Gallery

shopping
I

Sun

Sat
* museum
* day out
* day out

Fri

* Shopping
* New Art
Gallery
* New Art
Gallery

shopping
shopping

* Shopping
* shopping
* New Art
Gallery
* shopping

Shopping
Shopping
New Art
Gallery
Shopping
Shopping

New Art
Gallery

New Art
Gallery
1

New Art
Gallery

I
__
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Appendix 7

Main purpose of visit to Walsall/decision by adult or child

The table below shows the main purposes of the visit to Walsall and whether the
decision to visit the New Art Gallery was made by an adult or child. The figures add
up to more than 42 becauseseveral families identified more than one main reasonfor
visiting Walsall.

Main purpose of visit to Walsall and whether an adult or child made the decision
to visit the New Art Gallery, Walsall

Decision

to

visit New Art
Gallery made
by:
child
adult

Main reason fo r visiting Walsall
Shopping
Visiting
New Day out
Art Gallery

12
8

10
7

17
110
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Appendix 8

Previous visits

Of the 42 family visitor groups 79% contained at least one member who had visited
before and the majority of thesehad visited twice before as the table below shows:

The number of previous visits by all adults and children
Number of previous visits made by individuals in
family vi itor grou s
20+
11-20
7-10
4-6
1-3
4
2
3
13
14
Adults
2
2
1
6
Children] 32
1Totals
146
4
19
14
16
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Appendix 9

Knowledge of modern art by family group type

Some people Some people No-one in the No one in the
in the group in the group group knows group knows
know
know a lot
very much
anything
something
4(40%)
5(50%)
1(10%)
grandparents
2 (10%)
14(70%)
305%)
1(1%)
_Mothers/women 2 (25%)
3(38%)
2(25%)
1(12%)
_Fathers
2(50%)
2(50%)
_couples
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Appendix 10
Is New Art Gallery, Walsall a good place to visit? By family type

Family type
grandparents
mothers
other women
men
I couples
1Totals

As a whole, is New Art Gallery, Walsall, a good place to
visit with children?
Not sure
No
Yes
1
9
I
II
8
1
5
14
137

3

2
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Appendix 11

The only group in which the majority thought the 'narrascape,exhibition was a good
place for children to visit was women with children: 70% thought it was a good room
to visit with children, as shown in the table below.

Thinking about the room we are in now, do you think it is a good place to visit
with children?

Family type
grandparents
mothers
other women
men
couples
Totals

Is this exhibition ag ood place to visit wi th children?
No
Yes
Not sure
6
1
3
1
9
3
2
5
3
5
2
1
1
21
18
3
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Appendix 12

risitors'descriptions of what they thought modern art is
Visitors' deseriPtions of what they thought modern art is
Art form
Strangeness
Newness
Element ofnewness Somethingdifferent
Something
that Weirdpictures
hasn't been done
before
Strange things
Individual
ATewstuff
A different variety
from
art
other
galleries
-new
Someth

Weird stuff

More sculptural
Moving images

Music, speakers e.g. Gavin
Turk
Sculptures injabric e.g. Veil
Dripping wax
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Appendix 13

Visitors descriptions of why 'narrascapes' is not modern art
Subject matter
Art form
Ever yday life
Things you takefor
Too eveyydq y

granted

Pho
are not art
I disagree with photography
Mo de rn photographs ar e not mode
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Appendix 14
Overall dwell time in gallery 6 of the Inarrascape' show by family type
Dwell time

Less
than I
minute
30-60

2 %-3
minutes

1-2Y2
minutes
6190

V2

Over five minutes

2

1

121- 151- 181- 5916112
120s 150 180 210
.
1
6

women

4

6

2

couples

2

men

3

1

1

totals

11

8

9

Seconds
Minutes
Family type
grandparents

7+
18+
minutes minutes

3
1

1
1

1

3

3

3

1

1
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Appendix 15

The table below showsthe main reasonfor visiting Walsall and the time spentin
gallery 6 of the 'narrascape' exhibition:

Reason for visit to Walsall
Visiting New Art Gallery, Walsall
Shopping
Day out

Median time spent in Inarrascapel
exhibition gallery 6
I minute 28 seconds
I minute 32 seconds
2 minutes 6 seconds
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