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ABSTRACT
The performing arts constitute a significant part of the Ghanaian culture because
they help in cultural identity formation, knowledge dissemination and in
representing the mood of a society. Despite these positives, most performing arts
organisations in the Cape Coast Metropolis of Ghana have been facing numerous
setbacks with regards to building and sustaining audiences and ultimately the arts
market. Culturally, the people still assume that artistic offerings are a part of their
everyday activities and must not be commodified even in the face of changing
economic situations which had affected production costs, limiting organisational
capacity to explore new promotional or marketing strategies for the building and
maintenance of consumers. Thus, using an interpretive paradigm, | explored the
current state of the performing arts market in the Cape Coast Metropolis, mode of
audience development practices, success and challenges of promotional strategies
employed using five performing arts organisations as my cases. The results
revealed that the market was in a state of decline due to challenges with human,
financial and physical resources, the unplanned nature of audience development
practices and poor measurement metrics for strategies used which directly or
indirectly rendered audience development activities less efficient. | recommended
that performing arts organisation engaged in quality market research to
understand the market space, audiences’ needs, preferences, consumption patterns
and barriers to consumption to inform their plan and strategy for audience
development. | suggested a collaborative framework to audience development for

groups to explore to build and retain audiences and the market.
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CHAPTER ONE
INTRODUCTION

The study of organisational collaboration for the building and sustenance
of the performing arts market in Cape Coast was compelled by several challenges
which are constantly outlined by researchers and practitioners of the arts
(Agyeman, 2014; Alhassan, 2018; Artwatch, 2017; Fio, 2018; Frimpong, 2015).
These include but not limited to the incessant influx of foreign artistic products
which dominate the Ghanaian arts and cultural landscape; the apparent ineffective
policies and implementation strategies to mitigate this challenge and to help
sustain the local arts market; limited arts organisational capacity to build and
maintain consumers and users together with the dire need to rescuing the
performing arts and cultural sector from collapsing (Agyeman, 2014; Artwatch,
2017; De Beukelaer, 2017; Hagan et al., 2009). From the perspectives of theories
of competitive advantage, an organisation’s inability to develop or acquire a set of
attributes that allow it to perform and even out-perform its competitors may lead
to it not achieving high market performance in regard to customers, its set
objectives or it getting lost within the larger market (Dyer & Singh, 1998; Porter,
2008). This has been the bane of many performing arts organisations in Ghana, in
recent times, where there is a power shift to consumers in the marketspace as a
result of a massive increase in artistic performance selection.

To help turn around such situations in order to build and sustain an
audience for the performing arts market in Ghana, improve on current

organisational structures in the arts sector as well as increase competitive



advantage over foreign material influx, this study relies on the theories of
relational view of competitive advantage (Dyer & Singh, 1998) and competitive
advantage (Porter, 2008) to exemplify how arts organisations can employ
collaboration and collaborative strategies to augment existing strategies needed to
develop and maintain a relationship with the audience and also create value for
the audience. The significance of the study is to add to existing studies on arts
management practices in Ghana by pointing out the decisive role that
coIIaboratlogﬁﬁﬁgaggt%ﬁgﬁgfléheerlsag? Stthheut|)ose]})frorm|ng arts and cultural sector and
other relevant organisations (educational organisations, public and private sector
organisations, media) may play in shaping the almost dilapidated sector.
Background to the Study

Every organisation, whether it operates for-profit or not-for-profit, tries to
sustain itself by building a strong audience or client base. Marketing is one of the
techniques of building an audience base and sustaining it because it deals with
identifying and meeting human and social needs and wants (Kotler, 2002). For
profit-oriented organisations whose main objective is to make monetary returns,
the marketing department has an arduous task, building and maintaining clients
for revenue mobilisation. For the not-for-profit organisations whose mission is not
direct revenue maximisation, the marketing department must attract and retain
customers who will support the just cause or mission of the organisation (Mahea,
2014; Vivekananth, 2015) in an ever-changing market space challenged by newer,

vibrant and groundbreaking marketing alternatives (McLeish, 2011). The basis,
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therefore, is that the survival of both types of organisations largely rests on a
strong marketing effort irrespective of the missions of the organisations.

The performing arts comprise music, dance and dramatic activities and are
known to form part of the core components of culture - another complex term
because of its reflections in disciplines, schools of thought, policy objectives,
cultural contexts and time frames (Brocchi, 2008). In pre-modern time, the
concept “culture” was defined as the cultivation of the soil (Williams, 1983) or a
reflection of actions in real-life world and the interactions with nature (Pirnes,
2008). These definitions operate mainly in the context of anthropology because of
the emphasis on human behaviour, way of life and patterns of social activities. In
the modern period (age of enlightenment and exploration), the concept was used
to represent the cultivation of the human mind (Pirnes, 2008; Williams, 1983),
process of intellectual and aesthetic development (Bennett, 2015; Throsby, 2001)
until the contemporary period when some scholars define the concept as a way of
life (Brocchi, 2008; National Commission on & Culture, 2004), networks of
meanings (Fuhse, 2015) and works and practices of intellectual artistic activity
(Nesbitt-Larking, 2007). In this study, however, the performing arts is used to
reflect aspects of culture which per the definition of Nesbitt-Larking (2007) are
works and practices of arts and intellectual artistic activity.

Many scholars have exemplified the contributions of the performing arts
in areas of economic, cultural, social and environmental development (Benish,
2013; Soini & Dessein, 2016) as well as development in the tourism sector

(Artwatch, 2017; Fyall & Garrod, 2005). As a product or service especially within



the field of practice, performing arts and its organisations need the audience to be
complete and to be competitively advantageous. To this end, arts managers and
producers therefore take into consideration the needs and desires of target
audience even at the conception stage of production. They reflect on these needs
and wants before choosing a product or service to offer (Hume, Mort & Winzar,
2007; Lee, 2005; Saayman & Saayman, 2006; Scheff & Kotler, 1996). But for the
audience, arts product or service may pass for a rehearsal. More so, contents of
artistic products and service are but representation of the life to the audience
(Breemen, 2017) and thus, must constitute an important part of the needs and
desires of the audience which, through marketing and promotion, (used
interchangeably in this study) are offered to the audience.

Arts marketing have come a long way, going through several changes
caused by changes in social, economic situations and technological
advancements. Arts marketing evolved in the 1980s but gained root in Europe in
the mid-1990s as an independent profession and or role of marketing the arts
where arts and cultural organisations adopted mainstream business marketing
practices amid fears of the accompanying economisation of the arts and the
possibility of the arts losing its autonomy (Mandel, 2016). Before then, arts
organisations, with the exception of the few for-profit organisations, were not
economically inclined which is to say that they were promoting products and
services for other gains (such as aesthetic value, social cohesion, resilience,
emotional satisfaction and identity building) other than monetary profits pursued

by the few for-profit organisations (Mandel, 2012, 2016, Lee, 2014). This way,



they were sponsored by governments through subventions and by other
philanthropists who meant well for the arts (Fillis, 2011; Mahmoud & Hinson,
2012; Scheff & Kotler, 1996, Lee, 2005). Unfortunately, the continuing
liberalisation and deregulation of the world trading system, free flow of goods and
services and changing trends in behaviour of arts audiences have created a global
business atmosphere which is becoming increasingly competitive for creators and
providers of all kinds of creative arts and cultural products to rely solely on
existing traditional marketing strategies (International Trade Centre [ITC] and
World Intellectual Property Organization [WIPO], 2003). Arts organisations had
no option than to employ marketing strategies for their products in order to
survive.

At the initial period of arts marketing, arts organisations used the
traditional marketing methods or strategies — word of mouth, posters, flyers, radio
announcements and the like (Lee, 2005). One main challenge which characterised
this phase of arts marketing, as Lee (2005) notes, was how the non-profit arts
organisations and activities were going to blend their “sectoral belief in the non-
monetary, aesthetic values with the notion of marketing” (marketing for profit)
which the commercial firms were using to make profit. She describes this tension
as “production orientation versus market orientation”. These marketing
orientations were used in consonance with organisations’ mission or objectives.
Production orientation focuses only on building a quality product for consumers
without prioritising the needs and wants of the audience. Here, the producer

presents an offering (product or service) taking into consideration the quality of



the offering and the function he assumes it plays for the consumer. Producers
hardly cared about whether their offerings may take care of the needs and wants
of the audience (Armstrong & Kotler, 2013; Kotler, 2002; Kotler & Armstrong,
2010; Kaotler, Burton, Kenneth Deans, Brown, & Armstrong, 2013). In contrast to
this, market orientation focuses on the needs and wants of the customer to
produce goods and services of customer value. This was so because changing
trends in marketing and the shift from marketplace to marketspace, according to
McLeish (2011), resulted in power shift to consumers because of the massive
increase in product selection (where consumers had varieties of products and
services to choose from), audience and media fragmentation, changing value
proposition and shifting demand patterns.

Instead of moving for market orientation, Lee (2005) notes that the arts
sector, especially the non-profit organisations, managed to develop its own
understanding of marketing via various strategies by modifying and upgrading
various auxiliary services while being careful about making core artistic services
market-oriented. Arts organisations regarded marketing as the second interface
where the arts organisation and its audience interact outside the theatre auditorium
or gallery space, stressing the importance of nurturing a long-term relationship
with the audience and focusing on broadening the audience base and diversifying
its profile (Lee, 2005; Lee, 2014). To this end, many arts managers continue to
rely on the same old traditional methods of marketing, preventing them from
looking for new and preemptive strategies which can help them keep up with

changing tastes, lifestyles, needs and preferences of present-day and prospective



consumers (McLeish, 2011). Bernstein (2007) posits that although some
performing arts organisations, especially those mainly for-profit, have
successfully retained and even grown their audience base for the past years, many,
in recent times, have been losing ground in their efforts to both attract and retain
audiences as a result of the rise in the level of competition for leisure time
activities. This has created fear among many arts managers who are of the view
that the younger generations are unlikely to fill the gap created by the waning of
patronage from the loyal older generation. To make matters worse, those with
conservative mind-set appear unenthusiastic to diverge from tried and-true
marketing methods, even in the face of declining audiences and revenue
(Bernstein, 2007).

For the non-profit performing arts organisations, the cessation or
inadequacy of governments’ financial obligations in addition to changing
demographics and challenges from foreign arts products which tend to
marginalise many local performing arts organisations has compelled them to
rethink new strategies to building and sustaining their market (Cuadrado-Garcia &
Perez-Cabanero, 2007; Lee, 2005; Lee, 2014; McLeish, 2011; Saayman &
Saayman, 2006; Scheff & Kotler, 1996). As indicated earlier, non-profit
performing arts organisations were enjoying government subventions as well as
donations from wealthy individuals and corporate organisations which made them
flourish. Now the arts market has been overpopulated with many established and
amateur organisations, giving rise to competition for space, funding and audience

(McLeish, 2011). In addition, fundraising has become a battlefield as non-profit



organisations compete for scarce resources not to mention the need to compete for
the same audiences who are now also a target for foreign artistic products, be
them live or promoted through digital media forms. To this end, competing for
audiences or customers has become the order of the day for both profit and non-
profit organisations in order to remain relevant and resilient. They relied not only
on strategic marketing approaches or research and development (R&D) but on
some basic units of production which generate cost and create value for
customers. These basic units are what Porter (2008) identifies as discrete activities
(processing orders, calling on customers, assembling products, training
employees) which help the organisation in assessing its competitive advantages
and disadvantages in relation to audiences.

For an organisation to be in advantageous position in the marketspace, it
has to be, as Amadeo (2019) states, clear about the benefits its product or service
provides, that is, its advantages and disadvantages, the target market (who the
consumers are and their needs in order to create demand) and who the real
competitors are. These elements underpin Michael Porter’s theory of competitive
advantage which argues that for a firm to achieve competitive advantage in the
marketspace, it needs a set of unique features which define the firm itself and its
products or service which is perceived by the target market as significant and
superior to other choices. The main challenge to this theory is the ability for an
organisation to sustain its competitive advantage. Just because an organisation is
the market leader now does not guarantee that it will forever be (Amadeo, 2019).

Dyer and Singh (1998) propose that organisations can achieve sustainable



competitive advantage through collaborations as emphasised in relational view
theory of competitive advantage. Relational view theory of competitive advantage
(which supports collaborations and collaborative strategies to marketing) argues
that inter-firm linkages create relational rents and competitive advantage.
Relational rent is a “supernormal profit jointly generated in an exchange
relationship which cannot be generated by either firm in isolation and can only be
created through the joint idiosyncratic contributions of specific alliance partners”
(Dyer & Singh, 1998).

In Ghana, digital media organisations presently have competitive
advantage over other arts organisations (in universities, public and private sectors)
per audience development and management (Artwatch, 2017). But if performing
arts organisations can create collaborations to combine their resource - relation-
specific assets, knowledge-sharing assets, complementary resources and
capabilities and effective governance — they are better positioned to build and
sustain themselves in the competitive market created by digital media
organisations and other foreign products (Dyer and Singh, 1998). That is, arts
organisations may be able to build and sustain market for their products and
services, achieve their set objectives and also position themselves well within the
larger market if they resort to collaborative strategies where all actors bring on
board whatever resources they have to complement where others are
undersupplied. This will increase their competitive advantage to audience
building and retention, improve their organisational structures and aid market

development (Freeman, 2010).



The foregoing clearly points to the fact that changing trends in society
demand changes in marketing orientation and practice. As the preferences, needs
and wants of the consumer change, the marketing style needs to change to suit
those changes amid the challenges that may rear their heads (Armstrong and
Kotler, 2013; Kotler, 2002; Kotler and Armstrong, 2010; Kotler, Burton, Kenneth
Deans, Brown, and Armstrong, 2013). Consumers now have power to choose
what appeals to their taste and thus have power to impact the growth and
sustenance of the arts market. They have power to determine which organisation
sustains its competitive advantage. In this regard, artists, cultural entrepreneurs,
performing artists and mediators alike must constantly strive to improve not only
the quality of their products and services, the production processes, their brand
identity but most importantly the effectiveness of their marketing strategies, in
order to grow and sustain productivity, attain competitiveness and market for
artistic products and services. Though the artistic product or service may be of
quality and of taste, an understanding of the market in order to present value and
satisfaction for the audience is crucial to the growth and sustenance of the arts
market in Cape Coast and for that matter, Ghana.

The artist and arts managers are endowed with creativity, innovation and
artistic expertise which are often considered springboards to achieving artistic and
competitive outputs, which are of double character (serving as individual
consumer good as well as social good) often unstandardized (every artistic
product is one of a kind) and though may not be compelled to fulfill the taste of

the broader consumer base (Mandel, 2016a). These outputs may also possess
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distinct traditional, cultural or symbolic flavour, which arouses the interest and
matches the emotional needs and aesthetic tastes of discerning customers in
specialised niches of domestic and export markets (UNCTAD/WTO (ITC) and
WIPO, 2003). Notwithstanding these special characteristics and qualities of the
artist, arts manager, artistic and cultural goods and services, they still experience
so many forms of threats when it comes to expanding and sustaining their market
(Howard, 2016; Mandel, 2012, 2016a, 2017) or better put, attracting and retaining
artistic consumers are daunting tasks in an overcrowded marketspace, where
consumers find variety to choose from or alternatives and where competitors are
constantly searching for successful product trends (UNCTAD/WTO (ITC) and
WIPO, 2003). Arts organisations definitely need to adopt collaborative strategies
to sustainable competitive advantage.
Statement of the Problem

For the past three decades, a number of scholars have been advancing
numerous discourses pertaining to performing arts management and marketing
especially in developed countries (Gainer and Padanyi, 2002; Klein, 2019; Kolb,
2013; Mandel, 2012, 2016a, 2016b, 2017; Rentschler, Radbourne, Carr and
Rickard, 2002; Sorjonen and Uusitalo, 2005; York, 2019). They have been trying
to put into perspective issues regarding marketing strategies that can augment
consumer patronage of the arts (in terms of economic and aesthetic appreciation)
(Aageson, 2009; Langeveld, Belme, & Koppenberg, 2015a); others which permit
consumers to influence and take co-ownership of artistic products and services

(Boorsma & Chiaravalloti, 2010; Rentschler & Radbourne, 2008; Rentschler et
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al., 2002), theoretical foundations and literature for arts management and
marketing programmes mounted in universities (Kershaw, Johanson, & Glow,
2012; Le, 2001; Mandel, 2012, 2016a). These are reflected in the immeasurable
number of refereed journals, books, seminars, workshops, online courses that
parade diverse trends in arts marketing studies, research and practices. Scheff and
Kotler's (1996) book, How the Arts Can Prosper Through Strategic
Collaborations, for instance, discusses how arts managers can use strategic
collaborations to succeed in unstable arts market environment and fulfill their
own artistic mission. Bernstein's (2007) Arts Marketing Insights: The Dynamics of
Building and Retaining Performing Arts Audiences also looks at new strategies
and tactics to effectively attract and retain audiences and build customer
satisfaction and loyalty.

The performing arts constitute a significant part of Ghanaian culture. They
help in cultural identity formation, knowledge dissemination and serve as a
representation of the mood of a society (Adu-Gyamfi, 2012; Hagan et al., 2009;
National Commission on & Culture, 2004). Despites these positives, most
performing arts organisations in Ghana have been facing numerous setbacks with
regards to building and sustaining audiences (Agyeman, 2014; Artwatch, 2017;
Fio, 2018; Frimpong, 2015). The immediate reason is that in our Ghanaian
context, culturally, most people still assume that artistic offerings are a part of our
everyday activities and must remain so even in the face of changing economic
situations which constantly affect production costs for the arts. To many, it would

not be necessary to patronise an artistic performance if it accrue a fee or any form
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of marketing exchange. Furthermore, limited organisational capacity in terms of
the number of experts in arts management and the reluctance of conservative arts
managers to explore new promotional or marketing strategies for the building and
maintenance of consumers and users of the performing arts constitute are
worrying (Artwatch, 2017; Fio, 2018). In addition, the incessant influx of foreign
artistic products that continues to dominate the Ghanaian arts and cultural
landscape adversely affects the local market. Such influx is noted to have created
a competitive market which appear to be a threat to the very existence of most
performing arts organisations in Ghana (Agyeman, 2014; Artwatch, 2017; Hagan
et al., 2009) because most of the Ghanaian organisations lack the capacity to
measure up to such competition in order to attract more of the consumers. The
worse of them is the apparent lack of support from policy implementation
organisations to help mitigate this challenge in order to sustain the local arts
market (Agyeman, 2014; Artwatch, 2017; Fio, 2018).

Unfortunately, available literature provides evidence that studies on arts
management and marketing in addition to the problems outlined in the previous
paragraph have gained less attention looking at the paucity of literature on the
phenomenon whether in education, practice or research (Artwatch, 2017; Fio,
2018; Frimpong, 2015). Even so, information emerging from a larger part of this
limited studies is not based on empirical research because they appear to have
come from personal experiences and lamentations of artists and arts managers
(see Agyeman, 2014; Alhassan, 2018). Those that are empirically tested either

capture bits and pieces of issues related to arts marketing or audience
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development and management (Artwatch, 2017) in a relatively larger creative arts
sector or propose an audience development plan for a single performing arts
organisation within the non-profit sector (Frimpong, 2015). These
notwithstanding, Artwatch (2017) highlights the issue of high level of apathy
from most stakeholders of the performing arts which appeared to underpin the low
patronage of the arts both in academia and industry, low revenue generation for
profit oriented organisations as against high cost of production and poor branding
of performing arts organisations and their products. Agyeman's (2014) discussion
paints a gloomy picture of the arts market especially in highly concentrated
tourism hubs as identified in the Central region. He states emphatically that
successive governments delivered and continue to deliver little to the promotion
of the performing arts amid the many promises during their campaign periods and
the lackadaisical attitude towards the implementation and review of the Cultural
Policy (Artwatch, 2017). In the heat of all these, many are afraid to speak out
because most have associated themselves to the one who has the “golden chicken”
so are comfortable that once a while, they are passed a “golden egg” (Agyeman,
2014). To make the situation worst, arts managers and artists appear to also rely
so much on individualist approach to promoting or marketing artistic products and
services in the midst of the seemingly competitive market created by foreign
artistic products, live or on digital media spaces. Thus, arts organisations
sporadically create collaborative schemes that can serve as efficient and

practicable media for promoting or marketing their organisations and products.
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In the academic context, performing arts departments in the University of
Cape Coast have been battling with the issues of audience development and
management based on the low recorded numbers or turnouts of audiences for
semester performances and applicants to read the programmes. Though academics
and students alike engage in collaborative practices in the area of teaching,
research and outreach (more informal), they seem not to be capitalising on these
collaborations to augment their target audiences especially from outside the four
walls of the university. Not new in itself, collaborative marketing is the
emergence of a potential paradigm on which arts marketing in Ghana, both theory
and practice, could be structured (Fyall & Garrod, 2005; Knight, 2015;
Langeveld, Belme, & Koppenberg, 2015b; Malm, 2015).

From the foregoing, it is evident that research on the performing arts
market and marketing strategies in Ghana is less explored and especially so within
the Central region of Ghana which happens to be one of the largest hubs for
global tourism. Fio’s (2018) study which investigated the factors that challenged
the smooth implementation of the Cultural Policy of Ghana in performing arts
promotion in Ghana and how the Centre for National Culture in Cape Coast
promoted performing arts in the region is not representative of the numerous
performing arts organisations in Cape Coast. Fio’s work, although based on only
one organisation, was quite relevant in creating a strong baseline for the
expansion of studies on performing arts marketing and promotion in Cape Coast.
Besides, changing trends in marketing practices call for collaborative approaches

to marketing which is yet to be explored in the performing arts context. Cape
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Coast is populated with tourist attraction monuments in the likes of colonial forts
and castles, parks and gardens. It is worth stating that this tourism hub needs other
tangible and intangible attractions in the performing arts to augment existing
attractions (castles, forts, parks) which may or have even become less attractive to
their huge number of target audiences. Since the performing arts are known for
their aesthetic, intrinsic and functional prowess, it is in the right direction if
performing arts organisations concentrated on building and sustaining audiences
for the performing arts in Cape Coast as a means to developing the cultural,
economic and social landscape of the Metropolis. If after independence through to
the latter part of the 1990s, performing arts organisations grew and multiplied and
were also able to sustain a strong audience base for their offerings (Barber et
al.,1997 as cited in Asiedu, 2009), what lessons are there to be drawn in order to
achieve such a feat in this contemporary period?

In this study, I explored the performing arts market in the Cape Coast
Metropolis, which as | have stated already, happens to be one of the biggest
markets for tourist attraction in Ghana but with a sparse of empirical studies as at
the time of this study. | concentrated on the development and retention of the
audiences, promotional or marketing strategies used by the selected organisations
and how efficient they had proved. My emphasis is on how managers and artist
can rely more on collaborative schemes in marketing or promoting artistic
products and services which will eventually enhance existing strategies in
building and sustaining audiences who are known determiners of competitive

advantage.
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Purpose of the Study

The purpose of the study was to explore collaborative strategies that

would augment existing strategies used in building and sustaining the performing

arts market in Cape Coast, Ghana.

Research Objectives

The specific objectives of the study were to:

Describe the current state of the performing arts market in Cape Coast.
Explore reasons underpinning audience development practices.

Ascertain current strategies employed by performing arts organisations in
building and sustaining the performing arts market in Cape Coast.

Explore the forms of metrics for measuring successes of marketing
strategies used.

Identify challenges which limit the adeptness of strategies in audience
development.

Propose a collaborative framework which can help augment existing

strategies in building and sustaining audience development practices.

Research questions

From the objectives, | sought to address the research objectives by finding

answers to the following questions.

1.

2.

What is the current state of the performing arts market in Cape Coast?
Why do groups and organisations in the Metropolis develop audiences?
What current strategies do groups and organisations employ in building

and sustaining audiences?
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4. How is the success rate of these marketing strategies measured?

5. What challenges limit the adeptness of these strategies in audience
development?

6. What collaborative strategies can complement existing strategies in the
building and sustenance of audience development practices in the
Metropolis?

Significance of the Study

This study sought to augment the existing literature on arts marketing in
Ghana. First, it helped in generating empirical data that could help direct
discourse and debates on arts marketing in Ghana which according to De
Beukelaer ( 2014, 2017) is at an embryonic stage and somehow lost within global
discourse. Besides, it was expected that the study findings would provide a
perspective from a developing country, the current state of the performing arts
market the arts marketing strategies used and their efficacy. It would also present
alternative strategies that could reinforce existing ones for attaining a better
market for the arts.

In addition, the study provided a baseline for further related studies in
cultural policy review and implementation, teaching, research and practice in the
area of performing arts. Moreover, findings from the study could be relevant for
academics in curriculum review and implementation processes in the area of
performing arts teaching. Finally, the study suggested a collaborative framework

on collaborative marketing approaches for performing arts organisations (for-
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profit, non-profit and volunteer) for the building and sustenance of a strong
performing arts market in Cape Coast.
Delimitation

The study was confined to the performing arts sector in the Cape Coast
Metropolis of Ghana and more particularly to performing arts organisations from
academic and non-academic domains. These organisations comprised the
University of Cape Coast Music and Dance as well as Theatre and Film Studies
departments, non-profit and volunteer groups such as the African Music and
Dance Foundation (AFRIMUDA), Central Vocal Ensemble, Central folkloric of
CNC and “Odikro” Royals Ensemble. The unit of analysis for this study was the
top management staff and marketing department of the organisations, academic
staff and teaching assistants of the departments at the University of Cape Coast.
Limitations

The major drawback associated with qualitative research is that the
process is time-consuming. Participants kept postponing appointment dates per
their time schedules and unplanned activities which affected the timeline for data
collection and analysis. As a proposed solution to this challenge, | adopted (where
necessary) other flexible qualitative data collection procedures (email interview,
telephone interview) which helped in accessing data from participants during
these challenging moments. As qualitative research is mostly open-ended,
participants had more control over the content of the data collected. It thus made
it difficult verifying inconsistencies in results against the views presented by

participants. |1, therefore, employed methodological triangulation where |
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collected data from different sources (interviews, organisational documents,
reports, observations). | sampled at least one participant from each organisation
but to reduce biases in the data collected and to confirm consistencies in the data,
| reframed some questions to confirm responses already given.
(Operational) Definition of Terms

A number of key terms are defined as they are used in the context of the
study.

1. Arts groups, organisation or organisation are terms used interchangeably
to represent all forms of performing arts groups that practise, promote and
disseminate performing arts products and services

2. Arts management was defined as the extent to which arts managers plan,
organise, control and evaluate resources of arts organisations for the
achievement of organisational goals and objectives.

3. Arts market was used to represent physical or figurative space or venue
within which artistic goods, products, service, learning and practice are
transacted and exchanged.

4. Arts marketing referred to an action or business of promoting, presenting,
educating on, advertising or selling artistic products, goods or services.

5. Collaborative marketing referred to the teaming up of like-minded arts
organisations whose complementary services allow them to tap onto each
other’s customer base at the same time.

6. Competitive advantage refers to a situation where a firm achieves an

advantage in the market space due to a set of unique features which define
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10.

11.

12.

13.

14.

the firm itself and its products or service which is perceived by the target
market as significant and superior to other choices.

Consumer, audience, customer and buyer are used interchangeably to
mean the recipient of the product or service.

Digital media referred to as a form of electronic media where data are
stored in digital form for the exchange of information in a wide range of
forms.

Foreign products/services were used to refer to all Performing arts
products or services which came from outside of the Metropolis.

Market orientation was defined as a business strategy which prioritises the
needs and desires of consumers and creates products that satisfy them.
Organisation in this context is used as a countable noun to depict an
entity, such as a company, an institution, or an association, comprising one
or more people and having a particular purpose. It is used to denote all
selected groups and departments.

Performing arts was operationalised as the performing arts (music, dance,
drama) and also representative of works of arts and artistic intellectual
activities.

Production orientation is defined in the study as a marketing strategy in
which the company focuses on products rather than consumers' needs.
Relationship marketing was defined as an aspect of customer relationship

management that focuses on customer loyalty and long-term customer
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15.

16.

17.

18.

engagement rather than shorter-term goals like customer acquisition and
individual sales.

Relational rent, defined by Dyer and Singh (1998), as supernormal profit
jointly generated in an exchange relationship that cannot be generated by
either firm in isolation and can only be created through the joint
idiosyncratic contributions of the specific alliance partners served as the
definition for this study.

Social or societal orientation projects a kind or marketing which considers
not only the needs and wants of the consumer but the long-term interest of
society

Traditional marketing strategies referred to promotional strategies used
prior to the advent of the internet and comprised marketing tactics such as
direct sales, TV, radio, mail, print advertising.

Universities as used in this study referred to performing arts academic

departments in the university.

Organisation of Chapters

The final research report was organised under five chapters with sub-

headings. In Chapter One, | looked at the following: Introduction, background to

the study, statement of the problem, purpose of the study, objectives, research

questions, significance of the study, scope or delimitation of the study, limitations

to the study, (operational) definition of term(s) as well as abbreviations, and the

organisation of the study.
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For the Chapter Two, | focused on review of related and relevant literature
on the study. | highlighted what other empirical research works have already
looked at regarding the research problem. This was to clarify and streamline the
research thus, giving the study a better focus. It also provided a firm basis for the
substantiation of the research findings. The review was done under appropriate
sub-headings.

In the third chapter, | gave the procedures for collecting and analysing
data for the study. They comprised the following sub-headings: Research design
study area, , population, sampling procedure, data collection instruments and
procedures and data processing and analysis procedures as well as the role of the
researcher.

In the Chapter Four, | presented an analysis of both primary and secondary
data in order to address specific research questions in the study. Out of the
analysis, | presented and discussed key findings from the study. The discussion
was done in the light of logic, literature and theory. In Chapter Five, | presented a
summary of the study, drew relevant conclusions from the findings and offered

recommendations based on the conclusions drawn from the study.
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CHAPTER TWO
LITERATURE REVIEW

In this study, | explore collaborative marketing as sustainable strategies
for audience development for performing arts groups and organisations in the
Cape Coast Metropolis. This is necessary in that, despite the varying strategies
used in developing and sustaining audiences, performing arts groups or
organisations in Cape Coast continue to experience challenges with audience
development and sustenance. In this chapter, I review literature in order to explore
current dynamics in audience development and management practices for the
performing arts. Specifically, | review literature on the current state of the
performing arts market trend and audience development practices for the
performing arts. Emphasis is placed on audiences’ consumption patterns for the
performing arts, the concept of audience development, strategies and methods for
audience development, successes and challenges characterising existing
strategies. | end with a discussion of theories within which the study is framed.
Current Situation of the Performing Arts Market

It is important for the sake of this study to precede my discussion of the
current state of the performing arts market with discussions on the geographical
position of arts market, what constitute the performing arts products and services,
categories of organisations that promote the arts and elements for market analysis
— market types and functional dimensions. The reasons is that these elements

combine to act as framework for the market analysis (McCarthy, Brookes,
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Lowell, & Zakaras, 2001). To this end, such a framework will help to
contextualise the performing arts market.
Geographical location of arts market

As indicated in an earlier submission, a market area is a place or space
where a demand or supply is expressed. The place or space is often influenced by
the geographical environment within which it is situated. The geographical
environment is that part of the terrestrial natural environment which has been
partially altered by human beings and which at the present moment is directly
connected with the life and production activity of society. According to Rigava
(2016), the natural features, population and industries which are geographically
defined influence the growth and development of a business enterprise.

For example, Song (2015) asserts that the flourishing of theatrical
performance in China is due to the large number of tourists arrivals captured by
tourism destinations as well as the innovative collaboration between the tourism
and cultural industries. Song further adds that theatrical performance targets
travellers and many of them take place in famous tourist attractions and these
cultural performances are central to the development of the local tourism industry.

To Hughes (2002), the arts generate attractions for tourism, while tourism
makes provisions for extra audiences for the arts. Thus, tourism sites and for that
matter tourists impact the performing arts by their patronage. The possibility is an
increase in value or price of artistic products and services. Muchapondwa and
Stage (2013) assert that tourism has brought a measure of wealth and economic

development to certain areas and to certain individuals and businesses aside its
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impacts on cultural education. According to a report by the Ghana Statistical
Service (2017), tourist arrivals to major tourist sites increased over the period
2005 to 2014 and by 2014, Kakum Conservation Area had become the major
tourist site for most visitors. Rollins, Dearden and Fennell (2016), however, note
that despite its positive impacts, tourism can also result in high cost of living
within the communities, pushing out local businesses and raising cost for local
residents.
Hargrove (2014, p. 3) writes:
Focusing more on the opportunities of cultural tourism, cultural districts
may combine specific visitor services (boutique, hotels, locally sourced
restaurants) or include venues (performing arts and convention centers, in
particular) as a way to attract key groups to the area. Creating a critical
mass of activities available 24/7, the cultural district can be marketed as a
destination attraction. The availability of cultural districts may tip a
convention, a group tour, business meeting, or special event to be hosted
in a destination due to the perceived (and hopefully real) creative
environment.
From the quotation, audience development practices may rely on other target
areas such as the hospitality organisations. These spaces together with green
space, architecture and other authentic assets help to establish a distinctive
appearance or authentic “sense of place” (p. 5). The full potential of the creative
district in attracting audiences is felt through its ability to populate the space
constantly with activities in the likes of festivals, concerts, theatrical productions,
exhibitions and even carnivals. According to a report by the Ghana Statistical
Service (2017), increase in tourism patronage in Ghana for the years under review

has come with increased supply of accommodation. Other sectors of the tourism

market have also experienced change with a decline in the number of travel and
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tour agencies and travel agencies and a rise in the number of tour operators,
particularly car rental companies. In addition, the report stated that Grade 2
restaurants also showed substantial gains while the number of Grade 1 and Grade
3 restaurants fell.

Hughes (2002) recognises the fact that tourist information centres and the
travel trade are potential media for the distribution of promotional material and
for developing packages of admission and accommodation (and possibly
transport). These affect the number of tourists attracted to the space because
some culture-core tourists, according to Hughes (2002), may be “more attracted
by the presentation of the cultural activity or facility within a holiday context and
the success will be enhanced by the presence of supportive elements such as
scenery, restaurants, bars, shops and the like” (p. 173).

These influences impact the target market which demand that businesses
turn to monitor these influences on their environment in order to develop products
and services that appeal to consumers. To this end, it can be said that every
market space is geographically defined and that is where the market is defined by
a specific context or area within which products and services are demanded and
supplied. It often creates a form of similar or homogenous competition different
from that in neighbouring areas (OfCom, 2016).

Mkpuluma (2017) also adds that geographical or locational information
helps managers or marketers predict consumer’s behavioural patterns which
inform the go-to-market strategies to reach consumers or enter new geographies.

In effect, knowing the geographic location of customer base can help marketers
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make smart decisions when placing brands or product offerings across locales or
geographies (Mkpuluma, 2017). For instance, groups may identify customers by
their links with other pro-cultural and corporate organisations and that knowing
how to identify customers will enable these groups and organisations make
intelligent and strategic choices about which segment to target and where to
position promotional strategies.

In the submission of Houldsworth (2003), geography matters in marketing
because it is the key factor in being able to extrapolate known information onto
persons, households or areas that up to a point had little or no information.
Geographical information can help marketers see the bigger picture, align with the
culture in various locales and become more agile and responsive in seizing new
market opportunities to stay ahead of competition (Mkpuluma, 2017). With
increasing competition for market share, the role and relevance of geography in
helping to improve marketing communication strategies are increasingly evident.
Communication in marketing is no longer one-size-fit-all because messages are
now carefully tailored to specific geographies for the greatest impact.
Geographical environment suggests to businesses the places where products,
goods and services are likely to succeed (Mkpuluma, 2017). It can tell companies
what customers are in particular locales and as marketers, this commitment should
be at a pole position of all programmes and promotional activities. A performing

arts market creates space for exchange of artistic goods or products and services.
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Performing arts forms

From a previous submission, the performing arts are paralleled to culture
when culture is defined as arts/high culture (Brocchi, 2008); works and practices
of arts and intellectual artistic activities (Nesbitt-Larking, 2007). Put simply, the
performing arts comprise presentational systems characteristic of artistic
performances such as music, dance and dramatic activities (Davies, 2004). The
performing arts are assumed to be the “art worlds”, “frameworks” which enable
the presentation and appreciation of artistic performances or what Davies terms
“works of art” (Davies, 2004). These art worlds embody persons (audiences) who
identify with, appreciate and evaluate artistic performances and their performers.
The artistic performances are not merely performances which are appreciated and
evaluated; they are performances that manifest to the recipient, qualities that bear
upon the appreciation of works of art in certain specialised ways (Davis, 2004).
True artistic performances are distinguished by the context in which they are
given because of an implicit social agreement that the performance will be given
at a particular time and place and to which both performers and audience agree
(Davies, 2004).

The arguments and misconceptions surrounding what artistic performance
is and what the performing arts should be, among organisational and aesthetic
theorists of artistic performance, (see George Dickie, Monroe Beardsley and
David Davies) are not within the scope of this study. The interest resides in how
the artistic performances (works of art) and their presentational systems

(performing arts) could maintain and continue to add on to its evaluators and
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appreciators. Attention is strictly paid to how the branding of arts organisational
structures as well as the products and services offered by these organisations may
increase the consumer base or help maintain already existing patrons. For the
purpose of this study, performing arts represent both the systems and the artistic
presentations. They fall within these three categories — profit, non-profit and
volunteer — which are discussed in the subsequent sub-heading.

Categories of performing arts organisation

Performing arts organisations are grouped under three broad areas
(Kershaw et al., 2012; McCarthy, Brookes, et al., 2001). These areas comprise the
profit or commercial organisations, the non-profit and the volunteer organisations
(McCarthy, Brookes, et al., 2001; Ratten & Ferreira, 2017). The profit or
commercial organisations depend on the market for economic benefits or wealth
generation and as such define their success in terms of market profitability (Ratten
& Ferreira, 2017). They are more often involved in the production and
distribution of recorded artistic products than live performances. Products and
services from such organisations operate mostly at the level of entertainment than
the “high serious valuable arts” (Mandel, 2016b, p. 7).

The non-profit arts organisations operate with formal non-profit status and
are typically “mission-driven” though such missions are often of diversity
(McCarthy, Brooks, Lowell, & Zakaras, 2001). They comprise public funded
academic and non-academic organisations whose main mission is to help advance
community well-being and social responsibility (Kim, Pandey & Pandey, 2018)

while providing equal access to cultural opportunities for all persons (Markusen
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& Gadwa, 2010). They do not place emphasis on the economic outcomes of
artistic products and services but mostly opt to promote their service for the
benefit of the majority if not all. As a result, they benefit from government
subventions, grants from non-governmental organisations and individual
philanthropists, volunteer and subsidised labour (McCarthy, Brooks, et al., 2001).
According to the National Assembly of State Arts Agencies (2018), non-profit
arts organisations in the United States ensure that every community receives the
cultural, civic, educational and economic benefits of the arts by providing
supports for rural communities, extending grant funding to rural communities and
also by creating accessibility and equity to cultural resources while aiding their
preservation.

The volunteer organisations comprise avocational groups such as church
choirs, folk-art groups, local rock bands and small non-profit organisations
(McCarthy, Brooks, et al., 2001). In England, they are registered as a ‘Charitable
Incorporated Organisation’ (CIO) under the Charities Act 2006 (Arogundade,
2018). Their core mission is mostly to promote participation in creative cultural
activity. For example, Voluntary Arts as a volunteer organisation promotes
participation in the arts by moving from the;

... traditional deficit model that says there are people who do this and

people that don’t do this, and we’ve got to get the people who don’t do it

and make them do it, to more of a realisation that actually everybody is
quite creative in a variety of ways, but might not call it art or culture — it
might be cookery, or gardening or DIY. Our model now is much more

about taking what you already know and already do and building on that,

rather than telling you that you’re not creative and you need to be
(Calouste Gulbenkian Foundation (UK Branch), 2016).
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The basic tools employed by these organisations are lobbying, advocacy,
information dissemination and developmental processes. These tools facilitate the
promotion of creativity within communities and the implementation of laws
which deal with issues related to licensing, health and safety and copyright
(Calouste Gulbenkian Foundation [UK Branch], 2016). Besides, volunteer arts
organisations help other public organisations to put into practice, theories on how
to get people to participate and support the arts sector. From the foregoing, arts
organisations are demarcated based on their missions and goals but there are cases
of interrelations between the types. One underpinning element of these
organisations is that they all rely on audiences to achieve their mission or goal.
Performing arts audiences

As indicated in a previous submission, the audiences or consumers
complete the production process of every artistic work and are core to every
market analysis ( Deloitte Consulting (Hong Kong) Limited and AMS Planning &
Research Corp., 2010). The expression, “audience”, according to Bollo, Da
Milano, Gariboldi and Torch (2017, p. 53), is a collective term used to “describe
the cultural audience (spectators, visitors, members, customers, users, consumers,
participants, paying spectators, attendance, rarely people)”. They further stated
that among public funded cultural players, the audience is generally considered in
terms of "attendance", "viewers" or "visitors", as “receivers who seal a pact” (p.
53). They act as customers who are involved in a transaction with arts
organisation, demanding product value from the organisation before creating

value for the organisation (Armstrong & Kotler, 2013). The audience for artistic
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performance has artistic self-awareness and thus gives permission to an artistic
creation (Trumbull, 2007). According to Creighton (2014), the audience is
determined more by social attitude than by the artistic product. The class of the
individual audience dictated his taste and preference for artistic offering
(Creighton, 2014; Mandel, 2019; Mandel, 2018). This means that the audience is
not determined so much by what is being performed on stage but by who is
performing.

Performing arts audiences are typically defined by age, gender and
personality (Bin Tareaf, Berger, Hennig, Jung, & Meinel, 2017; Mandel, 2012;
Newberry, 2018); interest, demographics, behaviours, location, language and
spending power (Newberry, 2018); general affiliation, formal education,
migration experience, social milieu, cultural and aesthetic preferences and shared
residence (Mandel, 2012, 2014). These may account for the diversities in
audience development and engagement practices.

To Mandel (2012), audiences in Germany are viewed with a degree of
uncertainty. However, they are cherished by arts organisations because they are
used as a form of justification for public funding which means that the ability of
an organisation to sustain or increase its audience base puts it at a pole position to
secure public funding. Besides, the audiences are lauded as providers of rating
which arts organisations utilise in seeking funds. Mandel (2012), however, states
that organisations turn to fear their audiences for their increasing unpredictability,

their bad taste and need for banal entertainment.
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Notwithstanding these characteristics, they differ in their group self-
image, sanctity of time and place (how they behave as audience members),
preparation for the event (understanding and sympathy), interaction with each
other as they respond to an artistic representation (Trumbull, 2007). In Germany
for example, though the majority of the population agree that classical forms of
art and culture are valuable, meritorious goods that should be protected, publicly
financed, and made available to the general public (Zentrum fur Kulturforschung,
2012b as cited in Mandel, 2018), a small, well-educated portion of the public
patronise artistic offerings from financed or public arts organisations (Mandel,
2018). This accounts for the different types or classes of audiences.

Arts audiences have been placed in diverse categories but most of the
classifications appear interrelated. Some scholars, for example, classify audiences
under target audience who sincerely are interested in artistic performances; the
regular audience who regularly attend performances and contribute in other ways
to promote the arts and the occasional audience who sporadically patronise artistic
offering when the performer is a relation or appeals to his taste. The fourth type is
the potential audience who waits to be persuaded to complete an artistic
presentation (Rentschler, 2007; Seaman, 2011). Lehrman ( 2015) proposes a
framework of 4 basic audience types on a grid where the vertical denotes the
capacity of audiences to participate (with regards to time, money, physical ability

and opportunity) and the horizontal representing their level of interest.
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Figure 1: Framework of 4 basic audience types
Source: Lehrman (2015)

The devoted are a relatively small number of people with high interest and
high capacity to participate. They have unconditional interest for artistic offerings
and are eager to be part of whatever offerings are presented. The oriented are the
audience with high interest but lower capacity to patronise the products or
services. The “asleep” audiences possess neither the capacity for nor interest in
any artistic offering. The uninspired audience possesses the capacity but not the
interest. According to Lehrman (2015), this crop of audiences routinely fills their
leisure time with other activities because “they were not raised in households that
exposed them at an early age to the value of arts & cultural experiences”.
Lehrman (2015), however, cautions that audience members are likely to fall into
multiple quadrants thus, arts managers and organisations need to examine their
audiences critical before proposing strategies for audience development. For
example: “A Devoted fan of musical theatre may be Uninspired when viewed

from the perspective of classical music or Asian art. Someone who is oriented to
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jazz may be totally asleep when viewed from the perspective of contemporary
dance” (Lehrman, 2015).

Dilenschneider (2017) considers audiences as visitors and thus uses their
demographics, psychographic and behavioural attributes in her classification. She

presents four classes of audience as illustrated in the figure below.

Historic visitors Inactive visitors Unlikely visitors Non-visitors
People who attend. Have psychographic Need incentive. Not interested in
Inform profile for likely and behavioral Generally do not attending cultural
visitor demographics, likelihood to attend, choose to attend organizations.
psychographics, and but not activated. without direct Do not attend.
behaviors. motivation.
16% 16% 38% 30%
US market US market | [ US market | l US market
High-propensity visitors Low propensity No propensity

32% of US pobulation

Figure 2: Visitor and non-visitor cohorts for cultural organisations
Source: Dilenschneider (2017)

The historic visitors attend any form of cultural offering, at least, one cultural
offering within two years. In the United States, this audience type normally falls
within the upper-middle class, elite and white race. The inactive visitors, like
Lehrman’s “oriented” audience, are likely to patronise artistic offerings but do not
patronise for a number of reasons. The unlikely visitors choose not to attend a
cultural offering unless by obligation or by request from other patrons. In this
sense, this type of audience accompanies a historic audience not because he is

interested in the offering. The non-visitors are similar to Lehrman’s “uninspired”
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audience do not or will not visit a cultural entity even when all practical barriers
are removed.

Bollo, Da Milano, Gariboldi and Torch (2017) add to the classifications by
presenting three classes of audience. The first category is audience by habit who
usually attends and or participates in cultural activities. They note that with this
type of audience, “barriers to access are relatively easy to overcome” (p.11) and
different strategies to develop and maintain them are possible. The second
category they look at is audience by choice. These, to them, are people who are
not used to participate for reasons of lifestyle, lack of openings or financial
means; those for whom participating is not a habit or who rarely choose to attend
a performance. The third type of audience, according to Bollo et al. (2017) is the
audience by surprise. These audiences are difficult to get to and mostly indifferent
to artistic products for a complex range of reasons (social exclusion factors,
education and accessibility).

Among these differences, Bollo et al. (2017) project possible cases of
commonality, since the restrictions among them are not well-ordered. The
flexibility of these categories, to them, should help organisations have a better
understanding of their audiences “not as self-explaining audiences segmentations
but as tools to be used in relationship with the strategies of widening, deepening

and diversifying audiences ... and with the key action fields (p. 11).
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Figure 3: Combining aims, target audience and purpose
Source: Bollo et al. (2017)

From the discussions so far, artistic offerings promoted by arts organisations be it
profit oriented, non-profit or volunteer, need an audience to complete an exchange
process. The exchange, however, needs a place or a space like the market.
The Performing arts market

It is important for one to consider several key elements in the context of
market analysis. For example, to achieve a best market analysis of an arts sector,
analysts need not emphasise only certain characteristics of the arts market in such
areas as the geographical position and segmentation types of the market,
demographics of target and potential audiences, purchasing habit and the level of
competitions within the market, products and services rendered (whether

organisations prefer to give out quality products [product centred] or products that
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meet the needs and demands of audiences [customer centred]) and even the types
of marketing practices [market penetration, diversification, market development
or product development] (Gattenhof, 2019; Gattenhof & Seffrin, 2014; OECD,
2012). Though these characteristics are deemed to be crucial in such analysis,
McCarthy, Brooks, Lowell and Zakaras (2001) recommend a multidimensional
frame which looks not only at the above mentioned areas but captures the “entire
system of production and consumption of the performing arts” (p. 5). They
categorise the frame into three sections which are the art forms, the market types
and the functional components of the performing arts system.

The first grid of the multidimensional frame proposed by McCarthy et al.
(2001) illustrates existing diversities within the arts forms and which also
demarcate boundaries of the market sub-sectors. They, however, limit the
diversities to four main categories or disciplines within the arts: Performing,
visual, media and literary. Each discipline, they note, has different mode of
production and types of organisations. McCarthy et al. (2001, p.7) state that in
theory, each discipline can further be sub-divided, into a “great number of sub-
disciplines. For example, the performing arts which comprise music, dance and
theatre can be further sub-categorised into high arts, popular arts, live
performance and non-live (recorded) performances presented through mass media
forms like the radio, video, television, internet and the compact disc. Figure 4

provides an illustration of some of the sub-divisions.
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Pinon (2019) avows that the performing arts in Africa cover not only a
wide variety of disciplines like dance, music and theatre but a wide continuum
between what is ascribed, at the one end, to the so-called traditional and, at the
other end, to the contemporary. The traditional forms, to him, comprise
masquerades, initiation rites, ceremonies of religious or profane. The
contemporary are the mutated forms of traditional music and dance alongside
those foreign influxes, literary theatrical activities to mention but few. All these
forms, according to Agyemang (2009), respond to and reflect the deeper
understanding, aspirations and experiences of a particular society. African music
operates functionally in relation to society. Flolu (2004) posits that arts are media

of education which helps the individual to grow from the acting and interacting
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with the environment, individuals and groups in society through listening,
participating and observation.

African dances, before the colonial and capitalist agenda, were a shared
knowledge between the community and the individuals; an expression of the
knowledge of the people and not a commodified entertainment as they are today
(Udoka, 2016). To this end, most Ghanaians appear to be ignorant about the
positive impacts theatre or drama can make on the social, cultural, political,
economic and environmental contexts of the country. They rather engross
themselves with the negative aspects which have engulfed the theatre ( Akenoo,
2020).

Market Types

The second section of the framework captures three types of arts market
namely the profit, non-profit and the volunteer (McCarthy, Brookes, et al., 2001).
The profit-driven market habours “commercial arts organisations” (Ratten &
Ferreira, 2017) which rely solely on the market for financial solvency and as such
define their success in terms of market profitability. Mostly, this market type
habours arts organisations involved in the production and distribution of recorded
artistic products than live performances (Mandel, 2016b; Ratten & Ferreira,
2017). Products and services from such organisations are usually viewed to be
more of entertainment than “high serious valuable arts” from not-for-profit
organisations (Mandel, 2016, p. 7). Owing to their economic-driven mission,
commercial arts organisations hardly receive government support (Mandel, 2016;

National Endowment for the Arts, 2019). Rather, individuals, businesses,
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government agencies and foundations invest financially into arts organisations
operating within this type of market (McCarthy, Brooks, et al., 2001).

The non-profit arts market is characterised by organisations that operate
with formal non-profit status and are mostly “mission-driven” though such
missions are often of diversity (McCarthy, Brooks, et al., 2001). These
organisations comprise public funded academic and non-academic organisations
whose main mission is to help advance community well-being and social
responsibility (Kim, Pandey & Pandey, 2018) while providing equal access to
cultural opportunities for all persons (Markusen & Gadwa, 2010). They do not
place emphasis on the economic outcomes of the performing arts and mostly opt
to promote their service for the benefit of the majority if not all. As a result, they
benefit from government subventions, grants from non-governmental
organisations and individual philanthropists, volunteer and subsidised labour
(McCarthy, Brooks, et al., 2001). According to the National Assembly of State
Arts Agencies (2018), non-profit arts organisations in the United States ensure
that every community receives the cultural, civic, educational and economic
benefits of the arts by providing supports for rural communities, extending grant
funding to rural communities and also by creating accessibility and equity to
cultural resources while aiding their preservation. Besides, non-profit arts
organisations are also mandated to enliven public spaces. The State Policy Brief
states:

The goals, forms and media of public art should reflect community context

as much as the installation site. Common goals are commemoration and

celebration, fostering public appreciation for art, civic dialogue,
community development, enhancing the functionality or accessibility of
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spaces, place making, cultural tourism, and connecting artists and
communities. Similarly, public art takes many forms: enhancements to
natural and built environments in both rural and urban settings, memorials
and historical monuments, temporary installations, functional elements,
performance events, community development projects, and even artist-in-
residence programs. The media of public art is likewise varied and
includes sculptural materials, murals, mosaics, digital mediums, and
ephemeral mediums like dance and relational aesthetics (National

Assembly of State Arts Agencies, 2018).

As these organisations promote health and healing flora, spark economic growth,
drive educational success, foster inclusion and unity, reach low income counties
for research purposes, they also create opportunities for artists to serve the public
so as to gain public support in the form of grants. Valeau (2015) also indicates
that these non-profit arts organisations serve as laboratories for experimentation
of new artistic production processes; a space to try new approaches to artistic
production and promotion. These explicate the symbiotic relationship that exists
between performing arts and society where the organisations provide offerings to
suit the needs and demands of the society with the society providing funding for
the modus operandi of organisations. Unlike the profit-oriented market type, this
market type is driven mostly by social and educational successes.

The third of the market types, the volunteer sector, caters for activities
carried out by avocational groups such as church choirs, folk-art groups, local
rock bands and small non-profit organisations. According to the definition given
by McCarthy et al. (2001, p. 8),

...the “volunteer” sector of the arts includes many of the groups and

activities typically included in what arts researchers call the

“unincorporated” sector, but not all. For example, while this category

includes groups that are “small and organized informally, with little

economic interchange” as described in Peters and Cherbo (1998, p.116), it
does not include the national arts service organizations or arts

43



organizations embedded within larger non-arts nonprofits—both of which
are sometimes included in definitions of the unincorporated sector (Peters
and Cherbo, 1998; Arthurs and Hodsoll, 1998). More important, our
definition of the voluntary sector explicitly includes small organizations
that are formally tax-exempt but rely primarily on volunteer labor.
From the quotation, these organisations rely more on volunteer labour than on
monetary contributions to survive. They also place premium on “participation
from particular geographic, ethnic, or cultural communities with a primary
mission of serving the community in which they are located (McCarthy et al.,
2001).

It is worth noting that these distinctions are easier to draw in theory than in
practice. Many a time, both non-profit and volunteer organisations are likely to
combine missions to create a form of hybridity. For instance, a non-profit arts
organisation may set up a profit-making subsidiary to generate other forms of
IGF. Likewise, a facility meant for a non-profit organisation may be given to a
volunteer organisation for use. McCarthy et al. (2001, pp. 8-9) state: “Both
nonprofit organizations and volunteer groups are likely to combine earnings,
contributions, and volunteer labor to support their operations, making it difficult
to know where to draw the line between “primarily” and “partly” dependent on
one revenue source or another. There are also ‘“hybrid” organizations that
incorporate features of both the commercial and nonprofit sectors”.

Functional Dimension
The functional dimension constitutes the third part of the framework. It

discusses the classes of individuals and organisations (artists, audiences,

organisation/management, funders) that serve key functions in the complex
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process of production and presentation of any artistic form (McCarthy, Brookes,
et al., 2001). The production process or artistic creation begins with the artist and
ends with the audiences’ experience of the product or service. In between these
two is an array of groups and individuals who “perform, present, record and
transmit” the product or service (p. 9). They are supported by other individuals,
foundations, businesses and government agencies in the form of funding for the
non-profit organisations and as a form of investment to profit-driven
organisations. All these units make up the performing arts system that can be
easily analysed.

McCarthy et al. (2001) postulate that their classification system is useful
because it simplifies analysis of the “characteristics of the performing arts
industry that make it similar to and different from other industries” (p. 10). To
them, such a frame allows for an examination of activities that share similar
function within the arts sector thereby making comparisons across arts forms and
market sectors feasible. For example, musicians and dancers can be both artists
and producers of the arts. Such similar characteristics can be validly compared in
market analysis situation. In this case, activities within an arts form, the market
sector of that arts form and the cross-functional relationship among the various
elements within the production and presentation process combine to create a
clearer picture of the market situation. For example, to answer a question like
“How has the demand for classical music changed over the past 20 years?”, there
is the likelihood that only the box office of a non-profit organisation will be

examined because classical music is assumed to operate within the non-profit arts
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organisations and more often presented as a live performance. In as much as this
may be true, changes in the current market and changes in presentational and
production processes alone may render such an analysis prejudiced. In these
contemporary times, classical music is not promoted or marketed by non-profit
organisations but by other commercial and broadcasting organisations. It is
presented from diverse mass media forms like the radio, television, internet,
video, tape recordings and even on compact disc. Therefore, an understanding of
the cross-discipline, cross-sector of the arts market and the cross-functional
relationship of elements of presentation and production is vital to describing the
state of an arts market.
The State of Performing Arts Markets

Literature on the state of performing arts market abounds in the West
and the Orientals. In Africa, little can be retrieved on the state of performing arts
markets. In Ghana, available literature by Artwatch Ghana (2017) posits that
performing arts faculties and departments in the higher organisations of learning
in Ghana are faced with the problem of inadequate state-of-the-art training
equipment for teaching and learning. These challenges have resulted in the
underdevelopment of the Creative Arts which encompass the performing arts.
Currently, performing arts programmes are not offered at the Senior High School
level in Ghana because the subjects are not compulsory in the syllabi though these
programmes are run in the tertiary organisations. All these turn to affect the

expertise and the quantity of human resource in the sector.
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The report further adds that arts education and arts business in Ghana is
least supported by adequate laws and policies that encourage, promote and sustain
them. “Creative designs are not patented, leaving room for intruders to use as and
when they prefer for their own economic gains while the original creators and the
nation loses” (Artwatch, 2017, p. 8). In terms of financial and logistic support, the
Creative Arts sector, according to the report, receives meagre support. The
inadequate budgetary allocation to the sector is often delayed which affect the
smooth running of the sector (Ministry of Tourism, 2014). Unfortunately, the
tourism sector of the Ministry of Tourism, Culture and Creative Arts has been
given more attention to the detriments of the other sectors. The Ministry forgets
that there must be a parallel development in Creative Arts and the tourism sectors.
“But when the Creative Arts is not developed, our tourism will not grow, for it is
a vehicle for tourism growth. Many tourists visit countries for their arts, fashion
and music, it is a tangible asset of any advanced society. When the Creative Arts
grow, tourism becomes a bonus in that growth” (Artwatch Ghana, 2017).

In addition, the report reveals that support for graduate artist-
entrepreneurs, artisans in the art and craft centres in Ghana to expand have not
been a priority. Creative artists and artisans develop their small businesses on
their own without governmental support. Government has been neglecting its role
of creating the enabling environment such as providing easy access to micro-loan
facilities for expansion, funds for developing new marketable products,
organising training programmes on new technologies and creating incubation

centres in vocational-based tertiary organisations for small businesses (Artwatch,
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2017). Non-profits, public arts organisations such as National Dance Company,
National Symphony Orchestra and National Drama Company are in “less-
productive state due to financial, logistical and policy direction. They mostly
perform during state functions and become talk of town for few weeks until
another state event. These agencies must perform dual role by serving as non-
profit in state functional and for-profits on daily/weekly bases” (Artwatch, 2017,
p. 10).

The Ghanaian picture on funding appears different from happenings in
Korea. According to the Korean Arts Management Services (2008), the limited
data projects a slight increase in the number of culture groups and their employees
within the China performing arts sector amidst the continuous progress in the
governmental financial support and cultural venue constructions. This depicts a
progressive arts market where there is rejuvenation in artistic creation which may
be attributed to the high level of improvement in public cultural service system
and a well-develop culture industry. These, according to the reports, had resulted
in the setting up of market system in the culture and arts community in order to
improve on the preservation of cultural heritages (Korean Arts Management
Services, 2008) beside the increased level of exchanges with overseas groups and
increase in arts vocational education.

This means that the Asia Performing arts market has been growing at
steady pace. Growth and development can be seen in areas such as funding
support for arts management and organisations, venue expansion, collaboration

and network schemes and opportunities, exportation of artistic products to the
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global market and the creation of an ecosystem that sustain the co-existence of
both non-profit and commercial arts organisations (Association of Asia Pacific
Performing Arts Centres (AAPPAC), 2019). These are reflected in most of the
performing arts markets in sub-regions on the continent.

The Korean Performing arts market, as stated by Cho (2019), comprises a
blend of “pure” (non-profit/ artistic) and commercial organisations. Interestingly,
these two domains share many physical foundations in directors, actors, stage art,
music and lighting. This has resulted in the establishment of an ecosystem that
will sustain this co-existence. The key symbol, Cho (2019) notes, which
represents Korea’s performing arts is the cultural district called “Daehak-ro”
which refers to an area in Seoul with a high concentration of performance halls
and theatres. Cho’s (2019) study provides a vivid description of the Korean
performing arts market.

“Daehak-ro” suggests, this area is a gathering place for young university
students. That a gathering place for young students is the center of
performing arts reflects how the main consumers of Korea’s performing
arts are university students or people in their twenties. Another
characteristic of Daehak-ro is that the theaters here are mostly small-scale.
As of 2010, 70% of the theaters in Daehak-ro had less than 200 seats
(Ahn, “A Statistical Look” 9). The creative unit that leads most of the
performances in these small theaters is composed of theatrical groups. As
of 2010, a total of 752 productions were performed at 112 theaters,
including 502 plays, 97 musicals, and 153 music and traditional
performances; and among the plays and musicals, 50% were premiere
performances. In 2010, Daehak-ro recorded a sale’s revenue of 340 billion
Korean won in the Korean performing arts market, which was estimated to
be about 500 billion Korean won (Cho, 2019, pp. 336-337).

The Korean performing arts sub-sector is sponsored by the central

government and the 284 local governments (Korean Arts Management Services,
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2008). Cho (2019) confirms this when he notes that sponsorships are given to
producers to develop programmes and to produce artistic works in public theatres,
art and cultural centres and professional production companies. Such sponsorships
have increased the number of human resource in the sector as reflected in the
establishment of the Korean Association of Performing Arts Producers and the
creation of a management sector known as the Korean Arts Management Service
which sees to the promotion and distribution of artistic products and the
advancement of competitive arts organisations into the global market. For
example, the Park Geun-Hye administration (2013-2016) attempted to achieve a
growing desire for cultural enjoyment as well as an expansion of Korea’s culture
industry where not only will domestic demand for cultural entertainment increase
but also the surge in the global market’s demand for Korean culture, which is
known as the “Korean Wave (Hallyu)”. This idea was supported by the Moon Jae-
in administration that came to power in 2017 which also set the global expansion
of the Korean Wave as one of its key tasks (Cho, 2019). The main objective of the
Korean Wave is to achieve an expansion in the distribution and consumption of
Korean performing arts globally.

In the context of the Philippines, the performing arts market (music, dance
and drama) comprised school based groups that are established by the schools in
the primary, secondary, tertiary levels in public and private organisations,
community based groups which are formed by members of the local communities
and or some organisations in a community like the arts councils, civic

organizations like the Rotary and religious organizations like the Parish or Church
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communities (Korean Arts Management Services, 2008). To this end, Philippine
citizens who have gained formal music training or who are “simply living in a
barrio” possess the quality to “hum, chant, or sing a tune and can play
instruments” (p. 264). It is worth stating that the music sector ranks higher than
other performing arts sectors. The music sector makes huge contributions to the
development of Philippine arts and culture from the creation, preservation and
promotion of Philippine traditional, classical, contemporary and modern music
and musical artists/groups (Korean Arts Management Services, 2008).

The current position of the performing arts market in Philippines was
described by two words; “exciting” and “challenging” (Korean Arts Management
Services, 2008). It is “exciting because the Philippines continue to be a rich
source of outstanding creative talents and the artistic activities and programs in
the whole archipelago continue to flourish. The situation is also challenging
because the arts sector still faces problems in the areas of financial and
organizational support, marketing, and promotions to name a few” (Korean Arts
management Services, 2008, p. 264). In spite of these, the performing arts market
has contributed immensely to the growth and development of the economy and
the creative industry.

Majority of resources used in the production of artistic works are retrieved
from the culture, practices and traditions of communities, religious beliefs,
spirituality and socio-political realities (Korean Arts management Services, 2008).
The report further reveals that depending on the form and purposes, most

productions in the performing arts are viewed by the general public especially the
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young audiences who are mostly students aside the teachers. This may be
attributed to the inclusion of the arts in the educational curriculum in all levels
and they been used as effective teaching instruments in the classrooms.
Occasionally, market segmentation becomes an important instrument for audience
engagement where some performances are created exclusively for a specific
group of audiences such as those intended for children, adults, men, women and
tourists. Other performances that are meant for community viewing and which are
usually non-ticketed or free of charge, the productions are commonly open for
general viewership (Korean Arts management Services, 2008). In addition, the
report highlighted several challenges characterising audience development in
invigorating performing arts area. Major flashpoints were the fierce competition
cultures, accessibility, quality of performing arts and lack of education which
according to the report could be surmounted to ensure the continued growth of the
performing arts in the Philippines based on the strong and undaunted spirit and
driving force of the Filipino performing artists (Korean Arts Management
Services, 2008). There are evidences which show “clearly an enormous source of
energy and creativity in the arts sector that no form or amount of challenges
cannot be resolved” (Korean Arts Management Services, 2008, p. 281).

There is vast growth in the area of performance infrastructure.
Performance venues for the past decades range from conventional theatres, school
auditoriums, community sports centres, multi-purpose and social halls, plaza,
open air stages, churches, malls, cinemas to streets (Korean Arts Management

Services, 2008). The variety provides a sense of comfort to audiences as many
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organisations continue to build and renovate theatres and auditoriums. This, in a
way has provided the Filipino audiences with a wide variety of preferences when
it comes to performing arts and these are usually determined by the geographical
location of the consumer. Audiences residing in the Metropolis have preferences
for modern art and technology. Though geographically far from the cities, local
audiences have the chance to access both modernised artistic products as well as
live performances in dance, drama and music that are reflections of their lives,
culture and traditions. Preferences are assumed to change with changes in time
and technology. Audience mobilisation approaches vary depending on where the
performances are exhibited. The approaches range through advanced block-
selling of tickets to student groups, school faculty and administrations to multi-
media publicity announcements (television, print, radio, internet, text messaging).
Other local forms are word of mouth, ricorida (audio speaker), motorcade,
banners and streamers (Korean Arts Management Services, 2008).

In Europe, reports from a study by EY (2014) showed that “concerts and
music festivals generated more than a third (37%) of global performing arts
revenue in 2011”. This portrays a recovery of the sector to “pre-cCrisis levels”
since 2010 with revenues growing regularly. This recovery reflects a dynamic
growth trend and further growth is expected in 2014 (EY, 2014). From the report,
most stakeholders in the performing arts arena are becoming more self-assured
about its prospects claiming that the European festival market is “healthy” (p. 49).
Unfortunately, there is decline in public support which turns to threaten the very

existence of activities of local organisations. Many governments have reduced or
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cut off subsidies for the arts instead to discretionary spending on support for the
arts. This has resulted in a “squeeze on public subsidies to theaters, opera houses
and orchestras. Funding of performing arts is often built around a mix of
sponsorships (e.g., private donations and fundraising), ticket sales and public
subsidies” (EY, 2014, p. 50). With public subsidies dwindling and production
costs increasing, marketers have opted to trudge ticket prices to reduce losses and
maintain productivity. “The “belt-tightening” especially affected local and micro-
theaters, which depend most heavily on public subsidies” (EY, 2014, p. 50).
Barker (2006) and Robins (2006) report that political, economic and
technological forces are determinants of some longstanding characteristics of
employment in the performing arts sector: high proportion of part-time and short-
term jobs and self-employment despite the fact that technological developments
provide greater resources to performing artists and organisations to promote and
market their work, thus expediting the persistence of micro-enterprises in the
sector (Robins, 2006). The main challenge is aligned to how digitalisation and the
internet bring the transmission of performing arts products progressively under
the control of wealthy media companies or broadcasters thus, marginalising the
small and medium organisations. The overall tendency is towards greater
uncertainty for those working in the sector though a solution would be to further
develop the role of the performing arts in activities outside their traditional
domain (Barker, 2006; Robins, 2006). The discussion so far portrays a steady,

dynamic and vibrant performing arts market especially in the Global North.
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History of Arts Marketing in Europe

While some scholars locate the beginnings of arts marketing between the
1980s and 1990s (Lee, 2005), others situate its commencement within the mid-
1990s. Lee (2005) traces the history of arts marketing though three different
phases. In the first phase of arts marketing, between the 1980s and 1990s, the idea
of marketing using the traditional methods strategies was introduced and
explored. One main challenge which characterised this phase of arts marketing, as
Lee notes, was how the non-profit arts organisations and activities were going to
blend their “sectoral belief in the non-monetary, aesthetic values with the notion
of marketing” (marketing for profit) which the commercial firms were using to
make profit (Lee, 2005). She describes this tension as “production orientation vs.
market orientation”. Production orientation focuses only on building a quality
product for consumers without prioritising the needs and wants of the audience. In
contrast to this, market orientation focuses on the needs and wants of the
customer, to produce goods and services of customer value. Thus, instead of
moving for market orientation, Lee (2005) advances the argument that managers
of the arts sector managed to develop their own understanding of marketing using
various mainstream marketing strategies as benchmarks. They, therefore,
modified and upgraded various auxiliary services though with a degree of caution
not to make core artistic services market-oriented. The fear was that the arts may
lose a degree of autonomy as they become more of commodities. Arts managers
regarded marketing as a second interface where they and their audiences interact

outside the theatre auditorium or gallery space which to them was a way of
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nurturing a long-term relationship with the audience and of focusing on
broadening the audience base in order to diversify their profile.

Marketing in the arts sector, according to Lee (2005), changed with the
advent of governments’ cultural policy in the late 1990s. This change caused
disorientations within the arts sector. Consequently, the sector had to take a more
active approach to marketing in order to address social issues and to prove its
values by demonstrating its contribution to social inclusion and cohesion (Lee,
2005; 2014) which is one of the core missions of every cultural policy. In
addition, the change shaped the environment of the arts sector by influencing
discourse on arts subsidy and its rationale (Lee, 2014). It is worth stating that the
notion of the arts emphasising social value generated debate in the arts sector as
many critics saw this as a way of making artistic works more of a social utility or
a means to achieving another end product. Lee (2014) summaries, that most arts
organisations had no choice than to expand their education, outreach and
community-oriented activities. As performing arts organisations began to adapt to
the changing policy direction of the arts by strengthening its ties to education and
outreach activities, they began to face theoretical and conceptual challenges far
from that of market orientation challenges (Lee, 2014). Emerging theories within
the 2000s suggested that the arts sector should embrace ‘social/societal
orientation’ (changing people’s behaviour and improving their wellbeing through
marketing). (Lee, 2005)This posed several challenges to the sector because there

was little consensus on whether the arts should actively pursue social aims and to
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what extent they could do so. These questions continued without definite answers
until the rise of a new phase in marketing.

The third phase came with the rise of digital technologies, online
communications and active consumers (Lee, 2005) where arts organisations began
to use digital technologies, online spaces and social networks for marketing and
audience development. Lee (2005) notes that this phase of arts marketing
appeared to assume production orientation strategy which implies that the core
knowledge of the arts is produced by professional arts practitioners while
consumers become mere buyers who appreciate and disseminate this knowledge.
The main task, however, is how non-profit organisations will extend their public
cultural service responsibility to online spaces; how to balance the physical or
offline with online services; what kind of relationship to establish with online
audiences and how their authoritative voice, derived from existing expert
knowledge, can coexist with cultural content generated by the audience (Lee,
2005). All these underpin the broad spectrum of research conducted by arts
organisations, practitioners and educators on proactive marketing strategies and
theories which will suit the rapidly changing social, economic and technological
environment and habits of cultural consumers (Lee, 2005).

In the view of Mandel (2016), arts marketing or cultural marketing
evolved in Europe in the mid-1990s as an independent profession and or role of
marketing the arts where arts and cultural organisations adopted mainstream
business marketing practices amid fears of the accompanying economisation of

the arts and the possibility of the arts losing its autonomy. Unfortunately, arts
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organisations had to accept these new forms of marketing due to the continual
liberalisation and deregulation of the world trading system, free flow of goods and
services and changing trends in behaviour of arts audiences (International Trade
Centre UNCTAD/WTO (ITC) and World Intellectual Property Organization
(WIPO), 2003). All these created a global business atmosphere which become
increasingly disadvantageous for creators and providers of all kinds of creative
arts and cultural products to rely solely on existing traditional marketing strategies
ITC/WIPO, 2003; Mandel, 2016b). Bernstein (2007) posits that although some
performing arts organisations, especially those mainly for-profit, successfully
retained and continued to grow their audience base, many have been losing
ground, in recent times, in their efforts to both attract and retain audiences amid
the rise in the level of competition for leisure time activities and how arts
education in schools has become sparse. Fear continues to engulf many arts
managers who are of the view that the younger generations are unlikely to fill the
gap created by the waning of patronage from the loyal older generation
(Bernstein, 2007; Lindelof, 2015). To make matters worse, many arts managers
with conservative mind-set appear unenthusiastic to move away from tried and
trusted marketing methods, even in the face of declining audiences and revenue
(Bernstein, 2007).

For the non-profit performing arts organisations, the cessation or
inadequacy of governments’ financial obligations in addition to changing
demographics and threats that foreign arts products pose to many local products

threaten the very existence of many local performing arts organisations. These
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have compelled most to rethink new strategies to building and sustaining their
market. Until recently, non-profit performing arts organisations were enjoying
government subventions and subsidies as well as donations from wealthy
individuals and corporate organisations which made them flourish and multiply
and with little attention to strategic marketing. Unfortunately, this trend changed
based on what McLeish (2011) identifies as multiplication of advertising
platforms which has created a global donor community; increase in media
fragmentation which calls for non-profit organisations to change their marketing
strategies; fundraising now a battlefield as non-profit organisations compete for
scarce resources and over-population of non-profit organisations causing
competition for the same audience which may have led to commoditization of
goods and services. To this end, non-profit arts organisations need to or are
beginning to find means of sustaining audience in order to be sustained.
History of Arts Marketing and Promotion in Ghana

Similar can be said about arts marketing in Ghana. After independence, in
the latter part of the 1950s, the thirst for artistic activities in Ghana began to rise
after the Ghanaian had been denied of traditional artistic forms during the colonial
era. Performing arts organisations began to flourish under the leadership of
Kwame Nkrumah whose socio-political thought, organisational perspective, his
concept of African personality, creative productions in the area of the performing
arts, in the context of socio-economic liberation and reconstruction in post-
independence African countries served as guiding principles for the

establishments of cultural organisations and programmes in Ghana (Botwe-
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Asamoah, 2005). The restitution of community based cultural organisations
(organisations in communities which have custodianship of the cultural heritage
and are keeping it alive) as well as national based organisations as media for the
“resurgence in the intrinsic values in African culture as part and parcel of the total
liberation of Africa from the colonial and neocolonial economic exploitation of
Africa” became the order of the day (Botwe-Asamoah, 2005, p. 50). Subsidies for
the arts were available in such forms as sponsorship for equipment and logistics,
physical structures, donations, government subvention and cultural trust funds.
Under these conditions, performing arts organisations did not use rigorous
marketing practices to build and sustain audience and market for their products.
Audience and consumers knew when, where, how and what to access as artistic
activities, goods and services.
Artists and cultural practitioners had the space to exhibit cultural goods and
services in communities, social gatherings and at national events and could garner
large audience for economic gains (selling artist’s work), social and aesthetic
orientation as well as satisfying consumer demand ( Lee, 2005). Botwe-Asamoah
(2005) writes:
The National Theater Movement began to bear fruit between 1960 and
1963. This period saw the emergence of several voluntary dance, music
and drama groups across the country, some “with association” status with
the Arts Council and its successor, the Institute of Arts and Culture. They
were found in secondary schools, teacher training colleges, mass
education circles, nursing schools, Young Women/Men Christian
associations (NAG/RG3/7/33). Some people in the cities, urban centers,
towns and villages also formed performing arts groups. Public

establishments like the Ghana Farmers Council, Workers Brigade and The
Ghana Young Pioneers Movement had performing arts programs (p.128).
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From the early 1980s, however, the arts sector encountered challenges as a
result of serious political and economic crisis in Ghana which affected
sponsorship and patronage of artistic activities. Government could no longer
support the arts and as such public arts and cultural organisations like the Arts
Centres, Ghana Museums and Monuments and Relics commission (1957),
Kwame Nkrumah Memorial Park (1965), W.E.B. DuBois Centre for Pan African
Culture (1985) and Pan African Writers Association (PAWA) (1989) began to
face challenges with production and patronage. Other private organisations could
do less to sustain the market base of the arts sector because Ghanaians were in no
way thinking about leisure or better still the arts. People were struggling to be
economically established and appeared less interested in what they termed
“entertainment”. Consequently, performing arts organisations and artists had to
develop strategic approaches to building and sustaining their audiences. The
traditional forms of marketing (posters, flyers, word of mouth, public
broadcasting) together with the limited number of media houses could also not
save the situation until the 1990s, during the latter part of Rawlings’
administration, when attempts were made to revive the arts.

The revival began with the expansion of media organisations (print, audio
and visual), the establishment of the National Commission on Culture (NCC) by
PNDC Law 238 in 1990 and subsequently the building of the National Theatre of
Ghana through a “technical co-operation Agreement signed on September 18,
1985 in Beijing between the Governments of the Republic of Ghana and the

People's Republic of China. The Chinese government provided funding for the
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construction of the National Theatre building, which was completed on December
20, 1992” (Daily Graphic, 2015). The Theatre housed three resident companies
namely: National Dance Company, National Drama Company and National
Symphony Orchestra whose main objective is to contribute to the promotion and
sustenance of the arts. While the National Theatre promoted the concert party
tradition at the National Theatre by the brand name “Key Soap Concert party”, the
media houses used the home video approach to promoting productions such as
“Obra”, “Osofo Dadzie”, “Thursday Theatre”, Inspector Bediako”, “By the Fire
Side” just to mention a few (Asiedu, 2009). Patronage of the arts began to rise
because of the steady growth of the economy and the desire for entertainment by a
majority of the Ghanaian populace (Daily Graphic, 2015).

In addition, the inauguration of the Cultural Policy of Ghana in 2004
brought hope to many artists and performing arts organisations regarding the
expansion and promotion of the arts market per the several preemptive strategies
that the Policy outlined for performing arts organisations in their quest to build
and maintain audience for artistic products and services. Budgetary allocations by
successive governments, though inadequate, played pivotal roles in the promotion
and sustenance of arts organisations and their activities. The Centres for National
Culture which were constructed in all the ten Regions coupled with the District
Cultural centres served as avenues for the promotion of the arts through events
like the National Festival for Arts and Culture (NAFAC) and Pan African

Historical Theatre Festival (PANAFEST).
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In the formal education sector, performing arts departments contributed to
the marketing of the arts and sustenance of arts audience in Ghana. Arts
marketing in the form of arts education began to take key space in educational
organisations as means of marketing the arts or whipping interest for the formal
study of the arts. Nkrumah began with the establishment of arts organisations in
the formal education sector with the primary objective of decolonising the minds
of the educated Ghanaian (Botwe-Asamoah, 2005). It is worth stating that though
the Ghanaian was independent of the Europeans, several aspects of his
environment were acculturated with foreign culture and arts. One major means of
attaining a Ghanaian cultural identity, in Nkrumah’s view, was to appreciate and
patronise Ghanaian artistic products and one viable media was through education.
He used both non-statutory cultural policies which consisted of practical activities
that he introduced into the body politics of Ghana during and after the
decolonisation process and statutory public policies which were formulated by the
various committees he set up and the cultural organisations that emerged out of
the recommendations by the former (Botwe-Asamoah, 2005). Several committees
were set up in schools to promote drama, choral singing, traditional percussion
and dancing, and Gooje [chordophone] performances. The Arts Council used
annual competitions to promote the arts and to keep the National Theatre
Movement alive.

Other academic arts and cultural organisations were established and
among them was the Institute of African Studies, Ghana’s first African studies

centre at the University of Ghana which haboured the then National Dance
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Company. The establishment of the Institute was a means of promoting an

African-centred curriculum for arts education. Nkrumah stressed this during its

inauguration:
...the Institute of African Studies situated in Africa, Nkrumah stressed,
and “must pay particular attention to the arts of Africa, for the study of
these can enhance our understanding of African organisations and values,
and the cultural bonds that unite us”

and at the African Arts Exhibition at the British Council in Accra on March, 1956.
...“African art, music and dancing,” ... “have played a significant part in
the artistic revolution which has taken place all over the world in recent
years.”... that appreciation of African art should be “something more than
a mere curiosity”; it should open the door to the understanding “and
respect of the mind of the Africans” (Botwe-Asamoah, 2005).

Before these, the legal instrument, The University of Ghana ACT, 1961, that

established the University of Ghana clearly stated the need for students to be

culturally oriented in accordance with the ideals of Nkrumah’s Pan Africanism.

The third, fifth and last principles of The ACT-1961, (Act 79), Section 2 states:

a. that so far as practicable students should be given an understanding of
world affairs, and in particular of the histories, organisations and cultures
of African civilisations;

b. that research should be undertaken in all subjects which are taught in the
University, but with special attention to subjects which relate to the
social, cultural, economic, scientific, technical and other problems which
exist in Ghana or elsewhere in Africa;

c. that the University should develop close relationships with the people of

Ghana and with other cultural organisations, whether within Ghana or

outside. (Ghanalegal, n.d.)
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These principles indicate that the University as a cultural organisation must
market cultural activities through teaching, research and collaboration. Though
the Act was silent on it, the University has created an environment that reflect
“African culture...through flora, fauna, geography and ecology” (Hagan, 2009) in
the likes of sculptures, art galleries, theatre buildings, parks and historical
buildings, museums and libraries. All these were to create an enabling condition
for academic and non-academic staff to “appreciate not only the ingenious human
adaptation to the physical conditions of the environment but also to the aesthetic
and other values projected in the features and configurations of material cultures
within the community” (Hagan et al., 2009, p. 9).

Another educational organisation was the School of Music and Dance,
University of Ghana which was established in 1962 and subsequently renamed
School of Performing Arts in 1977. There was the urgency to get the younger
generation and the society to recognise and appreciate their culture, study,
participate in them, apply its values and contribute to its growth while passing it
on (Addy, 2009). The School, which comprises the Departments of Dance
Studies, Music and Theatre Arts, provided and continues to provide core courses
for diploma, bachelor and post-graduate degrees in Music, Theatre Arts and
Dance apart from the Bachelor of Fine Arts (BFA) and Master of Fine Arts
(MFA) degree programmes. Occasionally, it organises one-year certificate
courses in Theatre Arts for foreign students on special admission, training
programmes for teachers and schools, amateur drama groups, choirmasters and

singing groups (University of Ghana, 2012) apart from the innumerable expertise
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which the School has churned out to fill spaces in the performing arts sector of the
Ghanaian economy.

In 2004, a Theatre Studies unit was added to the Department of Music
(now Department of Music and Dance) at the University of Cape Coast as a
means of expanding the market for arts teaching, practice and research. While the
Music department strived to provide the space for critical reflection and debate
about music and dance and their social, aesthetic and cultural role; seek dynamic
ways of restructuring programmes and projects to respond to contemporary needs
of society and undertake relevant research and documentation in music and dance,
the Theatre Studies unit (now Department of Theatre and Film Studies) seeks to
produce graduates with the expertise to lifting high, Ghanaian cultural art forms
for documentation, revival and promotion through research, production and
performances (University of Cape Coast, 2015).

Asiedu (2009) cites Barber et al. (1997) who posit that the arts sector, after
independence boomed in Ghana “where artists lived off their art” amidst the “over
200 hundred concert party troupes registered in the country”. Cultural activities
and the arts formed integral parts of national events. There were “...traditional
drumming and dancing, traditional dances designed to enable dancers to learn
variety of dances, choral music, pure drama, puppet theatre, fine arts and
orchestral music rehearsals™ for free in most of the regions (NAG/RG3/733:19 as
cited in Botwe-Asamoah, 2005).

Challenges began to cripple the very existence performing arts sector and

the promotion of artistic products and services with the advent of new media
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forms especially during the latter part of the 1990s. Threats from new digital
media organisations and new market spaces resulted in a paradigm shift. Changes
in artistic preferences, needs and wants of the audiences continue to influence the
content and marketing approach of products and services offered by these digital
media houses and webpages on the internet. Marketing power has, therefore,
shifted to the audience empowering them as to which artistic offerings to choose
(Hooley, Piercy and Nicoulaud, 2008; McLeish, 2011). All these have affected
and still affect the growth and sustenance of arts market especially in the live
artistic performance sector. In this regard, artists, cultural entrepreneurs,
performing artists and mediators alike constantly strive to improve not only on the
quality of their products and services, the production processes, their brand
identity but most importantly on the marketing strategies they employ, in order to
realise sturdy growth and sustenance of a competitive market for the arts and
culture. Though the artistic product or service may be of quality and of taste, the
artist needs to understand the market in order to present value for the audience.
This is crucial to the growth and sustenance of the arts market in Ghana.

The artist and arts managers are endowed with creativity, innovation and
artistic expertise which are often considered springboards to achieving artistic
outputs. Mandel (2016) notes that artistic outputs are of double character (serving
as individual consumer good as well as social good) often unstandardized (every
artistic product is one of a kind) and may not be compelled to fulfill the taste of
the broader consumer base. They may also possess distinct traditional, cultural or

symbolic flavour, which arouses the interest and matches the emotional needs and
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aesthetic tastes of discerning customers in specialized niches of domestic and
export markets (UNCTAD/WTO (ITC) and WIPO, 2003). Notwithstanding these
special characteristics and qualities of the artist, arts manager, artistic and cultural
goods and services, expanding and sustaining their market are characterised by
threats from within and without (Howard, 2016; B. Mandel, 2012b, 2016a, 2017)
or better put, attracting and retaining artistic consumers are daunting tasks in an
overcrowded marketspace, where consumers find ample choice and alternatives
and where competitors are constantly searching for successful product trends
(UNCTAD/WTO (ITC) and WIPO, 2003). Marketing strategies for the arts
definitely need to adapt to current needs and demands of the audience.

From the foregoing, the performing arts are meant for consumption and
without the audience such an activity cannot take place. One major means to get
the audience to consume arts products and services is through audience
development and engagement. Audience development describes the strategies
used by arts and cultural organisations to discover and maintain new and old
audiences respectively and according to Mandel (2012), it is the “most sought-
after knowledge resource in the field of arts management” in Germany. In preface
to this, | assess the consumption patterns of the audience which appear to trigger
the attention given to audience development within the arts sector.

Strategies for Performing Arts Marketing / Audience Development

Before | move on to discuss literature on arts marketing and audience

development, I will first elucidate some of the determining factors or motivators

of audience development. For example, a decline in arts consumption may be as a
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result of some consumption barriers which will ultimately drive arts organisations
to re-evaluate their audience development strategies.
Performing arts consumption

The decline in the patronage for performing arts offerings has been a
major concern to the entire artistic fraternity (Cogman, n.d.; Craik, 2007,
Kershaw, Johanson, & Glow, 2012; Mandel, 2012, 2016a; Scheff & Kotler, 1996;
Steidl & Hughes, 1999; Walmsley, 2016). Many reasons are attributed to this
phenomenon. The first is the increasing rate in the number of artists and arts
organisations within the marketspace. This increase has also resulted in the
creation of a wider market space occupied by diversity of products and services
which in turn give more power to the audience when it comes to choosing artistic
product (Mandel, 2012; Scheff & Kotler, 1996). The effect is the constant rise in
competitions among artists and organisations as the struggle to develop and
sustain their audience (Klein, 2019; Mandel, 2012, 2016a; Walmsley, 2016).

It is worth stating that these changes were predicted by Alvin Toffler
several years before their emergence. Toffler predicted that traditional media for
audience reception (Toffler, 1980) may prove obsolete for such a purpose in
subsequent eras to come. For example, the internet has now shifted audiences
from being just consumers to prosumers. That is, audiences are more than
consumer only; they now contribute to the production process before consuming
the product or service (Mandel, 2012; Toffler, 1980). Initially, the audience was a

prosumers then became a consumer of a finished product at a point in time and
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has move back to be a prosumers again. This is well explicated in Alvin Toffler’s
The Third Wave.

The concept of prosumers was introduced by Alvin Toffler in his book,
The Third Wave in 1980. Toffler explicates the idea of the producer and consumer
amalgamation during the period when society began to shift towards the post-
industrial era. He notes that the “First Wave” exhibited more of prosumers than
consumers in that most people were consuming what they produced than
consumed what others produced. This meant that there were both prosumers and
consumers before the era of industrialisation which identified the “Second Wave”.
The Second Wave projected a market sphere that separated the producer from the
consumers. This new wave reinforced several economic definitions and practices.
Toffler (1980, p.284) notes: “The very word ‘economy’ was defined to exclude all
forms of work or production not intended for the market, and the prosumers
became invincible”. The latter part of the 19" century (depicting the third wave
era) saw another paradigm shift towards “prosuming” (Toffler, 1980) where
people began to perform for themselves services that were hitherto performed for
them by others thus, shifting some production from the production sector to the
prosumers sector. This very change transformed the market sphere and as Toffler
notes, the passive consumer has shifted to be an active prosumers, blurring the
lines between the producer, consumer and prosumers.

The performing arts market is not exempted from the rippling effects of
the Third Wave where emphasis is placed on co-creation and co-production

(Chaney, 2012; Crowdtap, 2015; Gummesson & Mele, 2010; Mandel, 2016b;
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Prendergast, 2004). In the midst of these effects, most arts organisations
(especially for-profit organisations) are adopting new strategies that will help in
the sustenance of their consumers amidst an “army of interactive prosumers”
(Mandel, 2012) which the almost obsolete traditional audience reception methods
may have little to prove. New market trends and production processes continue to
produce a number of different ways of viewing the audience. To Mandel (2012),
the audience is viewed as consumers and users; as recipients who relate to and
complete the work of art; as prosumers who have an influence on the product and
as critical citizens who are involved in shaping cultural life. Based on these
differences, performing arts managers and producers are faced with challenges as
to which marketing approach to choose in order to best position themselves for
their potential and target audience. They have a daunting task to reflect on the
needs and wants of the audience before choosing a performance because without
the audience, an arts product or service may pass for a rehearsal. More so, issues
presented in artistic products are representation of the life of the audience and as
such constitute an important part of the needs and desires of the audience.
Previously, most arts managers were able to tie down audiences with seasonal
tickets or subscriptions to events but changes in time, taste and demands have
made people want to keep their freedom and or have the ability to choose events
at will (Klein, 2019).
Benefits derives from performing arts products and services

Performing arts products and services are consumed by audiences for

varied benefits. The consumption of artistic products and services can result in
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quality life, provide opportunities for social connection and engagement with
interests of the past and most fundamentally, provide potentials for enhanced
means of expression (Loewy, Torossian, Appelbaum, Fleming & Tomaino, 2019).
Several studies have revealed other benefits derived from the consumption of
artistic products. McCarthy, Brookes, Lowell and Zakaras (2001), for example,
propose a framework which outlines the diverse benefits of artistic product or
service. The framework includes both intrinsic and instrumental benefits of arts
and how they discriminate among the ways they affect the public welfare. It also
acknowledges that the arts can have both private and public value and can also
have differences in benefits on the basis of whether they are primarily of private
benefit, public benefit or a combination of the two. From the framework,
McCarthy et al., (2001) present the instrumental benefits of the arts on top and
intrinsic benefits on the bottom, both “arranged along a continuum from private to
public” (p. xii). On the private end of the continuum are benefits mainly of value
to individuals. On the public end are benefits largely of value to the public or the
community as a whole. In between are benefits that both augment individuals’
personal lives and desirable spillover effects on the community. The framework is

presented in the figure below.
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Framework for Understanding the Benefits of the Arts

Instrumental benefits
Improved Improved Development of
test scores self-efficacy, social capital
learning skills, .
health Economic growth

Private benefits

Private with public Public
benefits P benefits
spillover
Captivation Expanded capacity Creation of social

for empathy bonds
Pleasure Cognitive growth Expression of

communal meaning
Intrinsic benefits

Figure 5: Framework for understanding the benefits of the arts
Source: McCarthy, Brookes, Lowell & Zakaras (2001)

Findings from a study by Mandel (2018) also revealed other forms of
benefits audiences derive from their encounter with artistic offerings. These
included aesthetic pleasure (enjoy the beauty of the form), educational benefit
(learn or understand something), image benefit (certain art forms fit self-
presentation and show a certain life style) and social benefit (art attendances to
meet people). It is worth stating that these benefits derived from the consumption
of artistic offerings also aid arts organisations, first and foremost, to
distinguishing the mission of arts organisation (whether it is for-profit or not-for-
profit), whether there is the need for public funding or not and secondly, the
marketing strategies which are feasible to achieving identified missions.

To the audiences, these values define their relationship with artistic
product. That is, an audience is motivated to patronise an offering based on the

intrinsic and extrinsic values embedded in the arts form. The diversity
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characterising these values account for the diverse reasons for which the
performing arts are consumed or appreciated as captured in studies on motivations
for artistic patronage (Eurobarometer TNS Opinion and Social, 2013; Saayman,
2011; Walmsley, 2012).

Motives for artistic consumption

Several studies have been conducted on what motivate the consumer to
patronise arts offerings. Crompton and McKay (1997) identified cultural
exploration, novelty/regression, recover equilibrium, known group socialisation,
external interaction/socialisation, and gregariousness as motives for festival
visitors in San Antonio in Mexico. Swanson, Davis and Yushan Zhao (2008)
stated that education in the arts acted as a major motivator for arts patronage.
Saayman (2011) also conducted a study on motives for attending the Cultivaria
arts festival and realised that a combination of intrinsic (escape and cultural
exploration) and extrinsic (event attraction) motives played a role in the decision
to visit Cultivaria. This confirmed findings by various researchers such as Willis
and Snowball (2009) and Woo, Yolal, Cetinel and Uysal (2012) who all indicated
that escape remained the most common travel motive in tourism.

After exploring the fundamental drivers behind theatre-going at
Melbourne Theatre Company and West Yorkshire Playhouse in 2010, Walmsley
(2012) pointed out that the key motivating factor for participants was the pursuit
of emotional experiences and impact. This contested previous findings in other
arts and leisure sectors which prioritised escapism (Saayman, 2011) and enhanced

socialisation (Eurobarometer TNS Opinions &Social, 2007). The paper concluded

74



that motivation should be regarded as a construct determined by a complex
combination of drivers and that theatre organisations must invest time and money
in customised motivational segmentation and in enhancing the audience
experience.

In another context, empirical results from a research conducted by
Eurobarometer TNS Opinion & Social, (2007; 2013) revealed that while some
audiences attended performances in order to have a good time with family and
friends, meet other people or the right people, relax or experience live
entertainment for aesthetic pleasure, others patronised for the feeling of personal
empowerment, gaining new perspectives of life acted as motivators and without
which they would not patronise the arts. These findings were validated by a study
conducted by De Rooij and Bastiaansen (2017) which revealed that some
audiences consume the performing arts for its cultural aesthetics which they
distinguished to be of artistic value and enjoyment of beauty. Besides, cultural
relaxation, cultural stimulation, social bonding, social attraction, social distinction
and social duty were also outlined as basic reasons for arts participation.
Rajendran and Indapurkar (2018) also concluded that the upbringing and exposure
of the personality to cultural expressions constituted major motivations for arts
patronage. To this end, motives can be said to be a vital area for assessment in
audience development and management. Arts organisations’ ability to identify
and understand the motives of their will facilitate their audience development

strategies. Despite these benefits and motivations, barriers to artistic attendance
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are inevitable (Kershaw et al., 2012; Mandel, 2019; The Wallace Foundation,
2012).
Barriers to arts consumption

There are many barriers that hinder the arts audience from participating in
artistic programmes (Eurobarometer TNS Opinion & Social, 2013; Harlow, 2014;
Kershaw et al., 2012). These barriers to participation in the arts are complex and
are based on deeply entrenched experiences and beliefs (Kershaw et al., 2012).
Some audiences, according to findings from Kershaw et al. (2012) are barred by
spaces that house the artistic products and services and the types of artistic
practices offered. Findings from a study by Kay, Wong and Polonsky (2008)
which outlined cost of performance, time constraint, product and personal
interest, personal access to artistic products as possible barriers to arts
participation in Hong Kong. These findings were confirmed by findings from the
2013 report of the National Endowment for the Arts. The report offered extensive
insight into the reasons why people do not attend arts events. The survey
demanded from participants what hindered them for patronising the arts. Most
participants cited lack of time, unfavourable locations for arts performances, not
having companion, thwarted interests in the arts and lack of access to artistic
offerings as barriers to arts participation (National Endowment for the Arts,
2013).

A report by Eurobarometer TNS Opinion & Social (2013) also revealed
that most European audiences did not patronise the arts due to lack of financial

resources, lack of time, absence of interest, low cultural education on the part of
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most audiences, no knowledge about certain cultural offers or how to organise the
cultural visit. Some of these findings were similar to some of the projected
findings in a report by Consumer Search Hong Kong (2018). Employing multi-
method data collection techniques, Consumer Search Hong Kong Limited (CSG)
undertook an Arts Participation and Consumption Survey to identify and profile,
enhance and expand arts participation and to produce arts indicators for
understanding the arts development in Hong Kong. From the study findings,
many of the participants expressed the lack of enough knowledge to appreciate
arts works, their difficulty to comprehend artistic representations and the
assumption not to know certain art rituals in order to feel incompetent and out of
place. Other participants added that artistic presentations were not only boring or
did not satisfy their need for entertainment and relaxation but hardly reflected
contemporary social cultures and values which they could recognise as part of
their own life.
According to the 2015 report of Creative Europe, barriers to arts
participation can be categorised into:
physical and financial barriers (indeed, such barriers are still among the
main obstacles compromising the accessibility of heritage organisations,
especially in the case of “disadvantaged” groups), while only recently
greater attention has been devoted to more “intangible” kinds of barriers,
such as sensory and cognitive barriers, cultural barriers (i.e. individual
interests and life experiences), attitudinal (having to do with the
organisation’s culture and overall atmosphere), technological barriers (e.g.
the inadequate use of ICTs to facilitate accessibility to the organisation’s
programmes), psychological barriers (e.g. the perception of cultural
organisations as elitist places, targeting the well- educated and
sophisticated people; the refusal of specific forms of cultural expression,

perceived as uninteresting or offensive; the low priority given to cultural
participation) (European Commission/Creative Europe, 2015).
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From the analysis so far, some audiences do not participate in the arts because arts
products may not reflect their needs and taste or remoteness of performance
spaces to patrons. Other audiences attribute their non-participation to lack of
cultural education, time and timing for cultural presentations. In the case of
“high” arts organisations in Western countries, Court (2001) notes that new
challenges that affect arts patronage were demographic and cultural changes as a
result of immigration, globalisation and digitalisation. Other notable challenges
were changes in cultural interests and the understanding of arts and culture;
increasing homogenisation of arts audiences along with increasing social divide
with new generation of arts patrons becoming increasingly less interested in the
offer of publically financed arts and cultural organisations. They preferred
different cultural forms like popular music, comedy shows, computer games
which Mandel (2016) categories as “low” arts or entertainment. The diversity in
motives and barriers has resulted in the search for appropriate audience
development and engagement strategies. These strategies, according to Urban
Paradoxes (2018), must create an open and welcoming atmosphere in order to
minimise some of these barriers to participation. This means that arts
organisations need to employ a social invitation approach which relies on
communication to be powerful enough to circumvent all sorts of barriers. That is,
the audience needs to understand the ‘language’ of the organisation and the

‘codes’ of cultural participation (Urban Paradoxes, 2018).
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Audience development: Definition and goals

The decline in the patronage for performing arts offerings has been a
major concern to the entire artistic fraternity (Cogman, n.d.; Craik, 2007
Kershaw, Johanson, & Glow, 2012; Mandel, 2012, 2016a; Scheff & Kotler, 1996;
Steidl & Hughes, 1999; Walmsley, 2016). Many reasons attributed to this are not
limited to the increasing number of artists and arts organisations populating the
marketspace which has, first, resulted in a wider market space occupied by
diversity of products and services which in turn give power to the audience to
make choices (Mandel, 2012; Scheff & Kotler, 1996). Second, the populated
space gives constant rise to competitions among artists and organisations in the
area of audience development (Klein, 2019; Mandel, 2012, 2016a; Walmsley,
2016). Initially, arts managers were able to tie down audiences with seasonal
tickets or subscriptions to events but changes in time have made people want to
keep their freedom and the ability to choose events at will (Klein, 2019).

In recent times, most arts organisations have bought into the idea of
audience development based on a number of assumptions which were summed up
in a study by Kawashima (2000): The liberal humanist ideal of culture for all,
barrier removal as the key to audience development, cultural participation
contributing to the problem of social exclusion. These assumptions have defined
the demands, criteria and objectives of funding bodies for arts organisations
which arts organisation are to meet before funds are allocated. A typical example
is project by findings from a study conducted by Arts Queensland (2014) on

“Funding program selection criteria checklists”. Findings from the study revealed
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that arts organisations applying for funding had to show how inclusive and
accessible the programmes are for socially diverse audiences and communities,
how much they devote to and invent in arts education, participation and
engagement, their understanding and response to audiences, their level of and
plan for participation and how they prove their understanding of efficient
community engagement processes. From the findings, the study identified four
generic arts funding criteria - artistic quality; audiences and proof of demand,
reach and access; viability; and market development — as critical arts funding
criteria Arts Queensland (2014). Audience development has, therefore, become a
matter of survival for (some) arts organisations and a matter of taking
responsibility for wider (not primarily arts-related) political, social and even
demographic changes (Urban Paradoxes, 2018) and appears to account for the
high number of studies in audience development (Fanizza, 2014), arts
management and marketing practices (Mandel, 2012).

According to (Urban Paradoxes, 2018), there is no universal, clear-cut
definition of audience development. The term can describe all activities employed
to specifically meet the needs and demands of existing and potential audiences
and to help arts and cultural organisations to develop on-going relationship with
audiences (Art Council England, 2011). The Canada Council for the Arts sees
audience development as a long-term process of encouraging and assisting people
in the community to become engaged in the arts and more deeply involved in the
arts. To Fanizza (2014), audience development uses the 4Cs (community,

connections, collaborations and caring) to build relationships with existing and

80



potential audiences, through the use of specific audience relations programmes in
order for them to become more involved with an organisation or art form. Among
the activities used in audience development are aspects of marketing,
commissioning, programming, education, customer care, distribution, public
relations. This study adopts the definition of Creative Europe because it is a
“trigger for organisational, social and artistic/cultural changes” (European
Commission/Creative Europe, 2015, pp. 4-5) and encapsulates major elements of
all other definitions. Creative Europe/ European Commission (2015, p. 5) posit:
Audience development is a strategic, dynamic and interactive process of
making the arts widely accessible. It aims at engaging individuals and
communities in experiencing, enjoying, participating in and valuing the
arts through various means available today for cultural operators, from
digital tools to volunteering, from co-creation to partnerships. Audience
development can be understood in various ways, depending on its
objectives and target groups: increasing audiences (attracting audiences
with the same socio-demographic profile as the current audience);
deepening relationship with the audiences (enhancing the experience of
the current audiences in relation to a cultural event and/or encouraging
them to discover related or even non-related, more complex art forms, thus
fostering loyalty and return visits); diversifying audiences (attracting
people with a different socio-demographic profile to the current audiences,
including people with no previous contact with the arts).
From the series of explanations and definitions, audience development aims at
enlarging audience in quantitative terms (using direct marketing strategies),
deepening relations with existing audiences through special services, enriching
the experience of visitors using arts educational approaches and diversifying the
audience from a cultural policy viewpoint (Bollo et al., 2017; Mandel, 2012).
Planning audience development practices

Every audience development activity needs to be planned. The plan,

according to The Audience Agency (2017), is a route-map for change. It is a
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practical blueprint for growing audiences, increasing reach, building deeper
relationships and doing those things to the best of an organisation’s abilities and
resources, through the combined effort of colleagues and stakeholders. Audience
development plan guides activities of an organisation in line with its objectives,
assisting the organisation in prioritising its audience development activities in
consonance with the allocation of its resources according to its priorities (Boiling,
2016).

Audience development plan builds on two main components which are the
philosophy of valuing audiences and bringing them closer to the centre of the
organisation’s activities and finding the right practical tools to reach and engage
these audiences (Boiling, 2016). She further adds that audience development
becomes effective when it involves the whole organisation; planned and strategic,
flowing from the organisation’s objectives. Bergauer (2017) argues that audience
development is not about assumptions; it is about researching and listening to the
audience about their needs and demands (Boiling, 2016). Bergauer (2017)
explains this when she cites an example with most organisation assuming the
bigger one database, the safer one is with ones audiences. She disagrees to that
assumption in that, bigger databases do not implicitly mean organisations are
serving more people as per their assumption. A bigger database, according to her,
often means organisations served a lot of people once.

Planning is important when an organisation wants to create relationship
and not transact only with its audiences. It provides an organisation with options

to which segment of audience to develop, products or service to render and how
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that could be tallied to the objectives of the organisation. It also provides a clear
return on investment be it social, cultural or financial (Boiling, 2016).
Dimensions to audience development

Kawashima (2006) posits that audience development comprises audience
education, taste cultivation, extended marketing and cultural inclusion as

illustrated in the figure below.

Target Form Purpose®
Extended Marketing Potential attendee, The same product Financial, artistic
Lapsed attendee offered, but with

improvement to cater
for the target

Taste Cultivation Existing audience Introduction to different  Artistic, financial (and
art forms and genres educational)
Audience Education  Existing audience The same product Educational (and
offered with extensive  financial)
education
Outreach People unlikely to Bringing arts projects Social
attend (e.g., in deprived (often participatory)
communities) outside

Figure 6: Different types of audience development
Source: Kawashima, 2000

From the figure, the targets for extended marketing type are potential audiences
and those audiences who have once patronise the arts but have stopped. The
purpose for this type of audience development is for either expansion in artistic
experience or financial gains. Current audience types are the target for taste
cultivation where audiences are introduced to a variety of artistic products and
services either for artistic appreciation, arts education or financial reasons.
Audience education is also used to educate existing audiences on the prospects or

roles of the arts in social, cultural and economic development while outreach
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activities cater for the deprived in society or people who are unlikely to attend arts
programmes. They are mostly for social intervention purposes.

From the European Commission Report (2015), audience development
aims at increasing or developing audiences, diversifying audiences and deepening
relationships with existing audiences. Interestingly, most arts organisations rely
mostly on one or a combination of two of the dimensions but Urban Paradoxes
(2018) proposes that audience development is sustainable when these three
dimensions are combined though an organisation’s policy aims will determine
which of the dimensions should be central in its approach. For example, if an
organisation primarily wants to target non-attenders, it can focus on cultural
inclusion and extended marketing but in the event that the organisation wants to
target existing audiences, it would need to engage in taste cultivation and
audience education (Urban Paradoxes, 2018).

Bollo, Da Milano, Gariboldi and Torch (2017) lament that until recently,
audience development frames (the Ansoff Metrics which was adapted in studies
like Kawashima (2000), European Commission (2017), The Audience Agency
(2017) to describe the relationship between the audiences), according to Bollo et
al (2017), presented a complex audience-related strategies that was adopted by
most cultural organisations and scholars in audience development practices and
research. Unfortunately, the framework proposes audience development strategies
that often address only one quadrant or audience type. Usually, special funded
projects focused on hard to reach audiences, avoiding audience development as a

whole strategy addressed to all audiences including current ones (Bollo, Da
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Milano, Gariboldi, Torch, et al., 2017). The figure below illustrates target

audience and purposes in an articulated strategy.

A
Z
Cultural
Extendgd Inclusion
marketing
Hard-to-reach

i Easy-to-reach No previous

3 potential / lapsed

< contact
E : 4 4

Audience
education Taste
Cultivation
Current

= audiences

b=

@

x

w

l =N
Existing Cultural offer New

Figure 7: Target audience and purposes in an articulated strategy
Source: Bollo et al., 2017

To Bollo et al. (2017), audience development frameworks must factor in
all types of audeinces and not be skewed to only a quadrant of an audience type.
To this end, all the types of audiences, audience by habit (people who usually
attend and/or participate in cultural activities, whose barriers to access are
relatively easy to overcome, and towards whom different strategies are possible,
like audience education to attract similar audiences not currently participating;
taste cultivation to increase and diversify content and attendance. “Habit” in their
framework means that those audiences are familiar with the same idea of being an
audience, therefore cultural experiences are not just something they are used to

do, but much more a part of their identity and self-perception); audience by
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choice, (people who are not used to participate for reasons of lifestyle; lack of
opportunities or financial resources; those for whom participating is not a habit, or
who rarely choose to attend a show or a concert, but don't have any particular
social or cultural disadvantage; to engage them different strategies are possible, as
extended marketing but also education and participatory approaches) and
audience by surprise (people hard to reach/indifferent/hostile who do not
participate in any cultural activity for a complex range of reasons, related to social
exclusion factors, education and accessibility. Their participation could hardly be
possible without an intentional, long-term and targeted approach) must be
captured in an audience development strategy.They, therefore, reframe the above
framwork to create a situation where widening, deepening and diversifying
strategies in audiences development are reinterpreted to create a slight

overlapping as is presented in figure 5.
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Figure 8: Re-framing Audience Development objectives within a strategy
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Source: Bollo et al., 2017

According to Bollo et al. (2017), widening as used in the framework refers
both to current audience, audience by habit (increasing the audience of the same
kind as the one who is attending today), and that part of audience by choice who
has different or one-time cultural consumption (attracting audience). Deepening is
used for strategies that address current audiences, that is, those who by habit,
already value cultural practice but who can be more engaged in the perspective of
taste cultivation (deepening and diversifying their cultural consumptions).
Diversifying refers both to strategies addressed to audience by surprise and to
those audiences by choice that have no or little chance to participate in the arts.
Approaches to audience development

From a review of literature, Urban Paradoxes (2018) identifies two distinct
approaches to audience development; marketing-oriented approach and holistic
approach. The marketing-oriented approach to audience development aims at
developing new audiences and focuses on arts attendance with the primary goal of
increasing the number of people attending. In this case, arts organisations can
utilise dimensions such as ‘building audiences’ and ‘diversifying audiences’ but
the role of the audience remains passive (Urban Paradoxes, 2018). Regarding the
holistic view on audience development, arts organisations can involve the
audience through audience engagement. To this end, audience development is
seen as “holistic: that is, as a continually, actively managed process in which the

entire arts organisation is involved. It includes aspects of marketing,
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commissioning, programming, education, customer care and distribution” (Urban
Paradoxes, 2018).

Similar to the holistic approach projected by Urban Paradoxes (2018),
Mandel (2012, p. 3) posits that “audience development combines elements of arts
marketing, public relations and arts education based on more-or- less
systematically collected findings about current and potential audiences”. Hayes
and Slater (2002) also point out that mainstream marketing for artistic products
and services is to enlarge and secure financial sustainability while the cultural
policy or missionary approach is used in broadening access or reaching certain
under-representative groups for social reasons, public legitimacy. The
Kawashima's approach (2000) as cited in (Bollo, Da Milano, Gariboldi and Torch,
2017) advocates for the use of extended marketing (reaching people with affinity
for arts who have not yet been reached or were former visitors), audience
education (taste cultivation and arts education) and cultural inclusion in audience
development.

Mandel (2009) as cited in Mandel (2012) asserts that audience
development relies on a “number of branches of interdisciplinary arts
management: ... arts marketing, which takes a commercial approach; Public
Relation, which uses communication science to shape public awareness; arts
dissemination and education, which often involve aspects of arts theory, social
science, educational research and cultural policy; and research into arts
participation, which tends to apply the methodologies of empirical social

research” (p. 3). Public relations, to Mandel (2009), involve the management of
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communications and the building of good and trustful relations between arts
organisation and its different public stakeholders. It also encapsulates the process
of informing the general community about artistic and cultural events; building up
a unique profile and a positive image of an arts organisation based on a clear
corporate identity and cultural branding by arts organisations (Mandel, 2009).
Public relations does not only concern itself with creating audiences’ trust in an
organisation, creating long lasting relations with different target groups based on
the principle of dialogue but also stimulating discussions about arts and culture
and their role in society.

Arts education and intervention as an approach is employed to build links
between arts production and arts consumption/reception; make people understand
and appreciate certain art forms (giving expert knowledge, explaining/teaching);
to stimulate artistic and creative activities of people who are not yet in touch with
arts and culture to use arts and culture for their own liberation, to become more
creative and in general terms, to be more self-confident to create things (Mandel,
2009). Mandel proposes arts education methods such as personal mediation
through guided tours; talks; creative workshops; media mediation in the forms of
written information (leaflets; brochures, billboards); audio guides and computer
games. Others include curatorial mediation in the forms of dramaturgy, new
formats and special events.

Borwick (2012a ; 2012b) proposes cultural community building and
regional /city development instead of audience development. In Building

Communities, Not Audiences: The Future of the Arts in the United States, he
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recommends that established arts organisations, for practical and moral reasons,
need to be more deeply connected to their communities. It serves as an essential
primer for any member of the arts community — artist, administrator, board
member, patron, or friend — who is interested in the future of the arts in the U.S. It
also provides new ways of looking at the arts as a powerful force for building
better communities and improving lives. Cultural community building approach
helps arts organisations in bringing people together using artistic/ cultural event in
order to foster a feeling of belonging and common cultural identity. It also
encompasses arts based projects/programming which is purposely designed to
address community issues. Regional/city development in collaboration of artists,
arts organisations, social organisations, public policy and administration, private
enterprises (“creative place-making”) Nation Building Cultural Activism for
political change Practices “which help in overcoming poverty and disadvantage,
knitting society together at the grass roots and deepening democracy”.

Audience development is currently understood as a deliberate, strategic
process of creating meaningful, long-term connections between people and arts
organisation (Urban Paradoxes, 2018). In these instances, the role of the audience
is active and may take on different forms and the engagement can occur in all
stages (Urban Paradoxes, 2018) of what the European Commission (2012, p.5-7)
as cited in Urban Paradoxes( 2018) called the artistic value chain: upstream in the
organisation’s creation, programming and production processes, midstream in the

artistic process, and downstream in participatory activities with the artistic work.
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Strategies for audience development

Some recent studies explored arts marketing strategies for audience
development and sustenance by identifying areas of poor customer value creation
and its effects on the market of the arts. The main argument is that most artists
and arts managers constantly promote products and services without taking into
consideration the needs and wants of the audience (Achrol and Kotler, 2012;
Bernstein, 2007; Kotler and Armstrong, 2010; Kotler, Burton, Kenneth Deans,
Brown and Armstrong, 2013; Scheff and Kotler, 1996). Branding, communication
and attention (viral marketing, guerilla marketing), community outreach,
relationship strategy, mediation and education strategy, cooperation and
collaboration (Key Worker and Arts Ambassadors) and programming are other
viable strategies arts managers and artists can explore (Hadley, 2017; Kawashima,
2006; Mandel, 2016b).
Branding

The American Marketing Association (2008) defines a brand as a “name,
term, sign, symbol or design, or a combination of them intended to identify the
goods and services of one seller or group of sellers and to differentiate them from
those of other sellers”. Swaminathan, Sorescu, Steenkamp, O’Guinn and Schmitt
(2020), however, are of the view that brands are more than symbols attached to
products owned by individual firms. They can also be ideas, persons, and places
which are needed to fulfill a broader mission and purpose. Thus, a brand may
serve as a medium through which an artist or organisation deepens existing

relationship with audiences in order to build and expand his or its audience base.
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Mabbitt (2012) thus, emphasises personal branding as a step to self- promotion
and to building audiences. Personal branding showcases the product and what the
product is all about in order to build and sustain relationship with new and
existing audiences. Though McKenzie (2016) disagrees with the assertion that
branding is a marketing strategy, his proposition that an organisation’s brand is
how it or its products are known or perceived in the marketplace connotes that
branding can act as a marketing strategy. Contemporary branding, he asserts, must
include product or service of the organisation, the quality provide, customer
relations and the total experience provided by an organisation.

Branding, to Swaminathan et al. (2020), can be used in achieving audience
participation and development. After a re-examination of the traditional roles of
branding where a brand signifies a product and service, places and organisations
which is used for profit maximisation only thus, playing the role of quality signal,
mental cue and instrument of identity expression, Swaminathan et al. (2020)
propose a broader conceptualisation of branding where a brand encapsulates all
the traditional brand entities plus people and idea brands whose objectives are not
only profit maximisation but also fulfillment of purpose-drive mission. This way,
the brand acts as a vessel of social meaning, architect of value in networks, arbiter

of controversy and steward of data privacy as illustrated in the figure below.
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Figure 9: Reconceptualisation of the concept of branding
Source: (Swaminathan et al., 2020)

Communication and outreach

Viral and guerilla marketing are forms of communication and attention
seeking marketing strategies for audience development (Mandel, 2012, 2016a).
despite the considerable uncertainty facing many cultural organisations with
regard to the modes of action and the potential uses of social media in arts
marketing, Hausmann (2010) asserts that more and more cultural suppliers seek to
explore the possibilities of social media for their marketing and communication
objectives. One reason attributed to this assertion is that the web 2.0 enables and
facilitates viral marketing. That is, social media, especially virtual communities
and weblogs, help “cultural organisations reduce uncertainty about quality as well
as behavioural uncertainty on the part of (potential) visitors” (Hausmann, 2010, p.
11). This assertion was validated by a study conducted by Hausmann and
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Poellmann (2013) where findings confirmed that the use of social media by
performing arts organisations in Germany was rapidly growing and that the
majority of theatres used at least one application type with Facebook being the
most popular one. The findings further revealed that social media can effectively
support the marketing of performing arts organisations with regard to promotion
and communication, stimulation of word of mouth, market research and
innovation management as well as reputation management of arts organisations.
Other scholars look at the interplay of arts education and digital media in
engaging young audiences (Cowden, 2014; Walmsley, 2016). Taking the findings
of the economics of information approach into account, Hausmann (2010)
concluded in his study that social media helped cultural organisations reduced
doubts about quality as well as behavioural uncertainty on the part of (potential)
visitors and despite the clear limitations to their use, especially for smaller
cultural organisations, they have potentially positive effects on referral activity
and the access to (primarily young) target groups. Results from a study conducted
by Cowden (2014) in Iceland also showed that social media marketing was used
mainly for retention, with traditional marketing used for acquisition. “From arts
marketing to audience enrichment: How digital engagement can deepen and
democratize artistic exchange with audiences”, Walmsley (2016, p. 66) also
submits that arts organisations can “deepen and democratise critical exchange;
foster slower, more reflective critique; and positively shift perceptions of

unfamiliar art forms amongst non-attenders”. This will happen when Web-usage
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is more interactive with better tools for creative expression such as responsive
digital platforms (Walmsley, 2016).

Outreach has been identified as a good strategy to audience development
and engagement (Borwick, 2012a, 2012b; Forbes Nonprofit Council, 2017).
Borwick (2012a) proposes community outreach as a proactive medium to building
community arts lovers. He noted that outreach provided avenues for artists to
meet audiences before and after artistic events and through question and answer
sessions. He further pointed out that outreach provided the opportunity for arts
organisations to take artistic products and services to the larger community,
creating arts outside of their normal frame, where the audience felt more
comfortable thereby making the establishment of a relationship more possible.
This fell in line with his notion of community outreach as “mission strategy of
building deep relationships between the arts and their communities for the
purpose of achieving mutual benefit, in which the arts and community are equal
partners” (Borwick, 2015). To Borwick (2012b), outreach activities rely on
relationships as the key commodity and emphasise the establishment and
maintenance of long-lasting relations.

Forbes Nonprofit Council (2017) adds that outreach strategies do not just
encourage conversations that help deepen relationships among artists, arts
organisations and the audiences but encourage participation, raise awareness
while providing a face for the artist and organisation. It is a plan designed and

deployed to reach out to all stakeholders of an organisation with the view of
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amplifying organisational presence across multiple channels over a sustained
period of time leading to measurable change in reputation, reach and impact.
Relationship marketing

Comparatively, less research has been done on collaborative strategies for
arts marketing and promotion despite the fact that some arts organisations have
been creating collaboration schemes but not for marketing purposes.
Notwithstanding, there are empirical studies on collaborative marketing in the arts
(Australia Unlimited, 2017; Crowdtap, 2015; Lund & Greyser, 2015; Rexeisen,
n.d.) and relationship marketing (Conway & Whitelock, 2007; Lund & Greyser,
2015; Rentschler & Radbourne, 2008; Rentschler, Radbourne, Carr, & Rickard,
2002). Collaboration within this framework denotes any marketing activity whose
outcome is to create concerted effort, leverage resources to address numerous
problems with a single effort or the practice of marketing with customers
(Crowdtap, 2015). In this case, marketing becomes a shared responsibility, so
does production. It, therefore, calls for collaborative exchange networks to
creating, sustaining customer engagement and changing brand perceptions which
per the rapid changes affecting the economy appears difficult to be handled
single-handedly or pursued by a marketing department (Achrol & Kotler, 2012;
Gummesson & Mele, 2010).

From a study conducted by Hayes and Slater (2002), collaborations among
organisations and their stakeholders assists partners within the collaboration to
better understand their target group’s behaviour, lifestyles and interests. That is,

building interdisciplinary strategic partnerships and collaboration with other
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organisations either in the same sector or across sectors is likely to augment
audience development practices (Urban Paradoxes, 2018). Through such
partnerships, productive marketing strategies such as relationship marketing
(creation and maintenance of engagement with audiences through email
marketing and other strategies that increase the chance of audiences return to an
organisation) rather than transactional marketing strategy becomes the focus of
audience development. From a study conducted by Conway and Whitelock
(2007), subsidised arts organisations are successful in using relationship
marketing rather than transactional marketing because relationship marketing
provided a platform for the building of strong relationships among stakeholders of
the arts and not just between the organisation and the end-user of the arts.
Rentschler and Radbourne (2008) confirmed the above finding when they noted
in their report that relationship marketing was a means to building an enduring
relationship with existing audiences in a long-term viability of performing arts
organisations. That is, it assisted arts managers to decide whether to focus on
catching or keeping customers to maximise earned income (Rentschler et al.,
2002).

Despite the positives surrounding the use of relationship marketing in
tracking and analysing each customer’s preferences, activities, tastes, likes and
dislikes and complaints so that organisations could work within these
characteristics of the audience in order to deliver customer value, Fanizza (2009)
contended that it is the best approach to audience development. She advanced her

argument that audience development was not just about one-on-one marketing as
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with relationship marketing but a process of knowing the patrons in order to build
a sense of partnership between the organisation and the patron, patrons and
patrons thus, building a sense of community among all patrons. Relationship
marketing is “treating the customer as a friend while audience development is
making friends for life with the audience” (Fanizza, 2009).
Cultural mediation and arts education strategy

As a strategy in audience development, cultural mediation acts in building
bridges between the cultural and social realms and also the building of new
relationships between the political, cultural and public spheres (Culture Pour
Tous, n.d.). Its ultimate goal is to make every person, visitor and spectator a true
cultural player through the provision of activities promoting greater community
participation and expression (Culture Pour Tous; Quintas, 2014). Cultural
mediation enables the creation of special settings where artists and participants
merge and fosters personal interaction, learning and citizen engagement while
breaking down psychological and social barriers that exclude certain groups of
citizens (Culture Pour Tous). According to de Oliveira (2015), the artist in
cultural mediation is a mediator, the work is a mediation and opening the
presentational place is an act of mediation. In furtherance to this, cultural
mediation activities can take different forms such as guided tours, hands-on
training and workshops, programmes aimed at school-aged children or the elderly,
or any other activity or programme deemed relevant to the target audience and
through a host of mediation tools such as exhibitions, introductory readings,

brochures, didactic panels and video clips in which the “artist’s biography, the
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nature of their practice, information on when and where the work was produced,
or the context of its presentation, are all keys to understanding the work™ (de
Oliveira, 2015).

To Quintas (2014), cultural mediation is moving from a logic of access to
a logic of participation which he illustrates along two axes in the figure below.
The vertical axis portrays the transmission of artworks and productions framed in
the legitimised organisational cultural sphere. In this case, professional
stakeholders attempt to win over parts of the population who are less familiar with
their world through different means of guidance. Similar to the objectives of art
education, this axis involves sharing knowledge and arousal of individuals’ and
audiences’ capacity for appreciation. The horizontal axis is inclined to audiences’
cultural participation and expression. Collaborating with other social stakeholders,
professionals formulate inclusive and immersive techniques to encourage active
participation by individuals, a strategy similar to that of community education

whose main objective is social and cultural inclusion.
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Figure 10: A logic of access to a logic of participation of cultural mediation
Source: Quintas (2014)
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To Throsby “education in the arts for school children raises cultural
awareness and assists in taste formation, and also lays the foundation for a
potentially more diversified and rewarding cultural life for the individual in later
years” (2010, p. 45). Arts education pursues continuity of the various art forms by
helping in the realisation of cultural rights through cultural knowledge,
involvement, consumption and creation. Through arts and cultural education,
audiences are developed especially at the basic school level where students are
opened to the performing arts. This also helps in taste cultivation while building
artistic consumption patterns among students and the youth who are deemed to
take over from the elderly. Arts education also serves as medium for the removal
of barriers to arts consumption (Kershaw, 2012; Harlow, 2014).

Programming

Programming is used by most arts organisations to build, retain and
develop loyal audience (Cinema for All, 2014, 2015). For example, through
programming, film societies build a regular audience for film in the strict numeric
sense apart from encouraging film audiences to develop their engagement with
film culture by: Enabling access to film, discussion, involvement in choice;
enhancing the experience of audiences through the provision of programme notes,
special events and so on; extending opportunities of members through regional &
national events, access to film professionals and film archives, and accessing
Cinema For All provision of advice, information and training (Cinema for all,

2014).
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Most film societies utilise programming to enable access to film products
through formally and informally, discussion of film including an evaluation of
what has been seen, speculation about what might be seen and connection of what
has been seen with other experiences (Cinema for all, 2014). To this end,
audience members develop ambitions about what might be seen, and how it might
be organised with some moving beyond this to active involvement (Cinema for
all, 2015). For many, the ability to articulate a choice, and have it heard, and taken
seriously, is engagement enough (Cinema for all, 2014; 2015) and an
encouragement to always patronising film products. Programming, according to
(Cinema for all, 2014; 2015) has an explicit educational intent (film education)
which aids audiences to broaden and deepen their knowledge and understanding
of film. To this end, most film societies issue programme notes which provides a
brief introduction to the film to audience members or an informal chat together
with audiences in order to deepen the experience and increase the trust which
underpins a society’s operation (Cinema for all, 2014). The “programming
challenge is to know and understand your audience, to appreciate and work within
the programming ethos of your own film society, and to recognise the developing
tradition of film society culture as a national organisation” (Cinema for all, 2014,
p.5).

From the foregoing, audience development can employ a series of
methods such as visitor’s and non-visitor’s research, new ways of communication
(like Guerilla Marketing), new ways of distribution (like outreach, open air

events), installing special arts education programs (like guides tours; creative
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work shops), creating new services (like public cafés with a special atmosphere),
establishing cooperation with organisation like schools, firms, sport clubs,
installing Key Worker and Arts Ambassador, involving new audience groups in
co-creating, curating programmes, establishing attractive and relevant
programmes for new target groups and practising Organisational Change
Management processes: a more diverse staff , less hierarchical structures (Kruger
& Saayman, 2019; Mandel, 2012, 20164, 2019; Saayman, 2011).

To sum up, audience development strategies are vital media to creating
deeper relationships with patrons of the arts. Barlow and Shibli (2007), however,
point out that there is no successful ‘one size fits all’ approach to audience
development. They, therefore, suggest that the identification of local strengths and
a strong commitment to building relationships with target and potential audiences
are fundamental factors in finding the right approach to successful audience
development.

Collaboration and collaborative strategies to audience development

Some scholars argue that collaboration, cooperation and partnership which
are often used interchangeably create series of misunderstanding though all the
concepts hinge on relationship between individuals or entities in organisations
(Camarinha-matos & Afsarmanesh, 2008; Child & Shaw, 2016; Denise, 2008;
Gibson, Hardy, & Buckley, 2014; Lai, 2011; Schottle, Haghsheno, & Gehbauer,
2014; Stoner, 2013). In Encyclopedia of Networked and Virtual Organisations,
Camarinha-matos & Afsarmanesh (2008) attempt a clarification of the difference

between collaboration and cooperation which they think are wrongly used
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interchangeably in literature. They advance their argument by stating that the term
networking which involves the exchange of communication and information for
mutual benefit is a subset of cooperation, another concept which “involves not
only information exchange and adjustments of activities but also sharing
resources for achieving compatible goals” (p.311). This implies cooperation uses
networking though each member in the cooperative agenda performs his part of
the job in a quasi-independent manner. That is, though there is a relationship,
roles of each participant is pre-defined.

The term collaboration, to them, is an extension of cooperative activities
but differs from cooperation is the situation where individuals within the
relationship “share information, resources, and responsibilities to jointly plan,
implement, and evaluate a program of activities to achieve a common goal”
(p.311). That is, ideas, means and tasks are shared in order for a goal to be
achieved. Like in most relationships, entities work together to enhance the
capabilities of one another so as to achieve a common goal unlike the
individualistic manner of working in cooperative endeavours. Parties in
collaborative ventures are more closely aligned in the sense of “working together”
to reach a desired outcome, rather than an outcome being achieved through
“individualistic” participation constrained by contextual factors such as those
imposed by client-supplier relationships which are normally seen in cooperative
ventures (Camarinha-matos & Afsarmanesh, 2008). In this case, partners share
risk, resources, responsibility and reward. Collaboration therefore increases the

amounts of common goal-oriented risk taking, commitment, and resources that
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participants must invest in the joint endeavour found in both networking and
cooperation.

Stoner (2013) shares a similar notion like that of Camarinha-matos &
Afsarmanesh (2008) regarding the definition and use of the term cooperation but
adds that the exchange of relevant information and resources is in support of each
other’s goals, rather than a shared goal. This implies that the goal that defines a
cooperative venture may not be in the interest of all partners involved; it may be
individual goals which need helping hands. In cases like this, something new may
be achieved but as Stone puts it, it may arise from the individual ingenuity, not
from a collective team effort. Stoner (2013) accepts that collaboration represents
working together to create something new in support of a shared vision, not
through individual effort and that the glue that binds the entities involved is the
shared vision.

Schottle, Haghsheno, & Gehbauer (2014) provide a vivid distincion
between collaboration and cooperation after reviewing 28 published papers
between 1977 and 2014. They claim that though the Oxford Dictionary (2014)
explains both words with the same meaning “working together”, their usage in
various research disciplines and organisational setups appears problematic. They
indicate that some of the studies explain the difference between cooperation and
collaboration using a continuum of integration, commitment and complexity in
which collaboration will be the one end with a high level of integration,
commitment, and complexity and cooperation the other end with a low level of

integration, commitment, and complexity (Thomson and Perry 2006, Mattessich
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and Monsey 1992 as cited in Schottle et al., 2014). This, they illustrate on the
figure showing how different collaboration and cooperation assess different
factors in contrast to autonomy. The terms that set the contrast range from very
low, low, high to very high. Thus, the further a point is situated from the center,

the more important it is for the relationship (Schottle et al., 2014).
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Figure 11: Compromise the terms cooperation and collaboration
Source: Schottle et al., 2014

It obviously appears from the figure that the term collaboration correlates
strongly to characteristics such as knowledge sharing, transparency and
information sharing, trust commitment, communication, willingness to
compromise and take risk. Interestingly, these characteristics are more positive as

compared to characteristics like control, independence, conflict which are

105



negatively skewed. That is not to say that these negative characteristics do not
operate in collaborative ventures. Cooperation, from the figure, operates in the
middle of collaboration and autonomy in that it has a higher tendency to
autonomy and sometimes to collaboration (Schottle et al., 2014). From these
assessments, Schottle et al., propose a definition for both concepts. They define
collaboration as:
an interorganizational relationship with a common vision to create a
common project organization with a commonly defined structure and a
new and jointly developed project culture, based on trust and
transparency; with the goal to jointly maximize the value for the customer
by solving problems mutually through interactive processes, which are
planned together, and by sharing responsibilities, risk, and rewards among
the key participants (p.1275).
This definition advances the notion that collaboration is a process and not a one-
time shot activity and the process encourages a form of relationship that is driven
by a common vision based on trust and transparency. Another definition advanced
by Schottle et al. (2014) portends that cooperation is an
interorganizational relationship among participants of a project, which are
not commonly related by vision or mission, resulting in separated project
organization with an independent structures, where the project culture is
based on control and coordination to solve problems independently in
order to maximize the value of the own organization (p.1275).
From the above definition, cooperation differs from collaboration on the basis of
the individualistic nature of partners in the relationship. That is, the mission of the
entities are not related which inadvertently results in separate project outcomes.
What set the two concepts close to each other is that they are built on a

relationship or connection among participants of a project who understand that

they cannot achieve the goal of the project on their own.
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Kayser (2014) adds to the discourse on partnership and collaboration when
he asserts that partnership drives collaboration, acting as the genuine relationship
that exists between entities. The implication is that that “joint effort between two
or more people (relationship) which is free from hidden agendas and produces an
output in response to a common goal or shared priority” is what Kayser refers to
as partnership. This appears similar to the definition propounded by the World
Health Organisation (2019) where partnerships are generically used to include
“various organizational structures, relationships and arrangements within and
external ... to enhance collaboration”. Such partnerships range from legally
incorporated entities with their own governance to simpler collaborations with
varied stakeholders. Diverse terms such as "partnership”, "alliance", "network",
"programme", "project collaboration”, "joint campaigns,"” and "task force" may be
used in the title of these partnerships, although this list does not represent a
typology (World Health Organisation, 2010).

Consequently, collaboration resonances working with others while
partnering sounds like a long-term investment in a relationship that is mutually
beneficial to all (Niehoff, 2018). Carnwell & Carson (2004) look at the two
concepts from a policy-driven perspective which gives way for the use of terms
such as “joined-up thinking” and “joined-up working”. They further note that
though the concepts differ lexically, they share a number of similarities such that
within their defining attributes each share traits of trust and respect for partners,
joint working and teamwork. The main shared antecedent is a willingness to

participate; while the main shared consequence is increased effectiveness of staff
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resources (Carnwell & Carson, 2004). To measure and validate these two
concepts as they operate in practice, one can observe procedures, processes and
behaviours of people in organisations. A partnership form may be observed from
a legal binding written contract that details the obligations of each partner. Most
collaboration can be evidenced by written procedures for joint working. These can
be checked through observation and or participation to establish the extent of
collaboration (Carnwell & Carson, 2004).
Reasons for Collaboration in the performing arts sector

In the view of Scheff and Kotler (1996), many are the causes to the
creation of collaboration. Within the arts sector, groups and organisations venture
into collaboration when the audience size becomes stagnant or begins to shrink.
They cite example from the American context where “leisure time for Americans
declined by 37% between 1973 and 1987 (from 26.2 to 16.6 hours per week) as
baby boomers juggled multiple responsibilities, many in dual-income or single-
parent families. As the cost of attending performing arts programs increases
dramatically, and as people move out of urban areas, the arts face growing
competition from VCRs and television. Cutbacks in arts education in the schools
are having an effect on younger generations of potential audiences”. One major
effect is the erosion of the financial resources of these groups and organisations.
For arts organisations to succeed in this environment and fulfill their own special
artistic missions, they need to develop strategic collaborations (Scheff & Kaotler,
1996). Through such collaboration, arts organisations are able to leverage their

limited resources by allying themselves with organisations ranging from other
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nonprofit arts groups to community groups to businesses. Distinct from short-term,
project-oriented sponsorships, strategic collaborations are intensive, durable
commitments created for mutual gain; they require significant investments by all
parties of time, energy, and emotion (Scheff & Kotler, 1996). They are, however,
quick to add that strategic collaboration rely on joint authority and structure to carry
out a common mission. The parties engage in comprehensive planning, operate
well-defined communication channels, pool resources jointly and share the
resulting benefits. Finally, each partner contributes its own resources and
reputation—a risky but necessary component of a collaboration (Scheff & Kotler,
1996).

Another form of collaboration within the arts sector which Scheff and
Kotler (1996) discuss emanates from collaboration between arts organisations and
other non-profit, non-arts organisations. They cite an example from the Saint Louis
Symphony Orchestra which developed a community partnership programme called
“In Unison” with its neighborhood African American churches in response to
criticisms from residents that the orchestra was being aloof from its community.
The partnership created not just better community feelings but also an enthusiastic
new audience segment for the orchestra. Collaborating with businesses constitute
another type of collaboration within the arts sector. Corporate organisations can
provide noncash contributions in the form of management expertise, technology,
volunteers, and products in such strategic collaboration (Scheff & Kotler, 1996).
They further highlight that corporations are discovering that they can serve their

own strategic goals. That is, by supporting the arts, businesses demonstrate good
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citizenship, add polish to their corporate image, enhance their community’s quality
of life, and promote goodwill among customers, clients, and employees (Scheff &
Kotler, 1996). To them, a thriving cultural community helps businesses recruit and
retain highly educated and talented people.

Furthermore, Scheff and Kotler (1996) project that multiple collaborators
can be necessary in some circumstances especially when small and midsize
companies contemplate the construction of a new performance facility. The
resulting synergies of such collaborations benefit a city’s cultural organisations as
well as its entertainment and tourism businesses and their customers. In multiple
collaboration, contributions are shared to increase pie or resources while tie-in
promotion, which happens when corporate organisations spend on the arts, result in
the growth of other businesses such as restaurants, parking facilities and security
services.

According to Callahan (2012), older models of collaboration tended to
focus on teams and formal, structured collaboration. Recent models consist of
team collaboration, community collaboration and network collaboration. In team
collaboration, Callahan notes that members of the group are known. There are
also clear task interdependencies, expected reciprocity, and explicit time-lines and
goals and to achieve the goal, members must fulfill their interdependent tasks
within stipulated time. Team collaboration often suggests that while there is
explicit leadership, the participants cooperate on an equal footing and will receive

equal recognition (Callahan, 2012). Team collaboration can take place within a
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firm and can also occur with external partners but there is always a clear mandate
and defined roles.

In community collaboration, there is a communal domain or area of
interest but the goal is more often focused on learning rather than on task
(Callahan, 2012). To this end, people within the target community share and build
knowledge rather than complete projects. Within this context, membership may
be restricted and unequivocal but time periods are often open. Membership is
often on equal footing but more experienced practitioners may have more status
or power in the community (Callahan, 2012). Reciprocity is within the group, but
not always one to one. Community collaborations may also give rise to more
formalised team collaborations. As people get to know each other, they can
identify good fits for team members and draw new talent into their teams
(Callahan, 2012).

The third type which is network collaboration steps beyond the
relationship-centric nature of team and community collaboration (Callahan,
2012). It is collaboration that starts with individual action and self-interest, which
then accumulates to the network as individuals contribute or seek something from
the network. Unlike community collaboration, membership of this type and time-
lines are open and unbounded and with no explicit roles. Callahan further adds
that this form of collaboration is driven by the advent of social media, ubiquitous
internet connectivity and the ability to connect with diverse individuals across
distance and time where power is distributed. It is a response to the overwhelming

volume of information we are creating. It’s impossible for an individual to cope

111



on their own. To this end, networks become mechanisms for knowledge and
information capture, filtering and creation (Callahan, 2012).
Collaborative strategies to audience development

Scheff and Kotler (1996) discuss collaborative strategies to audience
maximisation and retention using some surveys conducted in Philadelphia. They
report that a comprehensive marketing survey of cultural audiences in Philadelphia
sponsored by the Pew Charitable Trusts demonstrated that cultural organisations are
not necessarily in competition with one another because cultural organisations
capitalised on the substantial crossover among attendees of jazz, theatre, and dance
performances to increase the numbers of each of the artistic forms. That is, arts
marketers put together a special subscription series combining the three art forms to
increase the size of the audience for each. To confirm the potency of collaborative
strategies, the researchers in the Philadelphia study, according to Scheff and Kotler
(1996), analysed the preferences of single-ticket buyers (as opposed to subscription
buyers) and the reasons people gave for not renewing their subscriptions. The
conclusions were that people’s desire for new or unfamiliar experiences often goes
beyond the ability of a single organisation to mount new exhibitions or produce
new works. Besides, some segments of an audience clearly shop for specific artists
or works of interest to them and are unlikely to develop loyalty to one particular
organisation.

Scheff and Kotler (1996) continue that the previous findings are not
restricted to Philadelphia. They cite the survey conducted by the Cleveland

Foundation whose results support cross-organisational cooperation. The notion was
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that seventy percent of arts patrons attended performances of more than one
organisation in the previous year and 47% attended performances of three or more
organizations. They further state:

Levels of satisfaction actually increased among patrons who attended a

greater variety of events: The highest levels were reported by those who

attended the performances of six or more organizations annually. Danny

New-man, the innovator and promoter of the subscription series as a

practice, has observed over decades of experience in the performing arts

field that “by attending all of our productions, season after season, [the
patron] develops discernment and perspective... His repertoire-acceptance
threshold constantly rises. .. His awareness of everything connected with the
art form heightens... He is involved - hooked.” These ideas, developed for
single-series subscriptions, apply to cross-organisational subscriptions as
well.
These findings, to them, conclude that arts groups should think beyond their own
boundaries and that cooperating in ventures would enliven audiences rather than
exhaust them. Although arts organisations might fear “losing patrons to one another
through joint subscriptions, collaborative box offices, and other cross-promotional
efforts, the economies of acquiring new patrons through these techniques more than
offset the occasional loss of a patron to another organization”.

Scheff and Kotler (1996) propose that a combination of various
administrative functions and overhead expenses will best position arts organisations
to realise economies of scale. Producing concerts, marketing, dealing with boards,
and raising money are similar challenges for every organisation and as such
consolidating those functions across two or more organisations can lead to better
quality as well as lower costs. They cite an example using the American Symphony

Orchestra (ASO) in New York City which has developed an innovative managerial

collaboration with Concordia Orchestra. From this collaboration, the ASO presents
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six theme-based concerts a year, linking performances to current New York art
exhibitions and cultural events in a way that revitalises the concert-going
experience for regular attendees and also attracts a new public. On the other hand,
Concordia presents four concerts a year, each focusing largely on jazz influences in
concert music. The two orchestras draw in audiences that are as different from each
other as their music. Concordia contracted with the ASO and its highly professional
management team to perform its administrative functions. The two orchestras share
the same executive director, the same marketing director, the same address, and
most of the same staff. Each has its own stationery, mailings, and logo. Concordia
retains its own board of trustees and financial books and pursues its own artistic
vision. These may sound unrealistic to most arts organisations in Ghana due to
strict adherence to organisational cultures and policies together with personal
interests of some management heads.

Boorsma (2006) also argues that audiences must be seen as co-producers
in the production process where artistic experience becomes the reward for the co-
creative efforts of the audience. He further stresses the use of relational
perspective of arts marketing strategies that aim to support and reinforce the
artistic functioning of artworks where such marketing strategies focus on the
artistic experience as the core customer value. To this end, audience development
strategies need to concentrate on artistic-mission led arts marketing because
financial figures and audience numbers are insufficient indicators of a viable arts

marketing strategy (Boorsma & Chiaravalloti, 2010).
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Borwick’s (2012) argument is in line with that of Fanizza when he
proposed the building of communities of audiences but through collaborative
ventures. He noted that arts organisations should collaborate with partners across
disciplines and sectors where partners are seen as collaborators bringing in
external, complementary expertise, not as competitors. It is through such
partnerships that arts organisations gain access to new and broader audiences,
remove social barriers to engagement, as the new audience is familiar with, and
trusts the partnering organisation (Urban Paradoxes, 2018).

Urban Paradoxes (2018) cites Creative Europe programme (2012) report
on audience development which projects the idea that co-creation and user-led or
user-generated content facilitated by digital technologies would be a global trend
and that the future of audience development may lie in even greater levels of
interactivity in the creation and production processes. The report projects that in
co-creation or co-production (requires a profound level of interaction between
audience and artist), rather than participating in a preconceived artistic product,
the audience is able to co-shape, influence or change the artistic outcome of an art
process. Walmsley (2013, p.2) points out that successful co-creation involves
trust, respect, collaboration, exchange and playfulness. Co-creation attracts a
highly niche audience of active learners and risk takers (Urban Paradoxes, 2018),
therefore, Walmsley (2013, p.10) maintains that organisations striving to increase
loyalty through this type of active participation, must be aware that they might

alienate people who are happy to leave the production of art to artists.
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From the discussion so far, collaborative marketing has become necessary
in contemporary marketing disciplines. According to Huxham (1996) as cited in
Fyall and Garrod (2005), “collaboration is ‘happening’, ‘valuable’ and ‘difficult’.
It is happening in a variety of forms and is finding a place in the lexicon of
management where collaborative terms such as ‘strategic alliance’, ‘joint venture’
and ‘partnership’ are used on a daily basis”. From Huxham’s position,
collaboration as a concept and practice has come to stay and proves to be the best
alternative to already existing individualistic — marketing practices.
Notwithstanding their strengths, collaborative ventures, according to Huxham,
may fail in some cases because it is not “easy and offers no simple recipe for the
achievement of competitive or collaborative advantage” (Huxham (1996) as cited
in Fyall & Garrod, 2005). In the midst of all these, marketing from a networking
position provides a more sustainable advantage for organisations than the use of
the individualistic forms. Collaborative marketing in itself is not a new area of
research but “what is new is its emergence as a potential paradigm upon which to
structure marketing thinking and practices” (Fyall and Garrod, 2005) especially in
the performing arts sector. They are assumed to be the best alternatives to
sustaining competitive advantage in the arts market space. The concept of cultural
(performing arts) sustainability has come to stay but with much complexities
regarding its conceptualisation and use in academic and policy discourses.
Metrics for Measuring Successes of Audience Development and Strategies

Digital media have become the driving force of most marketing strategies

and measuring their success may be easier than that of traditional strategies. This
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notwithstanding, traditional strategies according to most marketing experts still
work and produce results (Heil, 2016; Lauck, 2019; Modern Marketing Partners,
2012) though measuring the success is more difficult (LaMontagne, 2018). The
most viable means is through the setting up of systems to track and measure their
performances (Lauck, 2019) but Bloomberg (2010) indicates that one’s objectives
will determine what one measures.

According to Lauck (2019), referral questions, brand survey, coupon
codes, unique phone numbers and email addresses, QR codes, redirect domains
and social mentions serve as media to assessing the successes of traditional
marketing strategies. Referral questions help to identify the number of new clients
to a group’s product or service and as to which marketing strategies are working
or catching attention. Feedbacks from customers through brand survey, coupon
codes and unique phone numbers and emails are measurement metrics for
traditional marketing strategies.

The success of traditional strategies can also be measured by sales
revenue, unit volumes, profit margins which are tied to company or brand
successes (Modern Marketing Partners, 2012). The main emphasis is on the
number of clients or audiences which come into contact with the traditional
advertisement put out; who visit or contact the group of business or who patronise
what product or service through in-bound telephone calls or inquires, events
inquires or through promotional codes (Heil, 2016; Modern Marketing Partners,

2012).
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In an article, “3 Metrics to Measure Content Marketing Success”,
Culclasure (2017) identifies some metrics used in measuring the success of
content marketing. She submits that the consumer’s demographics and behaviour,
as captured on media sites (who the audiences are? What channel do they use?
How often do they visit?) are viable means for such measurements. Google
Analysis gives insight into audiences’ age, gender and general interests and that
serve as a lens to scrutinising the type of audiences which consume products and
how appropriate they are to the product or service. Culclasure (2017) further
submits that while page view metric shows which and how many pages are
viewed, unique visitors metric projects how many people visit the site. This helps
organisations to understand the size of their target audience.

The geography metrics, according to her, assists organisations to access
data not only on who is viewing but the geographical context within which the
audience resides. Determining audience geography can help organisations decide
which resources to allocate, budget adjustment and target strategy. The bounce
rate metric informs organisations about the percentage of visitors who patronise
the website just for once and left. A high bounce rate indicates the website is not
user-friendly (Culclasure, 2017). In addition to the above, Culclasure (2017)
states that sharing of contents or products across other media channel by viewers
measure success. For example, the higher the share count, the more it is assumed
that audiences believe content is valuable and worth spreading. Follower growth
in the form of double likes, increased followers, comments are indications of

success that content resonates with viewers (Culclasure, 2017; Smith, 2019).
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True Anthem Newsroom (2018) identifies several metrics that measure
success of audience development and its strategies. It submits that Cost-Per-Click
(CPC) allows for organisations to assess the value/quantity of audience driven to a
website. “Our revenue was derived almost exclusively through the value of the
audience we drove to a website” (True Anthem Newsroom, 2018). Unfortunately,
this type of metric cannot stand the test of time with the emergence of a more
dynamic metrics (online conversation among engaged users, comments) which
emphasise the quality of each audience than quantity. Like Smith (2019) puts it:
“Comments measures attention which is a more actionable way a brand/product
measures engagement. It is easier to show one’s love by liking a product but
posting a comment is a much deeper engagement, much richer context and
consumer insight”. Email subscription which represents highest values audiences
allot to content, page views (which represents strongest revenue drivers) and
clicks (which represent lowest value because it does not correlate to revenue
metric like page views) are other measurement tools. Wired, a metric like
Facebook ads, is also utilised to acquire new audience through premium
subscription and newsletter sign-ups. It helps to enrich first-party audience data
and re-engage a newly acquired audience through organic tactics but True
Anthem Newsroom (2018) contends that page views per visit (PV/V) appear more
viable. The most important key to measuring success is to understand not only
what content is driving optimal audience engagement but identifying which
audience plus content combinations deliver repeat engagements (True Anthem

Newsroom, 2018).
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Chandal Nolasco da Silva mentions that “social mentions”, tweets,
hashtags, “reach” and conversations project success of strategies in audience
development and engagement. “Social Mentions” measure the volume of people
talking about your brand or content/industry on social media; tweets and hashtags
do not project how many posts and messages are around a brand but how many
people are talking about the brand or organisation. “Reach” shows how many
people have seen the content offered to the consumer. It serves as a great indicator
of potential audience size apart from measuring how far product content and
message have spread across social media. Nolasco da Silva (2020) discusses three
types of reach which are organic reach (the number of people who look at
feed/posts); viral reach (how many people have seen your content as a result of
social sharing) and paid reach (the number of people who saw your content
through a promoted social post).

Limitations of Audience Development Approaches

Several international studies have confirmed limitations of existing
audience development strategies which focus on removing barriers in terms of
framework conditions instead of interrogating the core product and the
organisational framework (Kawashima, 2006). She argues that an audience
development strategy that strives to achieve cultural inclusion must be “target-
led” and focused on prospective audiences, rather than “product-led”. Moreover,
Torregiani (2016) opposes the introduction of short-term audience development
programmes that have been ineffective at sustaining socially amalgamated

audiences giving exceptions to a few that have been more sustainable and which
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have focused on leadership and change management (Torregiani, 2016). To her,
“putting audiences at the centre is not about how arts educationalists, marketers or
programmers do their job. It is about how they work together in an integrated and
vision-led way. It is about organisational adaptability and commitment. It is about
leadership” (Torregiani 2016).

Guerke (1995) asserts that socio-economic factors such as beliefs, class,
income, expenditure, needs and wants may create challenges to audience
development. Besides, minimal organisational resources can hinder organisations
to achieving long-range, effective audience development strategies. Other
scholars look at limitation to audience development from a multi-tasking
perspective. Naish (2014) avers that multi-tasking reduces productivity because
one needs to repeat to find out where one left every time one switches tasks. To
D’Angelo (2019), such a practice lowers the quality of work done or the speed
level of the worker (Coviello, Ichino, & Persico, 2010). Paul (2013) adds that
multi-tasking reduces one’s ability to make connections among different tasks
because multi-tasking turns to impair one’s memory in relation to the tasks to be
completed.

Challenges associated with strategies for service promotion and marketing
were also identified by a number of researchers. Thurman (2013) discusses the
physical limitation of traditional strategies like the radio in relation to the distance
traditional radio signals can be broadcasted, allowing a company’s products to
either only reach a limited population or project the same message across different

radio stations. People’s dislike for radio adverts/commercials and decrease of use
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of radios by consumers were also identified as challenges to the use of these
strategies in marketing. He further indicates that organisations’ use of billboards
is often challenged by audiences’ ability to reach them only by driving or walking
by. Beside these, tracking the number of people who looked at billboards is very
difficult (Thurman, 2013). Quesenberry (2018) also points out that many brands
enter the social media frontlines without a clear strategy and thus, realise later
only to work backward to connect the social media strategy to company’s
strategy. That is, setting goals for raising the numbers of likes, comments and
shares without first setting social media objectives will challenge the outcomes.
The prudent way to go, according to Quesenberry (2014), is to plan the choice and
use of social media channels based on organisation’s objectives, target market,
social media platforms, tools and metrics for measurement.

Leeflang, Verhoef, Dahlstrom and Freundt (2014) discuss challenges
associated with marketing in a digital era on the basis of business strategy and
customer insights, go-to-market operations and executions and organisation and
capabilities. They establish the fact that digital tension has resulted in digital
revolution where the increasing prevalence of digital tools and technologies is
threatening existing business models causing organisations to generate and
leverage rich and actionable customer insights in order to remain in competition.
To this end, organisations now over-rely on data and ‘hard facts” which appears to
stifle creativity and breakthrough innovation. In addition, they discuss other
challenges relating to digital marketing strategies which often targets only young

customer segments, missing the promising older age groups. Besides, online price
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comparison tools turn to impede companies’ ability to set optimal prices while
service automation and efforts to migrate customer interactions online can create
customer dissatisfaction and destroy value. The most serious of the challenges is
the difficulty in assessing the effectiveness of digital marketing since online and
traditional metrics are not readily comparable (Leeflang, Verhoef, Dahlstrom &
Freundt, 2014). Organisation and capabilities continue to create challenges for
most organisations (Leeflang et al., 2014) in that, marketing and related
departments are facing a significant talent gap in analytical capabilities coupled
with the pervasiveness of marketing activities within companies (e.g. roles which
are ambiguous, unclear accountability and incentives).

According to Sharma (2019), lack of sufficient time to discover and create
interesting content; targeting the right platforms and audience for maximum
engagement; originality and lack of design resources; staying up-to-date with
latest trends on a daily basis; developing an effective social media strategy;
dilemma of choosing between quality and quantity- where there are limited
resources to execute those ideas and managing and growing your community
constitute biggest social media marketing challenges to marketing experts.
Theoretical Foundation

Rijamampianina, February and Abratt (2003) establish in their work that
every company sees business as competition and more often than not work hard to
be the winners of such competition. The achievement of such an advantage is not
just from the production of quality products or services but from the adoption of

specific strategies in the form of innovation, improved processes, higher quality,
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lower cost and marketing (Rijamampianina et al., 2003). It is also worthy stating
that the achievement of such an advantage may not prove that challenging as with
the sustenance of the advantage.

Porter’s theory of competitive advantage which is based on the Market-
Based View (MBV) argues that competitive advantage, a situation where an
organisation cultivates or attains a set of qualities that permit it to outperform its
competitors within a marketspace (Porter, 1980 as cited in Wang, 2014), is a key
to determining superior performance over other competitors. This superior
performance often arises from competitive advantages as a result of monopoly
rents (protected market position when there is lack of competition), Ricardian
rents (the generation of firm-specific resources using idiosyncratic, intangible,
internal inputs such as knowledge, leadership or culture) or Schumpeterian rents
(dynamic capabilities of renewing advantages over time through innovation). A
further argument of this theory is that industry factors and external market
orientation are primary determinants of a firm’s performance (Porter, 2008).
Thus, the sources of value for a firm are found in the competitive situation which
surrounds the strategic positioning of its end product’s in the marketspace.

Strategic position becomes the firm’s unique set of activities that are
different from those of its rivals or best, how a firm performs similar activities
like with other firms but in different ways (Porter, 2008). Here, the profitability or
performance of a firm is solely determined by the structure and competitive
dynamics of the industry within which it operates. These competitive dynamics

are explored in Porter’s five forces model: Barriers to entry, threat of substitutes,
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bargaining power of suppliers, bargaining power of buyers and rivalry among
competitors (Porter, 2008). In this case, a firm’s sources of market power explain
its relative performance. For example, the ability of a firm to achieve monopoly
within the marketspace represents a strong market position of the firm. Besides,
where a firm succeeds in creating high barriers to entry for new competitors
which inadvertently result in less competition implies that the firm has achieved a
better performance in the market. In addition, if a firm succeeds in creating a
higher bargaining power relative to suppliers and customers, it is assumed to have
achieved a better performance (Amadeo, 2019; Porter, 2008; Wang, 2014). To
counter the five forces model, Porter offers three universal strategies of cost,
differentiation and niche/focus that organisations may adopt to attain competitive
advantage.

Porter’s theory of competitive advantage and other competitive advantage
theories underscore my study on building and retaining audiences for the
performing arts in Cape Coast, Ghana. The performing arts market, in recent
times, has become a competitive space due to the increasing number of firms,
advancement in digital technology which restricts small and economically
unsound firms to perform optimally and the unending economic crunch which has
caused most governments and other stakeholders of the performing arts to cut
down on or renege on their previous duties of funding the arts.

In Cape Coast, performing arts groups which especially provide live
offerings have to constantly compete among themselves and with other forms of

entertainment and leisure like the television media, home video, large arts
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screening firms which are privileged to have digitised media which place them in
strategic positions for profit maximisation, easier audience development and
engagement. As Porter proposes, the only way these live performance groups and
organisations can attain superior position is to attain a set of qualities which
differentiate them from these competitors and which may give them a superior
advantage. Arts groups and organisations in Cape Coast may explore and attain
qualities that may position them to provide audiences with products of lower
prices as compared to prices of other competitors. To maintain their profit ratio
even as they lower prices, they have to devise means of lowering production
costs, lower quality but devise strategic systems to catch audiences who are
sensitive to prices of products and services.

Another strategy is differentiation where the groups concentrate on
providing superior, quality product which is well branded and backed by strong
marketing capabilities. Differentiation works well when the target audiences are
not price-sensitive, the market is competitive and audiences have specific needs
which are under-served. That is, the target arts patrons have become loyal to the
brand of the group or organisation because the brand meets their needs and are of
high quality. This also implies that none of the competitors can copy the
uniqueness and capabilities of the group or organisation either as a result of
patents, Intellectual Property Rights, creative and talented personnel, innovative
and creative processes.

Focus strategy is another means through which performing arts groups and

organisations in Cape Coast can achieve their mission. In this case, groups or
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organisations may choose to focus on particular segment of the audience or create
what is termed “niche” as a way of avoiding competition with the bigger artistic
firms. It can be applied to cost and differentiation strategies. For instance, arts
groups or organisations may choose distinct categories of audiences like children,
youth, elderly, market women or students/elites. A typical example is the case
where performance group or organisation provides artistic work for school
children at the Junior High School level because the children need it for their
studies or may consider tourists at the castles as it focus because they may be
ready to pay for the service.

Notwithstanding the strength of Porter’s theory, there are identifiable
shortcomings proffered by other competitive advantage theoretical models such as
Resource-Based View (RBV), Knowledge-Based View (KBV) and Capability-
Based View (CBV) (Wang, 2014). For example, the classic perfect but static
market which Porter’s model projects appears to be a direct opposite of present
day dynamic and complex marketspace which is populated with multiple
interrelationships and that defeats this model (Wang, 2014). Now determinants of
profitability or performance is firm-specific than industry-specific. Competitive
advantage of a firm, according to proponents of RBV (Penrose, 1959 as cited in
Wang, 2014), relies on the firm’s internal environment as a drive of competition.
In this regard, the firm views resources (physical, human and financial) and
capabilities of these resources as the main drivers of a firm’s advantage over other

firms within the market.
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To the KBV advocates (Murray, 2000 as cited in Wang, 2014), knowledge
is the basis of competitive advantage. Knowledge (coded and tacit), know-how,
intellectual assets and competencies serve as drivers of superior performance. To
these proponents, technology, capital, market share or product source are easier to
be copied by other competitors but knowledge, especially tacit knowledge backed
by intellectual abilities is difficult to be copied, provide a sense of innovation that
gives a firm its competitive position over its competitors. Birou, Green and Inman
(2019) and Gu, Jitpaipoon and Yang (2017) explain that from the perspective of
knowledge-based view, firms’ knowledge and knowledge management are vital in
explaining differences in performance among firms which according to Torres,
Ferraz and Santos-Rodrigues (2018) create sustainable competitive advantage.
The CBV exponents note that capabilities are the main drivers of competitive
advantage and that the resources of a firm do not automatically translate into
competitive advantage. The capabilities of the firm are its advantage and its
resources become the sources of the needed capabilities. Once the firm identifies
these capabilities to deploy its resources strategically, it assumes a competitive
position over other rivals.

Notwithstanding the strengths of these theories, Amadeo (2019) positions
that because an organisation is the market leader now based on its market
positioning, product positioning, resources, knowledge and capabilities do not
guarantee that it will forever be. This position of Amadeo underpins the
proposition of Dyer and Singh (1998) that organisations can achieve sustainable

competitive advantage through collaborative schemes. This, they emphasise in
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their relational view theory of competitive advantage. Relational view theory of
competitive advantage (which supports collaborative marketing to audience
development) argues that inter-firm linkages create relational rents and
competitive advantage. Relational rent, to Dyer and Singh (1998, p. 622), is “...a
supernormal profit jointly generated in an exchange relationship that cannot be
generated by either firm in isolation and can only be created through the joint
idiosyncratic contributions of the specific alliance partners”.

Dyer and Singh (1998) propose four relational rents as sources of
competitive advantage and these are relation-specific assets, knowledge-sharing
routines, complementary resources and capabilities and effective governance.
These rents appear to be an amalgamation of strategic drivers of competitive
advantage proposed by the RBV, KBV, CBV and the MBV. Relating this to my
study, it appears advantageous where artistic groups and organisations combine
their assets, resources and capabilities which will provide them with superior
advantage over other competitors. The collaboration can be between groups or
organisations with a common challenge or with other highly competitive
organisations. For example, live performance groups can collaborate among
themselves or collaborate with digitised organisations. Academic organisations
can create collaborative schemes with non-academic groups to be able to
complement each other where one falls short. Academic may adequately possess
knowledge rents and effective governance but may lack relation-specific rents
(due to strict organisational policies) and complementary resources and

capabilities (like inadequate performance and practice venues, poor lighting
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systems) which other non-academic organisations may have. Thus, the viable
means to sustain ones advantage per the caution of Dyer and Singh (1998) is
through partnership where relational rents are possible and where alliance partners
combine exchange or invest in idiosyncratic assets, knowledge and resources,
capabilities in addition to employing effective governance mechanisms that lower
transaction costs or permit the achievement of rents through the synergistic
combination of assets, knowledge or capabilities. Knudsen (2008) posits that
access to a diverse pool of knowledge and other resources through collaborative
processes is a precondition for new knowledge creation in a given innovation
process despite the series of risks posed by such collaborations. To Suen (2005) as
cited in Knudsen (2008), the risk of losing valuable knowledge; the threat of
being exposed to the opportunistic behaviour of the partner; the risk of losing the
freedom to act; or the need to give up control are all situations that ask for a
thorough analysis of the relation to a potential partner.

Knudsen (2008, p. 6) summarises all when he states that “knowledge
networks and collaborative activities play an increasingly important part in
innovation processes in many firms. This upsurge in both actual numbers of
alliances and in the academic interest of the phenomenon has, however, not yet
supplied us with an unambiguous explanation as to why firms collaborate”. This
appears to account for the many reasons why relational rents underscore many
discourses on inter-firm collaborations (Fitjar & Jgsendal, 2016; Guo & Acar,
2005; Knight, 2015; Lund & Greyser, 2015), relationship marketing (Conway &

Whitelock, 2007; Gronroos, 2004; Hunt, Arnett, & Madhavaram, 2006;
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Rentschler et al., 2002) and network marketing (Chung, Marcketti, & Fiore, 2014;
Gummesson & Mele, 2010).

To sum up, the different theories of competitive advantage prove strategic
for performing arts groups and organisations in Cape Coast to achieve their aims.
However, the inability of a group to sustain this advantage single-handedly
positions Dyer and Singh’s (1998) relational view theory of competitive
advantage a viable option for these groups and organisations.

Chapter Summary

The review captures issues on existing categories of performing arts
markets and their current state. It also presents concerns on audience consumption
patterns, benefits of product consumption, motives and barriers to consumption
and how these inform studies on audience development. The review further looks
at metrics for measuring success of audience development strategies and their
possible limitations. The review ends with a discussion on the theoretical
foundation of the study.

It is worth stating that propositions from most of the scholars used project
are more descriptive than prescriptive and that the context within which the study
is conducted informs the choice and direction of ideas to audience development.
As Barlow and Shibli (2007) submit, there is no “successful ‘one-size-fit-all’
approach to audience development. What needs to be done is identifying the local
strengths and a strong commitment to building relationships with potential

audiences for the right approach”.
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CHAPTER THREE
RESEARCH METHODS

In this study, | explored the current state of the performing arts market in
the Cape Coast Metropolis, audience development practices, the successes and
challenges characterising marketing strategies used by performing arts
organisations before | explored sustainable marketing approaches that performing
arts organisations in the Metropolis can explore in order to augment their
audience base. In this chapter, | described the processes used in collecting and
analysing data for the study. Specifically, | discussed the research design, the
study area, target population, sampling procedure, data collection instruments and
procedures, data analysis procedure(s) and the role I played as a researcher.
Research Design

Research is all about discovering reality of a phenomenon and it hinges on
two philosophical ideals of knowledge generation - ontology and epistemology.
Ontology is the nature of reality while epistemology is the relationship between
the researcher and the reality or how this reality is captured or known (Bergman et
al., 2010; Creswell, 2003, 2014a; Neuman, 2014). This means that a researcher
conducts research to identify the complete nature of existence of a particular
phenomenon (ontology) while the process used to uncover the knowledge in order
to learn about the reality is epistemology. Interestingly, the nature of reality
(ontology) and the process or the “how” used to uncover the said reality

(epistemology) combine to inform diverse worldviews in research such as

132



positivism, interpretivism / constructivism and pragmatism (Creswell, 2014a;
Edirisingha, 2012).

These worldviews influence and continue to shape quantitative, qualitative
and mixed-methods approaches to research. The positivist worldview informs
quantitative research while qualitative enquiry is underpinned by the
constructivist or interpretivist worldview. The two worldviews combine to inform
the pragmatist researchers. These approaches, according to Newman and Benz
(1998) as cited in Creswell (2014a), should not be viewed as rigid, distinct
categories, polar opposites, or dichotomies but a representative of different ends
on a continuum. Thus, a study tends to be “more qualitative than quantitative or
vice versa. Mixed methods research resides in the middle of this continuum
because it incorporates elements of both qualitative and quantitative approaches”
(Newman & Benz, 1998, p 32 as cited in Creswell, 2014a).

The positivist ontology which underpins quantitative research posits that
there is a single objective reality to any research phenomenon or situation
regardless of the researcher’s perspective or belief (Creswell, 2014a; Edirisingha,
2012). This approach relies more on positivist epistemological principles and uses
a language of variables and hypotheses. It places emphasis on precisely measuring
variables and testing hypotheses, (Creswell, 2014b; Neuman, 2014) in order to
“explain, predict, or describe the world in terms of generalizable laws, facts, or
probabilistic relations between behavioural constructs and contextual variables”
(Suri, 2013, p. 895). This means that the approach is used when the research

problem calls for understanding of causality or influence, results of intervention
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or prediction of outcomes, with “numbers, close-ended questions, hypothesis to
be tested while using deductive reasoning” (Creswell, p.42) devoid of personal
emotions. This is an attempt to reduce researcher bias as best as it can attain
precision through quantitative and reliable measurement, control of the study
through sampling and design, ability to produce causality statements through the
use of controlled experiments as well as replicability (Priyadharshini, 2014).
Among the sub-categories are the experimental designs and quasi-experimental
designs (Creswell, 2014b; Neuman, 2014).

The position of the interpretivist in relation to ontology and epistemology
is that reality is multiple and relative. That is, reality is subjective because it
depends on who is seeking the reality and from where and when. Consequently,
the context dictates what form of reality the researcher unravels. Most qualitative
researchers subscribe to this worldview because it is a means for exploring
meaning ascribed to social or human problems (Creswell, 2014; Neuman, 2014;
Suri, 2013) and often used when the problem is not well understood and requires
exploration, an understanding of theoretical research which outlines its premises,
concepts, and practices (Bergman et al.,, 2010; Creswell, 2014b) or assess
attitudes, opinions and behaviours within a cultural setup (Priyadharshini, 2014).
This is to help the researcher in making sense of what is perceived as reality
(Carson et al., 2001as cited in Edirisingha, 2012). In this case, the researcher
“focused on the specific context in which people live and work to understand the

historical and cultural setting of the participants” (Creswell, p.4) to help in the

134



generation of multiple forms of data from multiple perspectives to allow the
researcher to sketch a larger picture of the problem (Creswell, 2007).

The pragmatist combines the two worldviews, that is, uses a combination
of both quantitative and qualitative research approaches for the broad purposes of
breadth and depth of understanding and corroboration (Johnson, Onwuegbuzie, &
Turner, 2007) which enables researchers collect and analyse both qualitative and
quantitative data in a sequential and or simultaneous and rigorous manner, to give
a greater degree of understanding than if a single approach were adopted to
specific studies (Creswell and Plano Clark, 2011). The combination depends on
the nature of inquiry and the primary philosophical worldview of the researcher
(Creswell, 2014). The convergent parallel mixed method as one of the forms
provides a comprehensive analysis of the problem where the researcher is obliged
to collect both forms of data at the same time before integrating the data in the
interpretation of the whole results (Creswell, 2014). An advantage, according to
Almalki (2016), is that it helps one to make intuitive sense to gather information
from different sources, utilising different methods despite the high demands of
“effort and expertise that is required to draw everything together and the potential
for further research and/or investigation being required as a result of discrepancies
within the data sets” (Almalki, p.292). The series or the sequential mixed methods
come in two forms; the explanatory and exploratory.

Creswell (2014) explains that the explanatory sequential mixed method
operates in a study where the researcher first “conducts quantitative research,

analyses the data for results and then builds on the results to explain in more
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detail with a qualitative research” (p.44) because the initial quantitative data
results are further explicated with the qualitative data. It is advantageous in that it
IS easy to implement and that it enables the focus of the research to be maintained,
as a result of one set of data building upon the other. One of its challenges lies in
the selection of participants and thus rendering the process time consuming
(Almalki, 2016). The exploratory sequential method is the reverse of the
explanatory where the results of the qualitative study are further explored by a
quantitative study. The qualitative phase is used to build an instrument that best
fits the sample under study in order to identify appropriate instruments to be used
in the follow-up quantitative phase, or to specify variables that need to go into a
follow-up quantitative study (Creswell, 2014). It is, however, time-consuming
and there is the risk that participants may not be willing or able to participate in
both phases, especially if the second phase is not planned well enough. The
embedded mixed methods are used in quantitative experimental designs where
only a limited quantity of qualitative data is necessary. Almalki (2016), however,
states that it can be difficult to integrate results unlike the multiphase mixed
methods which allow for the use of concurrent or sequential strategies in tandem
over time to best understand a long-term program goal (Creswell, 2014).

As indicated in an earlier submission, the choice of any research design is
informed by the “philosophical assumptions the researcher brings to the study;
procedures of inquiry and specific research methods of data collection, analysis,
and interpretation” (Creswell, 2014, p.31), the audiences for the study, the nature,

purpose of the research problem being addressed, within or across cases, time
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frame and the researchers’ personal experiences (Neuman, 2013; 2014). Besides,
practical issues may dictate the choice of a method where different methods
require different amounts of time and money (Vogt, Gardner, & Haeffele, n.d.).
Funding bodies also dictate specific method(s) to be used while personal skills
and characteristics of researchers can influence what method to be used. All these
help the researcher to be cognisant of any bias that they may bring to any research
investigation, how such bias inform the choice of approach that they use and the
tools with which they choose to collect the data. The foregoing served as
benchmarks for the choice of a design for this study which is discussed below.
Considering the nature of the study, | adopted the qualitative approach
which was informed by the constructivist/interpretivist worldview as my mode of
inquiry for a number of reasons. A constructivist ontological view is that one
constructs reality by associating meaning with events and actions (Bryman, 2016).
In this study, these actions (marketing practices) were explored through
meaningful events and activities of artists, arts managers, academics, arts
researchers and practitioners in the performing arts sector in order to understand
the phenomenon under study. The reason was that what one perceives as reality
encompasses more than one could perceive since experience of reality is a
manifestation of construction in the mind which is defined by a continual change
and revision of social phenomena and their meanings (Bryman, 2016). The chart

below presents a picture of the design used for this inquiry.
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Figure 12: Research Method for the Study
Source: Bello, 2018

First, | wanted to explore and describe the current state of the performing arts
market and what accounts for its current state. | further explored existing
marketing strategies used by performing arts groups in building and sustaining
audiences for their products and services which to some scholars take different
forms based on the needs and goals of the actors involved (Price, 2008; Roed,
2000; Sharma et al., 2015). Promotional or marketing strategies employed by
profit oriented groups may differ in some cases from that of non-profit and
volunteer groups. All these multiple realities were captured from different
experiences and opinions of artists, arts managers, arts academics and
practitioners. These were to help generate what Creswell (2007) specifies as
multiple forms of data from multiple perspectives that could be used to sketch a

larger picture of the problem and to also check validity of data. It is important to
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note that my motivation was not to make generalisable conclusions to a larger

population but to gain new and multiple insights into the phenomenon.

In addition to the above, the qualitative approach | chose supported the
study because the phenomenon appears to be less explored. Empirical literature
on the current state of the arts market, strategies used in marketing the arts in both
academic and industry circles appeared missing and as Creswell (2003) posits, “if
a concept or phenomenon needs to be understood because little research has been
done on it, then it merits a qualitative approach” (p. 22). It is worth stating that as
at the time of my study, empirical studies on audience development in Ghana
were that of the National Theatre of Ghana (Frimpong, 2015), Roverman
Productions (Asiedu, 2003) and the Centre for National Culture, Cape Coast (Fio,
2018). Though these works had links with audience development, they did not
create a picture of the state of the performing arts market trend in Ghana and for
that matter, Cape Coast. With the exception of Frimpong (2015), the other studies
neither explicated existing strategies employed by arts organisations nor the
viability of these strategies were. The implication was that the research area was
not new in itself but it was least explored empirically by academics, arts
researchers and practitioners within the performing arts sector in Ghana.

Neuman (2014) posits that the purpose of a study informs the choice of a
design. He identifies three purposes of research types: exploratory, descriptive
and explanatory. By purpose, this study was more descriptive than exploratory
though Neuman avows that descriptive and exploratory research blur together in

practice. Though there was limited empirical literature available on the
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phenomenon being studied within the Ghanaian context, the main objective of this
study was to paint a broader mental picture of the arts market and strategies used
in audience development in the Cape Coast Metropolis. It was prudent, therefore,
to use this design in order to describe and or “present a picture of the specific
details of the situation” (Neuman, 2014, p. 38).

A study must be functional or of use to an audience. By usage, a research
can be of “scientific” or “academic” orientation or a more activist, practical, and
action-oriented orientation (Neuman, 2014, p. 26). This does not imply a rigid
separation. This study had both academic and practical positions. As an academic
research, the study would generate findings that would add to the global or larger
"body of knowledge" (Fox, 2019) or empirical literature on arts marketing.
Importantly, the findings might give a developing country perspective of the arts
market and existing marketing strategies used in building and sustaining arts
audiences. In addition, the findings might generate a framework for sustainable
collaborative marketing strategies for audience development and sustenance for
arts managers, artists, academics and practitioners for curriculum and pedagogy
review, product creation and marketing, research and development (R&D) within
the performing arts sector.

In sum, the research design used in this study was heterogeneous in nature
because the mode of inquiry was qualitative. By purpose, the study was more
descriptive than explorative. By function or use, it was an applied research which

fell in both academic and practical positions.
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Study Area

The study area is Cape Coast Metropolis which is restricted to the South
by the Gulf of Guinea and to the West, Komenda Edina Eguafo Abrem
Municipality at Iture Bridge. To the East, it is bounded by the Abura Asebu
Kwamankese District, while Twifo Heman Lower Denkyira District is to its
northern part. It is located on longitude 1° 15'W and latitude 5°06'N. It occupies
an Area of approximately 122square kilometres, with the farthest point at
Brabedze located about 17 kilometres from Cape Coast (Ghana Statistical

Service, 2012).
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Figure 13: Map of Cape Coast Metropolis
Source: Ghana Statistical Service, GIS, (2013)
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The Metropolis is one of the six Metropolis in Ghana and the only among the 20
districts/municipals in the Central Region. It is divided into two Sub Metros: the
Cape Coast South Sub Metro and the Cape Coast North Sub Metro. It has 67
assembly members, comprising the Metropolitan Chief Executive, 45 elected
members, two members of parliament and 19 members appointed by the President
in consultation with traditional authorities and other interest groups in the
Metropolis (Ghana Statistical Service, 2013).

According to the 2010 Population and Housing Census, the population of
the Cape Coast Metropolis is 169,894 which represent 7.7 percent of the region’s
total population (Ghana Statistical Service, 2013). Out of this total population,
48.7 percent constitute males while the female representation is 51.3 percent.
Twenty three percent of the population lives in rural localities. The proportion of
the metropolis youth (less than 15 years) is 28.4 percent depicting not too broad
base a population pyramid which tapers off with a small number of elderly (60
years and older) persons (4.5%) (Ghana Statistical Service, 2013). This depicts a
very vyouthful population with a percentage of 67.1. The Metropolis is
predominantly urban with three-quarters (130,348) of the population residing in
urban areas compared to 39,546 (23.3%) in rural settlements. The population
growth rate in the Metropolis, from the year 2000 to 2010, is 3.1% with a current
projected population (2019) of 186,159 people (Ghana Statistical Service, 2013).

The original natives of the Metropolis are the Fantes who form part of the
larger Akan ethnic group of Ghana and at the same time constitute the larger

group of the Metropolis. Now, there are people of other ethnic groups found
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among the Fantes. From the 2010 census report, 72,162 persons representing 42.5
percent of the total population are migrants while one-third (23,808) of the
migrants are from other parts of the region.

Cultural context of the metropolis

As stated previously, culture is a complex term because of its reflections
in disciplines, schools of thought, policy objectives, cultural contexts and time
frames (Brocchi, 2008). It is defined as a reflection of actions in real life world
and the interactions with nature (Pirnes, 2008), or a process of intellectual and
aesthetic development (Bennett, 2015; Throsby, 2001), as a way of life (Brocchi,
2008; National Commission on & Culture, 2004) and in recent times, as networks
of meanings (Fuhse, 2015) and works and practices of intellectual artistic activity
(Nesbitt-Larking, 2007). Despite these complexities, culture is known to impact
all facets of life transcending food, family structures, occupation, rites of passage,
religion and governance organisations to include festivals, arts, crafts and
performances (ldang, 2015; National Commission on & Culture, 2004).

The people of Cape Coast are traditionally artisanal fisher folks with some
of them practising crop farming at the northern part of the Metropolis (GSS,
2013). Beside the education and manufacturing industries, the accommodation,
food services and other service activity industries, the Metropolis can boast of
arts, entertainment and recreational sector which engage a reasonable percentage
of the population (1.2%) according to the census data (Ghana Statistical Service,
2012; 2013). This implies that there may be a number of performing and visual

arts groups which operate either as professional or amateurs, for profit, non-profit
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or voluntary groups. They comprise cultural and dance ensembles, choral groups,
theatre groups, “asafo” companies as well as masquerade performance groups.
Theatre or drama groups are mostly found in some secondary and tertiary
educational organisations in the Metropolis. A cursory look at the Metropolis
showed that media organisations, especially the broadcasting organisations,
dominate the landscape with a limited number of other media forms like film
production companies, music and publishing companies, newspaper and magazine
publishers and the audio-visual media channels.

In the area of education, the Cape Coast Metropolis is acknowledged as a
centre for education, drawing students from across the country to the many
second cycle organisations which include but not limited to Ghana National
College, Mfantsipim School, St. Augustine's College, Adisadel College, Wesley
Girls High School, University Practice Senior High School, Christ the King
Academy Senior High School, Aggrey Memorial Senior High School, Cape Coast
Technical Institute, Oguaa Secondary Technical School and Holy Child Senior
High School. The Metropolis has public tertiary organisations which are the Cape
Coast Polytechnic (now Cape Coast Technical University) and the University of
Cape Coast (Ghana Statistical Service, 2013).

Population and Sample

Every researcher works with a particular population in mind which is
defined by the philosophical worldview, the phenomenon under study, objectives
of the study and the research design. O’Leary (2004) postulates that a population

in research is the total membership of a defined class of people, objects, or events
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involved in a study. One important consideration is that participants in a given
population must share, at least, a single attribute of interest or most primary
characteristic implied by the research topic and goal; something peculiar that
makes participants eligible as population members (Asiamah, Mensah, & Oteng-
Abayie, 2017; Creswell, 2003; 2011). For instance, the population for this study
constituted artists, arts managers and arts educators of performing arts
organisations in Cape Coast. People in this population shared, at least, one basic
characteristic, which is the fact that they had knowledge about Ghanaian
performing arts and culture. Besides, they teach and practise the performing arts,
manage and market cultural products and artefacts either as professionals or
amateurs. In this way, they directly or indirectly contributed to arts management
practices by using either commercial arts marketing approach, public relations or
arts education strategy to audience creation and retention (Mandel, 2012). The
population was neither defined by sex or age because any individual, irrespective
of the age or sexual orientation, is free to teach or practise performing arts in
Ghana.

My target population comprised both academic and non-academic
performing arts organisations (music, dance, theatre) in Cape Coast. | selected six
performing arts organisations (two within the academic domain and four non-
academic groups). Organisation in this context is used as a countable noun to
depict an entity, such as a company, an institution, or an association, comprising
one or more people and having a particular purpose (Harper, 2018). From the

academic sector, I chose the “Oguaa Esuapon” Band which is the resident band of
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the Department of Music and Dance, University of Cape Coast and The
Oguaaman Performance Studio (TOPS) which is also the research house to the
Theatre and Film Studies department at the same University. These two groups
act as research and practical training hubs for students reading performing arts for
their Bachelor and Masters degrees. They also serve as avenues for raising
internal funds (IGF) for the two Departments. The other four groups comprised
Centre for National Culture (CNC, Cape Coast), African Music and Dance
Foundation (AFRIMUDA), Central Vocal Ensemble (CeVEn) and “Odikro”
Royals Ensemble. These four groups were chosen based on the contributions to
the growth and development of performing arts in Cape Coast, Ghana and the
other side of the world. From these organisations, publicity coordinators, artists,
arts managers, directors/presidents and heads of marketing sections were chosen
to be part of the participants.
Sampling Techniques

| employed a number of non-probability sampling techniques to determine
the sample for my study. First, | made use of the purposive sampling technique
(jJudgmental or subjective sampling) as an overarching technique for the
demarcation of my sample. The purposive sampling technique is used when a
researcher deliberately chooses an informant due to the qualities he/she/it
possesses (Etikan, Musa, & Alkassim, 2016; Tongco, 2007) and his willingness to
provide the needed information by virtue of knowledge and experience (Lewis
and Shepard, 2006 as cited in Tongco, 2007; Etikan et al., 2016). One main

reason for this choice was the nature and purpose of the study. The nature of the
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study called for people who had quite a substantial amount of knowledge and
practice of performing arts, especially in the area of management, marketing,
research and practice (Etikan et al., 2016). This implied that the participants |
finally chose were by virtue of their knowledge and experience in this specific
and defined area of performing arts management and not by geographical position
only. Thus, their level of expertise and the role they play in promoting and
marketing the performing arts were important determinants for this study.

From the academic departments, | used the key informant technique, that
is, as a result of the personal skills or position of such participants to provide more
information and a deeper insight (Elmusharaf, 2012) into existing trends in
performing arts marketing and audience development strategies. | decided to
choose, at least one, (1) key informant from each department for the personal
interviews. Five (5) teaching assistants were selected from all the departments for
the focus group discussion. These assistants had in one way or another
participated in marketing productions form the Departments in order to augment
the audience base of the selected Departments. There was, at least, one
representative from each Department. The choice was informed by my zeal to
capture representatives from the various sub-units within the performing arts
departments. The choice did not place emphasis on gender but a balance
representation of each of the above-mentioned units in numbers.

As part of the purposive sampling technique, 1 employed the convenient
sampling technique to access participants from non-academic organisations. The

possible limitation to the use of this type of sampling technique was the
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impossibility to determine possible sampling error from the sample (G. Sharma,
2017). My choice of this technique did not imply that participants within the non-
academic groups were not available. Though they were, most provided
justifications why they could not be part. Some participants who were contacted
initially genuinely indicated that their busy schedules might hinder them while
others projected they were uninterested in the study. Others gave their consent but
later declined without any reasons whatsoever. As a result, the convenient
technique became the only available means of getting participants.

| used the sequential sampling (concept of saturation) technique to serve
as a criterion for deciphering when data collection must be discontinued. This
type of sampling technique helped me to clarify the purpose that saturation is
intended to fulfill in this study though most critics accept that saturation is harder
to discern (Morse, 2015; Nelson, 2017; O’Reilly & Parker, 2013; Walker, 2012).
In an article “Saturation in Qualitative Research: Exploring its Conceptualization
and Operationalization”, Saunders et al. (2017) identify four models of saturation
which are theoretical, inductive thematic, a priori and data saturation. They note
that theoretical saturation, which is akin to traditional grounded theory, uses the
development of categories and the emerging theory in the analysis process as the
criterion for additional data collection, driven by the notion of theoretical
sampling. The inductive thematic saturation focuses on the identification of new
codes or themes based on the number of such codes or themes rather than the
completeness of existing theoretical categories. In this model, saturation appears

to be confined to the level of analysis (Hennink, Kaiser, & Marconi, 2017). A
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priori thematic saturation, according to Saunders et al. (2017), occurs when data is
collected so as to exemplify theory, at the level of lower-order codes or themes,
rather than to develop or refine theory. It points to the idea of pre-determined
theoretical categories and leads away from the inductive logic characteristic of
grounded theory (Saunders et al., 2017). The last model which is data saturation is
the identification of redundancy in data, with no necessary reference to the theory
linked to these data. In this way, saturation appears to be distinct from formal data
analysis.

In this study, | combined inductive thematic, a priori thematic and data
saturation models to help determine the sample size for the study. The purpose of
saturation in this study was not to achieve theoretical completeness as in
theoretical saturation but to reach a position in the analysis where the emergence
of new codes or themes from new data set did not make the analysis richer or
more insightful. I looked at saturation as a process or a ‘matter of degree’ because
of the potential for ‘the ‘‘new’’ to emerge’ (Strauss and Corbin, 1998, p. 136 as
cited in Saunders et al., 2018) but not as an event or a point (Neuman, 2014;
Otmar et al. 2011; Jassim and Whitford 2014; Kazley et al. 2015 as cited in
Saunders et al., 2018), suggesting that it is a discrete event or a point in research
that may be difficult to recognise as such by the analyst.

These three models, according to Saunders et al. (2017), are used in the
context of interview or focus group studies involving a number of informants.
They note that the type of research design informs the number of informants

which also determines the level of ‘code saturation’, the degree to which ‘no
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additional issues are identified and the codebook begins to stabilize (Hennink et
al., 2017, p.4). This means that saturation may not be identified at the data level
but ‘the comprehensiveness of both the data collection and analysis’ (Drisko,
1997, p. 192 as cited in Saunders et al., 2018). Saturation, therefore, becomes an
ongoing, cumulative judgment that one makes, and perhaps never completes.

In the course of data collection and analysis, | stopped collecting data
when | realised that the new codes or themes that were surfacing within a
protracted period of time were not making the analysis “richer” or more insightful
because to Hennink et al. (2017, p.4), before saturation takes place, the analysis
does not “suddenly become °‘rich’ or ‘insightful’ after that one additional
interview, but becomes richer or more insightful”. This means that replications in
themes and what Sandelowski (2008) as cited in Saunders et al. (2017) calls
‘informational redundancy’ determine saturation and not the point where new
themes cease.

To summarise, | selected two main types of non-probability sampling
techniques in order to determine my sample size. The purposive, key informant
and convenient techniques combined to help me select the participants. The
choice of these techniques was informed by the nature and purpose of the study
which is entirely qualitatively and which sought to study the current state of the
arts market in Cape Coast and marketing strategies adopted for the expansion and

sustenance of audiences for the market.
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Data Collection Instruments

The research instruments | used for data were open-ended interview,
social media chats and focus group discussions guide. | developed the interview
guide for the in-depth interviews with directors and staff from the publicity or
marketing departments of the selected groups. The guide was open-ended and
semi-structured in nature and was centred on the research questions set for the
study. The choice was based on the principle that open-ended and semi-structured
interviews for in-depth interviews turn to be flexible and allow for the exploration
of emerging themes and ideas (Creswell, 2014b; Grover, 2015; Neuman, 2014;
Sarantakos, 2015). Thus, the structure of the guide allowed for further probing
and clarification of information so as to validate what participants give out during
interview session. | used the social media platforms to seek further clarifications
on unclear submissions. Like that of the interview guide, the question guide for
the focus group discussion was also open-ended and semi-structured, making
room for further probing. In addition, | prepared a check list to help in the
collection of secondary data like policy, programme brochure, annual reports of
the groups and popular press to support and create a context for the study and to
also corroborate data from interviews and FGDs.
Data Collection Procedures

The procedures for data collection were divided into three. These
consisted of what were done before | went to the field, what ensued on the field
and aftermath discussions meant for clarification or redefinition of previous ideas

or views of participants.
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Before data collection

Before going to the field for data, | took an introductory letter to the
various organisations for permission and to also create rapport with prospective
participants. The responses that came from the various organisations resulted in
personal and formal meetings with proposed participants. These meetings helped
to confirm which people were willing to participate in the study and the dates and
times that interview sessions were to take place. In the case of participants in the
academic organisations, | contacted most of them through their personal email
addresses and other contacts. For participants from the non-academic sector, | had
to arrange for one-on-one meetings to seek their consent and to schedule dates
and time for the interviews. These meetings proved challenging because most
times, | did not meet the people who accepted to be part of the study despite the
unlimited number of calls I made to link up with them. Despite these challenges, |
was able to establish rapport with participants who were willing to participate. |
first introduced myself and established the necessary rapport. I moved on to
explain the purpose of the study to them and sought their consent to be included
in the study. I made them aware that | would treat their participation and
information with the utmost professionalism and confidentiality per the ethics of
research though some gave the assurance that I could mention their identity in my
write-up. I also introduced my research assistants to them.

Having secured the participants, | moved to finalise my instruments which
| pre-tested to identify loop-holes and ambiguities. | then sought the services of

three (3) field research assistants. These research assistants were trained over a
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period of five days to abreast themselves with the data collection instruments and
the ethics of data collection. These were relevant since in qualitative data
collection (either in-depth interview or focus group discussion), the interviewer
should be conversant with the guide so as to understand the responses of the
participant and to probe where necessary and appropriate. Besides, the assistants
needed to understand and adhere to ethics of research during and after the
collection of data.

On the first day of training, | took the assistants through an orientation
concerning the purpose and the objectives of the study. The second day of training
opened up the research assistants to the instruments for data collection. Here,
emphasis was placed on skills in qualitative data collection. They were taken
through the development of skills related to questioning, listening and probing.
On the third day, the assistants were taken through series of lectures so that they
were acquainted with the study area(s) and the participants they would be
interacting with. At the same time, ethical issues, including the ‘dos’ and ‘don’t’
of fieldwork, were addressed. The last two days of training were programmed for
the pre-testing of instruments with two persons from two other groups that were
not part of the selected groups but were in the Cape Coast Metropolis. | held a
meeting with the research assistants after the pre-testing of the instruments in
order to restructure or reformulate questions that were not clearly structured.
Besides, repeated questions were also looked at in order not to create boring

interview sessions. After all these were done, we prepared for the field.
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On the field

| began with the in-depth interviews. | sought the necessary permissions with
each of the participants before | began with each of the interview sessions. Most
of the interview sessions lasted for 30 minutes or a little over that. I led all the
interview sessions with lecturers, directors, managers/marketers while the
research assistants did the recording and some notes taking. All interview sessions
took place at the convenience of the participants. This meant that participants
proposed the times and places for the sessions. Responses were audio recorded
and taped after obtaining the consent of participants. Other observations,
including facial expressions, and gestures were recorded in a field notebook. The
focus group discussion was organised for students and teaching assistants. While
my assistants moderated the discussions, | also observed and took notes in my
field notebook. Discussions were held at convenient locations and did not exceed
one hour.

Documents that were relevant for the study were collected before and after
interview sessions. | prepared a checklist on relevant documents (programme
outlines, brochure and annual reports) | needed for the study. Prior to the
interview sessions, | requested for these documents from participants. Those that
were not available at the time of the interview, | went back for them afterwards.
After the field

After the interviews and FGDs were transcribed, | read through in order to
make grammatical corrections and to also cross-check whether responses made

meaning. Where there were difficulties in making meaning out of responses, |
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noted them and called on participants for clarification. Those times enabled me to
pose further questions which I could not during the actual interactions with them.
Data Processing and Analysis

| began with data analysis after | had transcribed the data I collected. |
read through the transcribed data in order to allot codes and to subsequently
generate themes from the responses using Qualitative Data Miner (QDA Mining).
| then reflected on each interview looking at the patterns of themes and issues
emanating from the responses. | then created links among the concept maps for
the final write up.

In order to describe the general market situation, | discussed the forms of
performances, defined the various market sub-sectors — profit, non-profit,
volunteer; public, private, public-private. | concentrated also on the following
characteristics of a market which included areas such as the geographical position
and segmentation types of the market, demographics of target and potential
audiences and the level of competitions within the market. To best describe these
characteristics of the market, | used the multi-dimensional framework proposed
by McCarthy et al., 2001which was discussed in the preceding chapter.

For the analysis of audience development, | used the restructured audience
development framework proposed by Bollo et al. (2017) which captured audience
development as a whole strategy which addresses all categories of audiences
including new ones. The framework was a reworking of Ansoff Metrics which
only captures a quadrant of audience type at a time in audience development

process. | also relied on responses from participants, opiions and propositions
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from literature on how to best create an audience development strategy for my
proposed framework.
The Role of the Researcher

Reflexivity in qualitative studies has been addressed by some
researchers (Dodgson, 2019; Lemon, 2017; Roller, 2012). It is an important
aspect of qualitative research because it is “directed at the greatest underlying
threat to the accuracy of our qualitative research outcomes — that is, the social
interaction component of the interviewer-interviewee relationship” and that an
“awareness of misperceptions through reflexivity enables the interviewer to
design specific questions for the interviewee that help inform and clarify the
interviewer’s understanding of the outcomes” (Roller, 2012). For this study, |
had to read across studies on the role of the qualitative researcher and Roller’s
journal or diary provided me with several studies that not only sensitised my
prejudices and subjectivities but fully informed me on the impact of these
influences on the credibility of the research outcomes. Out of these readings, |
prepared to undertake this study.

First, I tried to monitor and reduce bias by practising “mindfulness
meditation”, a means to becoming aware when not to allow my thoughts on
previous knowledge to inform the study process but rather be open and
receptive to information from participants. | realised | needed to rely on their
own competence, openness, and honesty. In this regard, | learnt to explain the

study without biasing the potential participants, conduct interviews properly
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according to the design, make appropriate field observations and analyse and
interpret data per my design.

| also developed competence in research methods by reading research
methods courses for two semesters where | was able to appreciate different
research approaches and their processes. | had the chance to also partake in
data collection activities by renowned professors at the Department of Music
and Dance, and analysed data at workshops and seminars beside my readings
on tips and tricks in data collection and analysis. | practised the knowledge |
gained by presenting aspects of my research work at departmental seminars
and Graduate School workshops’ for criticisms and inputs.

With these aforementioned experiences, | played the role as the researcher
in this study by designing the study and the research instruments for data
collection, selecting and training research assistants, selecting participants,
administering instruments, coding and analysing the data collected and writing the
report.

Chapter Summary

In this chapter, | explicated the methodology | employed in order to
achieve the objectives of this study. The research design was influenced by the
research objectives of the study. A study on audience development and sustenance
in the performing arts may demand a more qualitative approach due to the paucity
of empirical studies on the phenomenon and also the unique qualities that the
performing arts possessed. These among others served as reasons for the adoption

of qualitative approach which was underpinned by the constructivist/interpretivist
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philosophy. The purposive, key informant and convenient techniques were used
as sampling techniques. Interview and FGD guides were employed to collect data
from participants while the QDA mining software was used for the analysis of
data collected. | adopted in-depth interviews and focus group discussions with a
number of academics and non-academic participants. | then analysed responses

from interviews before describing the role I played as the researcher.

158



CHAPTER FOUR
RESULTS AND DISCUSSIONS

In this study, | explored the current state of the performing arts market in
the Cape Coast Metropolis, the marketing strategies used by performing arts
departments and groups in audience development in the Metropolis, their
successes and challenges thereof. | then proposed sustainable collaborative
marketing approaches which could be explored by groups as they continued to
expand and sustain audiences for their products and services. A study of this
nature, specifically in Ghana, demanded a more qualitative approach due to the
paucity of empirical studies on the phenomenon. For this reason, | adopted the
qualitative approach which was underpinned by the constructivist/interpretivist
philosophy. | made use of purposive, key informant and convenient techniques to
sample participants. Subsequently, | used interviews, social media chats, Focus
Group Discussion (FGD) and document checklist to collect data from
participants. | adopted in-depth interviews and social media chats for both
academic and non-academic participants and the FGD for the teaching assistants
from the selected departments in the university. | made use of Qualitative Data
Analysis mining software for the analysis of my data and for the generation of
themes.

In this Chapter, | presented results which emanated from the analysis of
the data | collected for the research questions of my study. | subsequently
discussed the results to either refute or corroborate information in extant

literature. The presentation of the results would be preceded by a presentation of
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the general biographical data of the participants. | withheld the names of
participants in my presentation of the results for ethical reasons. I, therefore, used
the following abbreviations to distinguish participants. For participants from the
two academic departments, | gave each a numeric code together with the phrase
“academic participant”. For example, where I used a statement from an academic
participant, I attached the code “academic participant 1’ or “academic participant
2” to his or her submission. Participants from departments outside the academic
setup were also assigned codes. The code “CeVEn” was used to represent
participant from the Central Vocal Ensemble while participant from Odikro
Royals Dance Company was given the code “Odikro”. The code “CNC” was used
to denote participants from the Centre for National Culture while “AFRIMUDA”
represented participants from African Music and Dance Foundation. With regard
to participants in the focus group discussion, I used the code “FG Discussant A or
BorC”.
General Biographical Data

None of the selected departments or groups had a well-structured
marketing department. Mostly, the directors or the entire institution did the
marketing of products and services. Participants for the FGD, who were past
students, indicated they had once publicised a practical performance when they
were students. All these gave the impression that participants had practised in the
performing arts sector for a considerable number of years ranging between four
years and twenty-five years. Of the participants from the departments in the

university, six were lecturers while the rest were teaching and research assistants.
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All the participants indicated that they had obtained formal training in performing
arts and had a first degree, masters or pursing a doctoral degree. All the
participants were purposively sampled on the basis of their level of expertise and
the role they were playing in promoting, preserving and advancing the course of
the performing arts in Cape Coast.
Presentation of results for research question one: What is the current state of
the performing arts market in the Cape Coast Metropolis

In order to present a vivid description of the state of the performing arts
market in Cape Coast, | first looked at certain constituents of the market and how
these constituents combined to create its current outlook. Some of the major
constituents worth discussing were the geographic positioning of the market,
dominant performing arts forms, artistic groups, departments and their mission
(and how these differentiate the type of market practices — profit, non-profit or
volunteer) and finally the current state of the market. The state of the market was
defined by the level of competition within the market, variability in terms of
growth and possible challenges. The figure below represented the presentation on

the current state of the market in Cape Coast.
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Figure 14: A representation of the current state of the performing arts market in
Cape Coast Metropolis
Source: Bello (2019)
Geographical position of the arts market in Cape Coast

The geographical position of any market is determined by the specific
context or area within which products and services are demanded and supplied. It
often creates a form of similar or homogenous competition different from that in
neighbouring areas (OfCom, 2016). From the analysis, the performing arts market
was surrounded by several opportunities. Cape Coast boasted of several tourist
sites and for that matter a wealth of diverse tourists. It also served as a place for
the celebration of local, national and international festivals. In addition to the
above, the Metropolis presented a quantitative and qualitative measure of
hospitality departments. These opportunities created a formidable foundation for
the growth and survival of the market.

First, the diverse tourist sites in the likes of forts and castles, beaches,

parks and traditional palaces attracted a huge number of local and foreign tourists
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to the Metropolis throughout the year. These tourists did not only patronise these
tourist sites but other intangible cultural heritage like the performing arts. One
participant stated:

These tourist edifices like the Cape Coast Castle, the Elmina Castle,
canopy walkway and the others... yes, they are very important monuments
and they pull people into Cape Coast. The people go to these places and
have a look at them but when they come home to their hotels or guest
houses, after their dinner they want something else to make their day
complete. This is not the beer that they drink or the fried rice and chicken
that they eat or the girls who serve around. No! They want to see that
aspect of the Ghanaian culture. They are not interested in seeing the
Omanhene of Cape Coast coming to talk to them, like putting on his cloak
and regalia saying, ‘I am the Omanhene of Cape Coast’. That is not what
they are interested in. They are not interested in seeing the Mayor or
Regional Minister, the President or the Vice President. That is not why
they are here, you get my point. They want to have their day complete by
seeing or observing a cultural performance.... And we are doing that
[AFRIMUDA participant 1].

One interesting observation was that these tourists were ready to make reasonable
payments for performing arts services rendered to them and at certain times paid
in foreign currencies. One participant noted:
Well, 1 think that when you look at our target audience, the kind of clients
we look for, about 90% or over 90 % of them are foreign clients. Often, we
engage clients who will pay in dollars, clients who will help us to have
exchange programmes outside the country. This means most of the private
groups like us in Cape Coast look beyond domestic clients [CNC
participant 2].
The second set of opportunities which was identified to have created a
conducive geographic setting for the market were the different types of local,
national and international festivals in the likes of “fetu afahye”, Pan African

Festival (PANAFEST), Emancipation and National Festival for Arts and Culture

(NAFAC) which regularly took place in the Metropolis. One participant noted:
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Festivals also create conducive environment for performing arts groups to
expand their audiences and also make profit or gains. We have fetu afahye
which is celebrated each year. Afahye provides groups with opportunities
to perform to both the local people and visitors from other places. During
this period, performing arts groups present performance at restaurants
and bars, on the street, at the Victoria Park. It is normally a whole week
affair and you can imagine.... PANAFEST and Emancipation also present
avenues for local, national and international performing groups to surface
in Cape Coast. Previously, groups in Cape Coast were somehow less
recognised but for last year, days were set aside for groups to perform and
to use that to advertise themselves. Though NAFAC has been rotating in
the various regions in Ghana, it provides opportunity for groups to
showcase themselves especially when it is held in Cape Coast. Yes, these
festivals do help [Academic participant 1].

The third opportunity that also enhanced the geographical position of the market
was the fleets of visitors’ facilities which abound in the Metropolis. The
Metropolis could boast of some of the finest hotels, restaurants and guest houses.
Their serene environment coupled with the quality of services they rendered
created the most preferred home for tourists.

So when we look at it in this perspective, Cape Coast is well positioned
geographically because it is one of the towns where tourists visit because
of the Cape Coast castle, beaches, some of the best hotels (Coconut Grove
and Elmina Beach Resort) which are popular internationally in hosting
tourists so, there are tourists who come to Cape Coast not necessarily
because of the castle but they see Coconut Grove as the best place they
could reside even as they do whatever they came to do in Accra. So, they
shuttle between Accra and Cape Coast each day because they prefer to be
in EImina Beach Resort or Coconut Grove to experience the sea and all
that.... so, when you look at it geographically, Cape Coast is well
positioned to attract both domestic and foreign targets when it comes to
the performing arts [CNC participant 2].

According to one of the participants, some of these opportunities created
conducive atmosphere for;
music and dance ensembles, choral groups and theatre groups,
‘apatampa’ groups and ‘asafo’ companies as Wwell as masquerade

performance groups (which are family based groups) and ours, the
contemporary forms to thrive. If not for some opportunities like these,
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Cape Coast might not be a place for profit-oriented performing arts

groups. Even with these opportunities available, 1 would prefer Accra or

Kumasi to Cape Coast. In Accra, there are so many performances and

programmes.... people keep on dying and wining [Odikro Participant].
From the presentation so far, the market in Cape Coast Metropolis was well-
positioned and so provided conducive environment for the growth and survival of
groups and departments. The point worth stating was that growth and survival of
groups and departments would largely be dependent on their ability to take
advantage of those opportunities. Within this geographic environment, certain
performing arts forms were noted to be dominant.
Dominant performing art forms in Cape Coast

From one of my previous submissions (see Chapter 2, under performing
arts), performing arts forms are presentational systems which are characteristic of
artistic performances such as music, dance, poetry and dramatic activities. These
artistic products and services are often consumed for varied reasons, either
intrinsic, instrumental or both. The intrinsic reasons are not limited to pleasure,
social bonding and the creation of communal meaning but to arousing empathy in
the audience, captivation and sometimes, cognitive reinforcement. The
instrumental reasons comprise the creation of social capital, job and wealth
creation, arts forms serving as media to solving health and educational issues and
also as a means to attaining self actualisation (McCarthy, Brookes, et al., 2001).
These reasons are often embedded in the mission and objectives of the
organisations or departments which promote or market the arts forms. The

mission may also categorise an institution as for-profit, non-profit or of

volunteerism.
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This part of the results highlighted the dominant performing arts forms
within the Cape Coast Metropolis. Though there were varieties of performances,
responses of participants revealed that the dominant performing arts forms within
the Metropolis were musical performances (band music, choral and Fante folk
music), dance ensembles, drama, poetry, masquerading and puppetry. From the
results, stage theatre, music performances and dance ensembles were the
dominant forms. Among the selected few, music and dance ensembles, whether
for-profit or non-profit, were noted to have constantly accrued high patronage in
contrast to stage theatre activities. One of the participants claimed:

Well, generally, music seems to be high when we put the three performing

arts sections together... followed by dance...our traditional way of

engaging music and dance in almost all activities that are always done
traditionally. It looks like music and dance is high up there and so you
find that at birth, in the traditional homes, death, naming ceremonies and
so on, music and dance is there. Puberty rites ceremonies, music and
dance are there. Marriage ceremonies, music and dance are there.

Funerals, music and dance are there.... S0 yes for that, | will say music

and dance, they permeate all aspects of our culture [Academic participant

1].

This was confirmed by another participant who noted that the two forms were
mostly patronised by community members during any form of social and cultural
events whether they attracted gate fees or were performed for free.

...within Cape Coast, traditionally, I think that the most prominent forms

that are usually found within the market especially where there are

financial transactions involved has to with music and dance ... yes, I think
that most... about 70% of this has to do with music and dance [CNC

participant 2].

One interesting observation was that though music and dance were dominating

the market in Cape Coast, their form of presentation (live or recorded) and the

forms of transaction (paid or free) mostly underpinned their patronage. From
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responses of participants, live performances accrued high patronage as compared
to recorded versions even outside the university environment. One participant
submitted:
| think that on a whole, generally, the audiences like to witness live
performances and that has been the pattern. The live performance is
always preferred by audience and clients. So, they would like to
experience it live and sometimes even get more.... [CNC participant 2]
Such preferences, according to the same participant, were driven by the notion of
class and respect. It was assumed that people who employed the services of live
performers for their events or programmes were of a high class and were accorded
a certain level of respect as against those who paid for recorded versions. The
participant added:
For instance, if you are doing a funeral and they are going to play Adzewa
at the funeral, you will be more respected when you bring an Adzewa
group to do it live than having a spinner play an Adzewa music [CNC
participant 2].
In relation to performance preferences within the academic context, similar things
just like the above were said. That is, the academic community preferred live
performances to recorded types. This was revealed in the submission of one of the
academic participants who noted:
On campus, students and even lecturer love to partake in live
performances than maybe in recorded ones though some students may
choose to watch films that are screened by movie organisations which
sometimes visit campus to premiere the products. Students prefer to dance
to the likes of Shatta Wale beats, performances from Music and Dance
department or even choral performances from churches and private
groups on campus. They like the live performances...they can watch

recorded forms in their homes or hostels so why maybe patronise
recorded forms.... but well... [Academic participant 4]
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Another interesting observation was that these live performances were highly
patronised when they were performed for free unless they formed part of events
which had been paid for by the event organiser. This cut across the submissions of
a majority of the participants who were of the view that free or “unpaid-for”
performances were highly patronised irrespective of the geographical context
unlike the recorded forms. One participant stated:

1 will say now, we are sort of enjoying a period where people...people are
really patronising our concerts. I think ... our last concert, we had the
auditorium full and so that shows like, people are enjoying but of course,
those concerts were free, yes [CVE participant].

Another participant confirmed this in his submission.

At “The Breeze” ...when AFRIMUDA performed there for free and even
though there were other groups with spinners and all that, | think they
were able to move over 70% of the people to where they were performing
and it was quite interesting. | think the understanding of commercially
patronised performing arts in Cape Coast is where there is a problem....
So, the domestic audience would not want to pay and if they want to pay,
they would not want to pay anything encouraging for the performance.
They tell you, ‘This small ten minutes thing that you are coming to do’

[AFRIMUDA participant 2].
The main reason attributed for the patronage of free performance was that the
artistic forms had been part of the life of community members from time
immemorial and as such needed not be commodified. One of the participants
noted.
Mostly, the reason they give for not being ready to pay for such
performances was that those performances constituted part of their
everyday lives and activities especially their rites of passage and that
there is no reason why such a communal artistic performance has to be
paid for. They must be presented for free [CNC participant 2].

In situations where patrons were ready to pay for any artistic services, they

indicated how much they were ready to part with. In order to stay in business,
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commercial groups had to make do with such meagre amounts. This accounted
for their desire to move out of the Metropolis, where payments for their services
appeared better than within. This was confirmed by one of the participants.

We have a lot of instances where people within Cape Coast want a group
for funeral or wedding and all that and they come with their own price
that, ‘This is what I have’ and anything above that, they think that you do
not deserve such an amount for the performance. I think it has something
to do with some of these groups starting as non-commercial ones and so,
people are used to the free performances and so at the point where there is
commodification, that has not really sunk well with our domestic audience
in Cape Coast, that the art is a lucrative venture and so those involved in
it should be able to make a living out of it [CNC participant 2].

Unfortunately, live staged plays or theatres which mostly happened within the
university community were still struggling to break the monopoly created by
music and dance forms. This was articulated by one of the academic participants.

But then in terms of drama, when we look at the indigenous communities,
the drama is more of poetry, you know, and then the appellations to our
chiefs. Not only chiefs but those people we consider high class in the
society. Yes, but drama as formal, to be put on stage, that is where the
problem lies and I also think that it doesn’t come easily. Formal drama
doesn’t come easily at all, be it the local language or in a foreign
language. It doesn’t come easy at all. You know, the technicalities
required to put that up has been a challenge. So, it doesn’t come easily. |
think that explains why formal drama on stage is not as common as music
and dance [Academic participant 1].

The main reason given to its struggles was the lack of awareness about the
importance of theatre or drama in the social, economic and political dispensation
of the Ghanaian. One participant stated:

Most people are oblivious about the impact that theatre can have on the
social and cultural lives of the individual. All they think about is the
negative issues or stigma attached to the theatre discipline that those who
study or practice theatre are morally bankrupt or cannot make any
meaningful life out of it. They don’t know about the impact that theatre
make on the individual as he interacts with others and participates in
actions on stage. Physically, mentally, emotional and cognitively, the
performer builds himself [Academic participant 3].
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In spite of the assertion that stage performances were less patronised, some
participants were, however, of the view that stage performances, over the past
decade, were steadily gaining grounds in terms of patronage after a long period of
dormancy.
Let me say that theatre or drama performances are now gaining grounds
in Cape Coast. Initially, most people were not enthused about going to the
auditorium to watch theatre performances.... maybe because they didn’t
understand or like them. But in the university now... let me use the
university, students are beginning to enjoy performance presented by the
theatre department and at times other religious groups [Academic
participant 4].
The above responses confirmed a previous submission by the participant from
CNC who noted that,
| think we have a little of drama as one of the forms within the market but
I think that most... about 70% of the forms has to do with music and
dance.
Beside theatre which was gradually gaining grounds in the market, responses of
two participants were that poetry or appellations for chiefs and prominent
personalities in society had also begun to attract better patronage.
So, apart from drama, there is also poetry that is also trying to gain
attention...in certain funerals and weddings, artists are invited... and they
perform for them. There are a few of them who perform this for charges
but about 80% of them within the Cape Coast arena perform this poetry
for free. So that is also doing well now and people are really going on that
tangent to become public poets who do perform at programmes
[AFRIMUDA participant 2].
From the forgoing, the market in the Metropolis exhibited diverse forms of
performing arts but music, dance and dramatic performances formed part of the

dominant forms. Music and dance, however, accrued high patronage unlike

theatre though stage theatre was beginning to gain grounds in the market. It was
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also revealed that patronage of music and dance performances were high when
they were presented mostly for free. Where a fee was charged, the patronage
reduced. Interestingly, patrons who paid for live performance were deemed to be
of high class and thus commanded respect. Though they were of class and
commanded respect, they determined how much they would pay for
performances.

Performing arts departments/groups and their missions

Every performing arts institution or group has a defined mission and set
objectives which are to be attained within a stipulated period of time. The mission
and objective always define the content, production and distribution processes.
For example, products or services may be of artistic value to the consumer, cause
societal change or maybe present to consumers, product of high quality which
does not meet the needs and desires of the consumer (Botha, Viviers, & Slabbert,
2012; Mandel, 2012). In these cases, performances can fall within production
orientation (Lee, 2005), social or societal orientation (Mandel, 2012) or marketing
or customer orientation (Achrol & Kotler, 2012; Padanyi & Gainer, 2004). It is
worth stating that the cultural context within which the product or service may be
rendered may affect the type of orientation pursued by departments or groups.

The Cape Coast Metropolis showcased four broad categories of
performing arts departments. One category comprised public funded, non-profit
performing arts departments whose main aims were to promote, preserve and
develop interest and appreciation for the performing arts. For this study, the

selected groups and departments were “Oguaa Esuapon Band” of the Music and
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Dance Department, UCC, Theatre Studies Department, also of UCC and Centre
for National Culture, Cape Coast. Their activities focused on a cross-section of
the population in the Metropolis who showed interest and pursued the arts as
career; who showed interest but were unwilling to pursue the arts as a career or
those who had previously shown little interest in the arts. The main objectives of
these departments and groups were arts education, arts promotion and cultural
mediation. Participants from the selected academic departments responded that
their activities emphasised arts education, cultural mediation and arts promotion.

Our main objective is not only to develop a contemporary-like theatre
graduate relevant to the developmental agenda of the country and
consistent with the trends of human resource development globally....
where the graduate is part of the developmental agenda of the country...
develop our theatre talent for advancement of the theatre industry in
Ghana. We also aim at using the powerful media of theatre to inform, to
entertain, to educate and to effect the desired social, cultural
environmental and economic development of the people of the nation and
beyond. So the theatre should serve as a transformational medium
[Academic participant 2].

Another academic corroborated.
The mission of the department is to contribute its quota basically to the
cultural projection of the Ghanaian through the arts and in that sense the
programme we run are in that direction to support what an institution like
the National Commission on Culture has been mandated to do as a
statutory body, promote, preserve and present all forms of culture... so
that is what the department can also offer in that direction so that the
programmes we run can equip students to fit well into the industry
[Academic participant 3].
Apart from the academic departments, the Centre for National Culture in
Cape Coast served as a public funded institution to promote and preserve
Ghanaian culture and heritage. As a government institution, its activities were

presumed to be funded from government subversion and as such the institution
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was not mandated to make profit. This was confirmed by one of the participants

who noted that the Centre served as a place for research, training and capacity

building platform and cultural promotion, a record for the country’s cultural

heritage and historic sites.
Centre for National Culture, our core mandate is to implement the
Cultural Policy of Ghana. I don’t know whether you have a copy but that’s
our core mandate and that is to preserve, promote, develop our cultures,
especially the cultural values and then also link with other organisations,
departments to organise educational programmes especially for our youth
in terms of what makes us Ghanaian, why we should be proud that we are
Ghanaians and that kind of things [CNC participant 1].

The participant further added:
...we don’t monetise our programmes, we are special you know
organisers. We are like education, Ghana Education Service. We offer
social services to the general public so you cannot monetise whatever we
do.

This aspect of its mission was vividly captured in its 2017 and 2018 annual

reports where the Centre outlined projects which it utilised to provide free

vacation training programmes to the young generation in areas of traditional

drumming and dancing and folk songs. The 2017 report highlighted:
We also want to help young people get over the boredom of staying at
home during the holidays and the possibility of getting involved in some
undesirable pursuits. All they need to do to be part of the programme is to
pick registration forms at a small fee from the CNC office in Cape
Coast...the programme, we trust will greatly enhance our young people’s
appreciation of important elements of our culture [CNC 2017 annual
report].

In the 2018 report, the Centre, together with AFRIMUDA foundation,

participated in the annual “Ahobaa Kese” festival celebrations of the people of

Abeadze traditional area at Dominase-Abeadze in the Central region of Ghana.
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This was part of the Centre’s social responsibility to surrounding communities in
the region. The report highlighted:

In September, 2018, the Central Folkloric group of the Centre partnered
AFRIMUDA in showcasing a variety of dances and dance-drama to
commemorate the celebration of the Ahobaa Kese festival of the people of
Dominase- Abeadze. The performances cut across the one-week period of
celebration with a climatic performance during the durbar of chiefs [CNC
2018 annual report].

The second category fell under the private non-profit organisation whose mission
was to promote choral music within Cape Coast and Ghana as a whole. As an
affiliate to the Music and Dance Department of the University of Cape Coast, the
Central Vocal Ensemble aimed at changing the conservative perception about
choral music as music for the church alone.
So one, our main objective is to promote choral music, first in the Central
Region, and then two, in Ghana. And so, if you see the trend of our
performances there are always composers within the Central Region that
we try to expose their works. And we also as part of our objectives
professionalise choral music singing and performances in general within
the Central Region here. By so doing, we work with diverse groups of
people. And then three, to also think outside the box not to always think
about the fact that choral music is tilted towards a certain religious belief
and so in my group we have Hindus; we have other people with different
religious backgrounds so it is not limited to... We want to, you know,
change that kind of mentality and perception that if you are in the choir,
you should be in the church singing only church music. Choral music is
beyond that [CeVEnN participant].
The third category of departments operated partly as commercial organisation and
partly as volunteering group. AFRIMUDA Foundation which fell within this
category combined both commercial and social orientation practices. It sometimes

rendered free services to its associates or patrons who normally supported the

foundation. One participant recalled:
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There are even private groups like us which at a point also do free
performances. We in AFRIMUDA have patrons whicht are not necessarily
performing groups but they support the group in one way or the other and
so the group in turn, uses performances and all that to appreciate them for
what they do. For instance, BeckyKay (that pub and restaurant at Pedu
junction) is one of the patrons or donors of AFRIMUDA foundation and so
anytime BeckyKay is organising a programme, one of the side attractions
is music and dance performance and AFRIMUDA goes there to perform
for free [AFRIMUDA participant 2].

The participant further added that the foundation used music and dance to gather
the unemployed youth, both educated and non-educated for apprenticeship and
subsequently, job placement.

... then another aspect of AFRIMUDA is also that it is an NGO so they
just use music and dance to attract young people especially, those who are
unemployed and then they use the departments they have created... they
have created a sound and production music department, sewing
department, batik-tye & dye production department, video technology
department and they encourage these young people to go into any of those
areas that they are interested for them to be trained to become
economically independent. So, the music and dance aspect is just the part
to attract them and then under that the foundation trains the members in
these areas [AFRIMUDA participant 2].

From another dimension, AFRIMUDA provided services on commercial terms.
To this end, it sought clients for various forms of events ranging from funerals to
marriage ceremonies, naming ceremonies, enstoolment of chiefs just to mention
but a few. These clients paid for the services rendered by AFRIMUDA. One of
the participants testified to this.

We render services for various events such as funerals, marriage
ceremonies, festivals outdooring and even teaching school children how to
drum and dance for their speech and prize giving days. We usually charge
a fee for these services...we can’t do that for free. Most of the performers
rely on the little amount they get from these performances to support
themselves or make a living. They have to eat, buy costumes, and pay for
T&T for rehearsals.... where would they get the money if we always
performed for free. There are situations where we perform for free but
we’re given T&T and something to eat. In addition, we have to buy new
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sets of drums or repair broken ones. How do we do that? [AFRIMUDA
participant 1]

Odikro Royals Dance Company constituted the fourth category which operated
differently from the already discussed groups and departments. From the
responses of its participant, the group operated for profit or on commercial bases.

The group is a commercial one and for it to thrive in the competitive
market, | hand-picked my people from several groups. Looking at the
current economic situation, it will be unfair of me to want them to
volunteer their services. We meet twice during the weekends for
rehearsals and they live in town. I don’t expect to burden them by making
them sacrifice their time and resources to support my dream. The quality
of life of my performers is also very dear to my heart and to my profit
organisation and for that matter I need to make profit to cater for that
[Odikro participant].

Despite its profit oriented nature, Odikro Royals supported the Department of
Music and Dance and that of Theatre and Film Studies in some of their
performances for free as part of its social responsibility to the University and
specifically to the Music and Dance department to which it was affiliated. One
academic participant stated:
For example, this semester, we did Tombi, Yes We Can, a production
which involves music, dance and drama.... we brought two different
performing arts groups from outside the university community:

AFRIMUDA foundation and Odikro performing group.... I think it helped
our students to learn from the groups [Academic participant 2].

Audience types in the market

Audiences complete the exchange process within the market setup. In the
Metropolis, audiences were categorised according to the three forms of
performing arts discussed in this study. Responses from participants from the
drama department disclosed that audiences for their products and services were all

the people within the university community and its surrounding villages. These
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comprised students and staff of the university, family of staff and other persons
who were tourists, non-student and non-staff. He stated:
Actually, the target audience for the department is first and foremost the
university community and then the communities outside the four walls of
the university.... We also look at the community outside the four walls of
the university ... we had plans of roping in tourists you know. But they are
outside the university [Academic participant 1].
Other target or potential audiences, according to another academic participant,
were students from all Senior and Junior High Schools within and around Cape
Coast. He noted:
We have the second cycle schools, especially when the plays that the
department produces are a set book for these schools. The basic schools,
the Junior High Schools, also when the books are set book for exams,
that’s where we basically do those plays just to attract them. So we have

second cycle schools, and the Junior High Schools [Academic participant
2].

The Music and Dance department developed its audiences around the population
on campus and beyond the academic environment. It also relied on corporate
organisation, groups and individuals who utilised live band performances for their
events.
Our main aim is to be recognised as the resident band of the university,
serving the musical needs of the entire university community and beyond.
We therefore target corporate organisation, groups and individuals who
are in need of live performances for their events [Academic participant 6].
The response from the choral group revealed that apart from the university
community, SHS students and choral music lovers from outside of the university,

the sick within all the hospitals in Cape Coast constituted a part of their

audiences. The participant stated:
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Sometimes we go to the hospitals just to encourage our friends who are
sick, sing with them and make them active a bit and encourage them [CVE
participant].

Two dance ensembles shared some commonalities and differences when it
came to their target and potential audiences. The Central folkloric of the CNC as
well as AFRIMUDA foundation targeted individuals, groups, departments and
communities in and around Cape Coast. Some of their audiences even
transcended the Metropolis especially when it came to national events, funerals
and marriage ceremonies. One participant from CNC indicated:

We target everybody in Cape Coast and even the whole of Ghana. We

target the fisher folks, the bread and kenkey sellers, students — from the

university, JHS and SHS, staff of the university, foreign nationals who
come as visitors.... In fact, we target everybody. We have to make sure
everyone is a Ghanaian through the presentations we deliver [CNC

participant 1].

Apart from the audiences stated by the participant from CNC which formed part
of the audiences for AFRIMUDA, it also came to light that AFRIMUDA looked
beyond the Ghanaian context to include audiences from outside the shores of
Ghana. One of the participants shared this:

AFRIMUDA foundation does not rely only on clients in Ghana. We also

move beyond Ghana to tour Europe. We have performed in Charlotte’s

Ville in Virginia, Den-Rytmiske Hojskole and Academy of Dance Arhus in

Denmark, the Culture Department of Bonn in Germany [AFRIMUDA

participant 1].

Odikro Royals Company had its potential and target audiences as events and
programme managers who had their own audiences. The company did not build

individual audiences but relied on groups, departments and departments for

audiences for its services. The participant stated:
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Most of my clientelles are departments so the departments bring their

audiences to the events.... people who are into events. People who want

events and sometimes even if they don't feel like having performances as

part of their event I try to make them see how that could be a part of the

programme. So my target audience is basically everyone who has a

programme. I don’t intentionally build audiences bit by bit [Odikro

Participant].
From the presentation so far, audiences for groups and departments within the
market cut across a range of social class, status, levels and nationality.
Market types/practices

There are three types of markets which are the profit or commercial, non-
profit and volunteer. The profit-driven market harbors ‘“commercial arts
organisations” (Ratten & Ferreira, 2017) which rely solely on the market for
financial solvency and as such define their success in terms of market
profitability. The non-profit market type captures organisations which comprise
public funded academic and non-academic departments and whose main mission
is to help advance community well-being and social responsibility (Kim, Pandey
& Pandey, 2018) while providing equal access to cultural opportunities for all
persons (Markusen & Gadwa, 2010). The volunteer organisations rely more on
volunteer labour than on monetary contributions to survive. They also place
premium on “participation from particular geographic, ethnic, or cultural
communities with a primary mission of serving the community in which they are
located (McCarthy et al., 2001).

In the Cape Coast Metropolis, the performing arts market incorporated

departments which were more of non-profit and volunteer with a limited number

of profit or commercial organisations. Logically, the mission of the organisation
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or institution defined the type of market within which it operates. To this end,
with the exception of the departments within the university and CNC which were
by defunct government organisation, a majority of the groups or organisations
began as entertainment groups attached to welfare associations within the Cape
Coast Township. One of the participants claimed:
We had a lot of these individual groups that were formed on the side of
welfare associations. So we have groups like Nkabom, Apatampa,
Obrempong folkloric. They sprung out of welfare associations; individual
private groups, non-governmental organisations and governmental
departments like the university, initially, as a kind of entertainment but
have now gone beyond entertainment to include education and
conscientisation [CNC Participant 2]
The objective of these private groups, as indicated earlier on, was to volunteer and
help group members in embellishing their events with artistic presentations. Thus,
members needed not pay for such services. Unfortunately, changes in economic
conditions resulted in the commodification of such services and as such,
occasioned the formation of performing arts groups with initial support from
European tourists and European departments like DANIDA. Thus, the modus
operandi of most of these non-commercial and volunteer groups later changed to
incorporate much of commercial practices. AFRIMUDA, for example, is a well-
known non-governmental organisation but it presented a blend of non-profit and
commercial artistic services. This was confirmed by one of its participants.
...there are even private groups which at a point also do free
performances like AFRIMUDA for instance. AFRIMUDA has associates
who are not necessarily performers but they support the group in one way
or the other and so the group in turn also uses performances and all that
to appreciate them for what they do for it. For instance, BeckyKay (that
pub and restaurant at Pedu junction) is one of the patrons of AFRIMUDA

foundation and so anytime BeckyKay is organising a programme, one of
the attractions is the music and dance performance and AFRIMUDA goes
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there to perform for free. Right, that is there and then another aspect of
AFRIMUDA is also that it is an NGO so they just use music and dance to
attract young people especially; those who are unemployed and then they
use the departments they have created... they have created a sound and
production music department, sewing department, batik-tie & dye
production department, video technology department to encourage these
young people to go into any of those areas that they are interested for
them to be trained to become economically independent. So, the music and
dance aspect is just the part to attract them and then under that the
foundation trains the members in these areas. Notwithstanding these free
services, the foundation does charge for events and programmes
[AFRIMUDA participant 2].

Other private groups continued to operate as non-profit with a level of
volunteerism. In this context, the mission of the groups was geared towards arts
education and promotion where members often volunteered their services for the
realisation of set goals. This was explicated in a submission by the participant of
Central VVocal Ensemble.

Well, our mission is to approach choral music in a more professional way
in the Central region. We don’t look at the money... that’s important
though. | say Central region because we realised that within the Central
Region, choral music is very down you know. Is not like in Accra and
Kumasi where almost every week... there are choral performances. ... If
you see the trend of our performances there are always composers within
the Central Region that we try to expose their works. For my group ... we
engage with second cycle departments a lot and it’s for a purpose... we
are creating future audiences. Just about three weeks ago, the Holy Child
School Choir had a programme and they specifically requested that we
come there to be with them. Already they are developing that kind of taste.
So you can imagine when these kids complete school and we have a
concert: “Oh, just pay 20cedis”, they will come because they have already
developed that taste [CeVEn participant].

Another participant added:

1 think...we have the “Akomapa” dance troupe which was mostly setup as
an NGO with support from tourists who visited EImina castle some years
back and so they usually look for orphans and then put them together and
seek support from donors to take care of these orphans but to make sure
they engage them not to go out to become street boys and girls. They make
sure that when they come from school, there is also... to keep them from
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going into the streets. So, these non-profit ones are also working around
[CNC participant 2].

Performing arts departments within the university were primarily non-profit
oriented per their mission statements. They used such performances to augment
the practical dimension of theory given to students, research projects and as part
of their outreach activities. One academic participant confirmed:

The mission of the department is to contribute its quota basically to
cultural projection of the Ghanaian through the arts ... in that sense the
programme we run, Theatre and Film, are established in that direction to
support what an institution like the National Commission on Culture has
been mandated to do as a statutory body and to also equip students as we
have so they can fit well into the industry. The second is to engage our
students in practical performances to supplement the theory aspect of the
programme. Though gate fees are charged, they are something small
meant to defray the cost of production. For instance, we used to charge
five (5) Ghana cedis for over a decade for a performance on campus. It
was just two years ago that we increased the amount to ten (10) Ghana
cedis because of increases in production materials. Which profit
organisation will be willing to charge 10 cedis for a show? None will do
that [Academic participant 3].

Another participant added:

We go on outreach programmes, first, to secondary schools and Junior
high schools. These are to help them understand and easily appreciate the
text that they are examined on in the BECE or WASSCE. We also use that
to publicise our programmes in the Department. For the communities, we
do organise Theatre for Development programmes with them or for them.
Some of these programmes are meant to help them deal with some social
challenges in the area of personal health and environmental issues.
Mostly, we collaborate with some departments like the Ghana Health
Service which provide some form of sponsorships [Academic participant
2].

From another perspective, groups like Odikro Royals, though affiliated to the
Music and Dance department of the University of Cape Coast, still operated on
commercial basis but with a little touch of free services to its affiliated

department.
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The image of the university attached to this group makes it more classic,
academic.... it’s a profit group for now. I intend for it in the future to be a
non-profit organisation. A profit group because I’'m not financially stable
now to contribute financially to the lives of the performers.... I can boast
of having the best team in Cape Coast because.... Looking at the current
state, it will be unfair of me to want them to volunteer their services.... |
don’t expect to burden them by making them sacrifice their time and
resources to support my dream [Odikro participant].
Current position of the market
The current status of the performing arts market in Cape Coast was
described in three words: competitive, variability (with regards to its growth) and
challenging based on the operations of the various departments and groups. The
measurement for the state was hardly based on empirical data or sources but on
personal observations of the participants.
Competitions within the market
The market was described to be competitive in that it reflected a move
from previous monopolistic situation where the small number of arts groups and
departments enjoyed monopoly of audiences to a fierce level of competition due
to the formulation of more groups and organisations. To this end, groups and
departments needed to devise new (positive and negative) mechanisms for
audiences’ development and engagement. The competitiveness could be classified
into “intra” and “inter”. The concept of intra as used in this study was
representative of competitions characterising all performing arts groups and
departments (whose services were live, recorded or digitalised) within the

Metropolis while “inter” described competition between groups and departments

from within and without the Metropolis.
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Intra competition happened first, among groups and departments which
promoted the same form of services (live performances) within the Metropolis
and second, among groups and departments promoting services through different
media (live, recorded and other digitalised forms) but within the same Metropolis.
This was also not limited to only the groups outside of the university; it happened
surreptitiously within the academic departments. With regards to the first
category, performing arts groups and departments promoting live performance
services competed fiercely not only for clients or audiences but for best
performers, most travelled group outside of Cape Coast and the best group
costumes. These elements were used for institutional branding and attraction.
From the responses, a majority of group leaders had been poaching best
performers from other competing groups so that they were seen to have the best
performance group in the Metropolis. One participant revealed:

The competition is very fierce. You will have leaders of groups monitoring

the best performers within another group and try to secretly poach them

and attract them into their groups. So, we have a lot of the times where
leaders of groups are at loggerheads because they think that the leader of
one group has snatched their best performer or deceived their best
performer to abandon them. So, that competition is there. [AFRIMUDA
participant 2]
Another participant confirmed this when he noted:

| can boast of having the best team in Cape Coast because | handpicked
my people from several groups [Odikro participant].

To this end, best performers or what they termed “star performers” were the
baselines for creating competitive advantage. One participant claimed:
Normally, we use our star performers to stay in competition. When

performers catch the eyes of audiences, you will realise that people ask for
your services based on what they have seen from the performers. It is good
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to have star performer in order to attract more contracts [AFRIMUDA
participant 2].

The competition was also found among music groups (choral groups) especially
those outside of the university domain. This competition, however, was based on
the high number of groups within the Metropolis.

.. in Cape Coast, just about the time we formed the choir, we had other
people also forming other choirs so ... we are many now competing for the
same kind of fan base [CeVEn participant].

In the university, specifically the Theatre department, responses indicated that
competition brewed among directors (both student and staff directors) of stage
theatre performances as to the choice of casts and crew for semester practical
performances. One of the participants claimed:
Sometimes, some theatre directors clamour for best student actors or
those so-called “stars” from among the students in the department for
their performances. The primary motive is to have the best performances
or for these good performers to pull audiences to the auditorium for them.
This creates some forms of competition among directors especially where
there are about four performances going for the semester. Everybody
wants the best performers in his or her production. This has trickled down
to the student directors who have begun practising such competitions. |
sometimes see that to be a bad practice but who are you to talk about it
[Academic participant 2]
The responses so far demonstrated that audiences were mostly developed based
on personnel branding. One participant attested to this.
So, at a point you will have audience not patronising a group but
patronising a performer (star performer) and so the group that has the
star performer who attracts the most audiences [AFRIMUDA participant

2]

The competition within the Metropolis did not only centre on how

performers were poached. Competitive advantage was also defined by the

frequency at which a group travelled outside of the Metropolis to provide
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services. That is, the frequency with which a group travelled to perform outside of
Cape Coast (for example in Kumasi, Takoradi, Volta region, Northern region to
mention but a few) defined its competitive advantage over other groups. This was
intensified by how spectacular a group’s costume looked like. A participant
confirmed these findings:

...there is also competition of which group travels more outside Cape

Coast. The notion is that the more the group travels outside of Cape

Coast, the more it is assumed to be the best because if it is not the best

then it cannot get invitation to perform outside of the Metropolis always

and so people are now looking at packaging themselves to attract
audience outside Cape Coast... you could see that the issue of costume is
improving, which was not the case in some times past where you have
performers meeting at a funeral and any kind of costume at all is worn to
perform but because now part of the competition is who goes outside Cape

Coast, the trend of costuming is also changing and it is because of this

same competition [AFRIMUDA participant 1].

One interesting observation was that competition regarding costumes and number
of travels happened among groups outside of the university campus.

Inter competition happened between groups and departments within the
Metropolis and groups and departments coming from outside into the Metropolis.
Such competitions happened mostly on the university campus where
performances from the two academic departments had to compete for audiences
with live performance groups from Accra and Kumasi for various Hall week
celebrations and other programmes. Other forms of recorded performances which
were constantly premiered on campus created serious competition for the two
departments. One academic participant revealed:

We do face competition from groups from outside Cape Coast and not

much from groups from within Cape Coast. Mostly, Hall executives invite

performers from Accra, Takoradi and Kumasi who come for shows on
campus as part of their Hall week celebrations. Often, these performances
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clash with our theatre seasons and that reduces our audience base. There
are times too that some film production departments will come in to
premiere their products. Many students may prefer to go for that even
when the gate fee is higher than ours. I'm yet to find out why it is so
[Academic participant 3].

Another participant added:
It suffices to say that, it is surprising to see the same students who
complain that even the gate fees are expensive and whatever, pay twice of
the gate fee just to watch something mediocre in the auditorium. So that’s
the problem, when there’s hip life, hip pop artist and these other
production houses from Accra and wherever coming down to stage or
premier their movies and whatever here, the kind of audience they get
from the same university community, it baffles us as to why this
department produces good plays and they don’t patronize but when people
with mediocre and substandard productions and whatever come in but
maybe because probably they have had their name and celebrity, in quote,
they flood the auditorium with their presence [Academic participant 2].
Though some of the participants from the departments lamented that such
competition turned to threaten their audience development and engagement
objectives, other viewed them as a call to revising and strengthening their
audience development strategies.
Though I see these competitions as threats to the department, | think it is a
call for us to redefine our promotional strategies to build audiences for
our productions. We need to strategise, come up with new and proactive
strategies that can beat those people. We can do that [Academic
participant 3].
Variability in relation to growth of the market
Another word used to describe the market was variability in terms of its
growth. Variability as used in this instance described the dynamics characterising
the growth of the market in Cape Coast. Words like “marginal, declining,

discouraging, expanding and slow” served as pre-modifiers to the noun “growth”

in the description of the state of the market. While some participants indicated
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that some constituents of the market were declining, others posited that the market
was experiencing marginal or steady growth or expansion. Growth in this study
was operationalised as increase in funding support, high quality performance
presentation, infrastructure development and revamping, venue and logistics
expansion for the promotion of the arts, networking and collaborative activities,
development and expansion of the performing arts in schools and community.

Responses from a cross-section of the participants portrayed decline in
some areas of the market. Principally, there was decline in infrastructure
development for the performing arts in Cape Coast. One of the participants
claimed.

Infrastructure-wise we are struggling at both ends; both in practice and in
academia. Now if you look at the industry in itself... where the
practitioners operate, the infrastructure situation, to me, is not quite
encouraging ... a lot more needs to be done. What (the infrastructure) we
see today is investments that had been made, if not decades ago but we
can’t really see much of an expansion to accommodate the demands of
these times that we are in and even the future. If you come into the
academia, similar situation is replicated here but in a much more even
discouraging manner.... if I use my department for instance, Department
of Theatre and Film Studies, UCC as a case, we are lacking performance
space. We struggle each semester to have access to the University’s main
auditorium which has become our production studio or lab for practical
performances. How can we churn out the best of graduate students? But
that’s the reality [Academic participant 3]

Another participant confirmed:
With regards to the physical structures, | must say that we are living on
past glories because there has not been any physical manifestation of
structures in our contemporary situation... all the structures that... you see
are all old structures which | will say are basically dormant. Apart from
CNC, groups rely so much on found spaces [Academic participant 2]
Apart from infrastructure, logistics and funding for production and

promotion of products and services were on the decline. Quite a majority of
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groups and departments lacked essential equipment such as lights, sound gadgets,
tools for technical aspects of the production, and even the expertise to man these
essentials. Others, especially government departments, lacked funding support.
From the responses, some of the academics hinted that their inability to acquire
permanent laboratories affected their ability to acquire basic equipment for
performance production. This was a major problem with the Theatre department
especially which had no permanent practical space; they relied on the University’s
main auditorium for practical performances. One participant gave a vivid
description of the situation.

Currently, my department for instance lack that much; basic equipment
like sound and lighting facility, carpentry workshop for scenic design and
construction, cameras to support teaching and learning in a much more
practical sense so that we can properly keep these students and send out
productive graduates for Ghana’s labour market. To be honest, we had
been using the lights the department acquired since its establishment in
2004 until somewhere in 2017 when we could not rely on them no more.
We cannot also do without our practical components because they are
mandatory for the award of the degree to students. Unfortunately, our
student numbers could not help us to buy new ones because our AFUF, |
mean Academic Facility User Fees, which was always shared based on
numerical strength of students of every department could not help in any
way. Management continues to be apathetical to our plights. It is
unwilling to help in our case upon the constant reminders and pleas from
current and previous heads of department. We live in abject, deplorable
situation [Academic participant 3].

To confirm this level of apathy from management of the university, another
participant from the Music and Dance department indicated.

The management of the university doesn’t understand the fact that this
discipline or this department has come to stay and that it should do
everything possible to sustain the department. If that understanding gets to
the management of the university, | think the rest will be given unto us. As
it stands now, the university hasn’t actually come to terms with this, how
do I put it, the intricacies of the department. So they don’t know much
about our activities and our dailies. Often, when we even write a request

189



for A, B, C... they tell you they can’t give you A, B, C... because they don’t
understand the department. This department is theoretically and
practically oriented so whatever you do in the classroom must be
translated unto the stage. So if the practical aspect is hindered by the
procedures and the lack of facilities and what have you, it affects the
growth of the department and the quality of graduates from the
department as well. | feel sad for the department [Academic participant 4].

Participants also alluded that these challenges had affected and continued to affect
the quality of performances they promoted not to talk about the decline in the
number of students who apply to read these programmes. Though groups
continued to multiply, the quality of products and services continued to
deteriorate. One of the academics opened up:

Previously, audiences gave us positive feedbacks for our semester’s

practical performances but that has changed. | remember inviting a

colleague for our performances and he jokingly said, “I will come if it

meets the quality of your previous performances. Nowadays, I don’t enjoy
your shows at all...it’s like the actors are not on point and the lights.... the
stage is not nice...” Though I assured him of a better performance, | was
not sure if we could meet his expectation. This is what is happening.

Students used to report that they face challenges of that sort but I couldn’t

believe them until | heard it on my own. | assume this may have been the

cause of the low turnout of student intake.... well, I can’t be sure about

that but it’s disheartening [Academic participant 3].

Outside of the university community, groups were also faced with issues
of decline. This was in relation to the programming of performance activities
within a defined period and also with decline of certain unique forms of
performances. The disbandment of Central Folkloric of the CNC was cited to
have contributed enormously to the decline in performing arts promotion within
the Metropolis. The Centre was constitutionally charged with the responsibility of

cultural (and for that matter performing arts) promotion, conservation and

dissemination. The folkloric group of the Centre was then charged to promote the
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performing arts components together with other private and public groups in the
various districts in the Metropolis. Unfortunately, the folkloric group was
dissolved in 2012 following a communiqué from the Ministry of Tourism and
Creative Arts. One participant submitted:

When the folkloric group was disbanded, it had implications for not only
the group but all other groups within the Metropolis. The folkloric group
was driving the promotion of performing arts as a product and the groups
also. But after the disbandment, the performers and even the other groups
were disorganised but subsequently redeployed to other departments in
the Centre as cleaners, labourers, security.... so for some time, they were
not providing services to the public. However, they were made to perform
during the centre’s own programmes. This contradicted the directive of
the communiqué which indicated that the Centre had to engage the service
of private cultural troupe if it needed such services. | was disheartened but
when | assumed the position as the head of the performing arts department

. That same year, I advised the Centre to put in place internal
mechanism to regulate the group. This was because the sister group in
Kumasi Centre for National Culture was still in force and had been till
now. That has been the situation. This internal mechanism has limited the
Centre’s capacity to promote the performing arts in the Metropolis [CNC
participant 2].

Another section of the market that continued to experience decline was the Fante
folk music which according to one of the participants served as,

tools for check and balances in society and continued to be sung during
all manner of traditional activities such as marriage rites, festivals.

Unfortunately, these musical forms had been declining for some years now due to
acculturation and the so-called modernisation. This was expressed by one of the
participants.
This other performance form, Fante folk music, is also not appreciating or
gaining patronage especially among the youth of today. They desire to
listen and dance to contemporary tunes which at times are direct opposite
of our cultural values. Something needs to be done to revive its patronage

in order to also preserve the socio-cultural values of the people of Cape
Coast and its environs [CNC participant 1].
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From the presentation so far, there was no doubt that some parts of the market had
been experiencing decline while some areas which were experiencing growth
were without challenges. These were institutional collaboration and networking,
cultural mediation practices, numerical increase in groups and organisation for the
performing arts, progress in the use of new presentational styles and additions to
existing group repertoire.
Challenging nature of the market

The market created varied challenges which somehow militated against
the growth of groups and departments. It emerged that groups and departments
needed to be proactive and tactical to be able to achieve competitive advantage.
For example, for a group to build and sustain its audiences, it had to explore
multiple and efficient approaches or employ negative tactics like poaching best
performers from other groups in order to build a robust group which would place
it in an advantageous position over other groups. One participant stated:

The market has challenges. We are exposed to so many opportunities

which we can explore so that we can achieve our objectives but

sometimes, it is not that easy. As | indicated earlier on, | have to poach

some best dancers from other groups so that | could build a robust group

for myself. It may not be fair for the other groups but most groups are

doing just like I'm doing. You need to be smart if not you can’t succeed in

the market [Odikro participant].

In addition, lack of funding for outreach programmes, diversity in taste
and needs of audiences, audience inability and unwillingness to pay reasonable

fee for services created a very challenging setting for most of these departments

especially the unstable groups. These were expressed in the submissions of most
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of the participants. One academic participant made a submission with regards to
lack of funding.

Though we are known as a department, in terms of numbers, we don’t
have. Since we don’t have too many students, we don’t have much cash.
Hence, when we are going for such outreach, we experience problems.
One thing is that the more students you have as a department, the more
funds you are allocated. In addition, we need to go out but it comes with
money which we don’t have. We need cash and a bus for our outreach
programmes. We need a bus to be travelling around apart from
accommodation and feeding which the university and the department are
not in a position to fund [Academic participant 1].

Another participant added:

.. even the launching of our theatre season this semester, the department

did not commit even a pesewa into the launching of the season because
they were like we should go and procure three invoices. How do we
procure three invoices for transportation, conveying flats from IDS garage
to the auditorium? How do you do that? How do you procure three
invoices for just a bucket of paint and maybe two or three pounds of nails?
How do you get invoices for some of these things? So definitely, it
becomes frustrating so you have to stop [Academic participant 2].

Clashes of activities and inadequate physical structures for presentations also

added to the challenging nature of the market. This was found in the submissions

of some academic participants and the participant from the Central Vocal

Ensemble. One academic participant noted:
We do not even have a convenient performance venue or laboratory or
workshop if you like. Today or as we have it for years now, we have to be
using the university’s main auditorium and even that we are struggling
with authorities to have that space for ourselves. In one sense it appears
as though they have given us that space for our practical lessons or
experiments. On the other hand, we have to be treated as if we don’t really
belong, as though we need to pay or we are just one of those coming to
hire the space for something [Academic participant 3].

Another participant claimed:

With regards to physical structures, that is, facilities and whatever, | must
say that we are living on past glories because there has not been any
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physical manifestation of new structures in our contemporary Ghana with

regards to the performing arts market. All the structures you see are all

old structures which | will say are basically dormant. This results in
clashes among performing groups. Those which are not ready for such
clashes rely on found spaces which are not sometimes conducive for

performances and to the audience as well [Academic participant 2].

In the midst of these physical challenges, groups continued to battle with
technological advancement and its rippling effect on the promotion and marketing
of artistic products and services. Most participants acknowledged the difficulties
they face in dealing with the challenges presented to them by the digital media
users.

We continue to face challenges with this digital media which seem to make

our work a bit difficult. They provide several options to viewers and that

affect our audience turnout. Some of the groups have been trying to reach
their audiences with live performances through Facebook and others. But
as you know, some of us are now trying to get acquainted with these new
media forms and or technology and so we find it difficult to meet what

some groups and departments are doing [Academic participant 4].

In sum, the performing arts market in Cape Coast housed a variety of
performances as in music, dance, theatre or drama, poetry, fancy dress
performances, puppetry and Fante folk music. The market was deemed to be
strategically positioned due to the tourist sites, variety of festivals and the quality
visitors’ services which abound in the geographical setting of the Metropolis.
Presentation of these kinds were either for-profit, non-profit or volunteerism.
Products and services were either of social orientation, marketing orientation or of
product orientation meant for a variety of audiences such as local and foreign

tourists, community, the elites in the university as well as students in the basic and

senior high schools in Cape Coast and its environs. The market was described by
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three adjectives namely: competitive, variability in terms of growth and
challenging.
Discussion of Results

This section presented a discussion of the results for research question
one. It began with a discussion on the geographical environment that underpinned
the growth and development of the performing arts market in the Metropolis. It
also discussed results pertaining to the dominant artistic products and services
which were at the centre of exchange practices in the market. Besides, the types
of performing arts groups and organisation, their mission, the types of market they
operated and the target audiences were looked at. All these combined to provide a
vivid picture of the performing arts market in Cape Coast Metropolis.
Geographical setting of the market

A market, as already mentioned, is a place or space where demand or
supply is expressed. The place or space is often influenced by its geographical
environment which is considered that part of the terrestrial natural environment
which has been somehow transformed by actions and practices of human beings.
According to Rigava (2016), natural features, population and other economic
activities within a geographical location influence the growth and development of
every business enterprise. To Mkpuluma (2017), the geographic environment
provides information which helps managers or marketers to predict consumer’s
behavioural patterns to inform the go-to-market strategies which are used to reach
consumers or enter new geographies. An organisation’s inability to manage its

“go-to-market operations and execution” to keep its brand healthy may challenge
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its growth and development. In effect, knowing the geographic location of one’s
customer, creating social interrelations among customers can help it make smart
decisions when placing brands or product offerings across locales or geographies.
Besides, groups may identify customers by their links with other pro-cultural and
corporate organisation within a geographical setting. Organisations’ ability to
identify such customers will enable them make intelligent and strategic choices
about which segment to target, what strategies to employ and where to position
promotional strategies in relation to organisations’ objectives.

First, it came to light that Cape Coast Metropolis was endowed with
diverse tourist sites in the likes of forts and castles, beaches, parks and traditional
palaces. These sites attracted and continued to attract a vast number of tourists
(from other parts of Ghana and abroad) throughout the year (Ghana Statistical
Service, 2017; Ministry of Tourism, 2014). They also provided fertile
environment for most performing groups and organisation to grow and expand
except for their inability to fight back external competitions which appeared to
sometimes destabilise their activities. These sites provided spaces for groups and
organisation to identify how, when and where they could be successful in
promoting and disseminating their products and services, confirming the assertion
of Mkpuluma (2017) that geographical environment suggests to businesses the
places where products, goods and services are likely to succeed, telling companies
what customers are in particular locales for marketers to well-position all their
programmes and promotional activities. From the submission of a participant,

these sites pulled tons of people from diverse destinations to the Metropolis all
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year round though there were peak periods between May and August. The
geographical position of the Metropolis created spaces for exchange of artistic
products and services, both tangible and intangible. To this end, most performing
arts groups utilised these tourist sites to create a segment of audiences for their
artistic products and services. This confirmed the assertions of Hughes (2002) and
Song (2015) that tourist sites make provisions for extra audiences to impact the
market by their patronage, thus causing the performing arts sector to flourish
because of the large number of tourists captured by these tourism destinations as
well as the innovative collaboration between the tourism and cultural industries.
Unfortunately, performing arts groups hardly created synergies or symbiotic
relation with the tourism board in the region.

Interestingly, tourists of foreign nationals were the most targeted quadrant
rather than local patrons from other geographical settings in Ghana because the
former created realistic economic setting for artistic services. They were willing
to make reasonable price quotations and donations for services rendered by
commercial or profit-oriented and non-profit groups. Hughes (2002) asserts that
there is a possibility of an increase in value or price of artistic products and
services within a tourism environment when value is created for the customer.
The local patrons, as described by most participants, were yet to fully buy into the
idea of the commaodification of the performing arts because the customer value
these services created for them should not be commodified. To a larger segment
of these local patrons, artistic performances were part of their way of life and

thus, needed not to be commodified even in times where globalisation, economic
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instability and technological advancement had changed the landscape for the
growth and development of especially public, non-profit performing arts
organisations.

Though the Cultural Policy of Ghana supports this assertion of cultural
promotion, presentation and conservation and for that matter, societal orientation
of artistic and cultural artefacts (National Commission on Culture, 2004), it gives
exception to the commodification of some tangible and intangible heritage for
wealth generation and job creation. Private, commercial performing arts groups in
the Metropolis continued to rely on this part of the policy in order to stay in
business and to maximise profit. Unfortunately, they had to over rely on foreign
patrons who understood that aspect of commercial arts though their purchasing
power continued to negatively influence the living conditions of the local people
in the Metropolis. This was reflective of the living standard which appeared high
despite the limited number of well-paid employment opportunities in the
Metropolis (Ghana Statistical Service, 2013). Charges for performing arts
products and services, according to most local patrons as proffered by most
participants, were above their purchasing power amidst the rebates put in place
for these local patrons. This is a confirmation to the argument made by Rollins,
Dearden and Fennell (2016) that despite their positive impacts, tourist sites can
result in high cost of living within the communities, pushing out local businesses
and raising cost for local residents.

Most tourists or visitors relied on the fleets of wvisitors’ facilities

(accommodation, rest stops, restaurants, entertainment venues) within the
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Metropolis during their stay. One implication was that an increase in the number
of tourists must correlate with increase in visitors’ services. According to a 2017
report by the Ghana Statistical Service on trends of tourism market in Ghana
between 2005 and 2014, increase in tourism patronage for those years under
review came with increased supply of accommodation and other services in the
areas of catering, entertainments and inter-city travel services. The Metropolis,
therefore, boasted of additional visitors’ services which increased the existing
finest hotels and guest houses in the country. Their serene environment coupled
with the quality of services they rendered was motioned by some participants to
have created the most preferred home for tourists who would not pass through the
Metropolis without experiencing any performing arts form. A participant even
noted that many tourists in Ghana preferred lodging in Cape Coast to the capital
city, Accra, with one main reason being the availability of quality hospitality
treatment which the performing arts could provide (McCarthy, Brookes, et al.,
2001).

According to Hangrove ( 2014), the full potential of the creative district in
attracting audiences is felt through its ability to populate the space constantly with
activities in the likes of festivals, concerts, theatrical productions, exhibitions and
even carnivals. This was confirmed by the results which projected the fact that
performing arts groups in the Cape Coast Metropolis largely depended on the
multiplicities of local, national and international festivals in the likes of “fetu
afahye”, Pan African Festival (PANAFEST), Emancipation and National Festival

for Arts and Culture (NAFAC) to build their audiences. Fetu afahye (the main
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festival of the indigenes) which took place every year could not be celebrated
without a pageantry of performing arts (Frempong, 2018; Crentral Press
Newspaper, 2011). In fact, most of the rituals and rites were accompanied by
performances exhibited by ‘“asafo” performance groups in the Metropolis.
Notwithstanding the roles of “asafo” performances in festival celebrations, other
private groups and public organisation utilised performances to augment their
social orientation practices or as a media for cultural inclusion and education.
PANAFEST also created space for the exhibition of all genres of artistic
performances in the likes of theatrical presentations, musical performances and
dance exhibitions from over the world and for the development of all genres of
audiences. NAFAC as a national festival provided a platform for arts groups and
organisation to showcase artistic presentations and representations from all the
regional geographical settings in the country. Though NAFAC rotated through the
various regions in Ghana, its celebration in Cape Coast impacted not only on the
economic and social activities but on the promotion and education on cultural
activities which encompassed the performing arts. Having prior knowledge about
the celebration of these festivals in the Metropolis inadvertently enabled
performing arts groups and organisation to plan as to how to reach a sizable
number of audiences. Mkpuluma (2017) posits that geographical information can
help marketers see the bigger picture, align with the culture in various locales and
become more agile and responsive in seizing new market opportunities to stay

ahead of competition.
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From the presentation so far, the market in Cape Coast Metropolis was
well-positioned and so provided conducive environment for the growth and
survival of groups and organisation. The point worth stating was that growth and
survival of groups and organisation were largely dependent on their ability to take
advantage of those available opportunities. The next discussion focused on which
forms of performing arts dominated the above described landscape.

Dominant performing arts forms in the metropolis

McCarthy et al. (2001) project that in theoretical position, the performing
arts as a discipline has different mode of production and types of organisations
which can further be sub-divided into a number of sub-disciplines as in music,
dance and theatre. These sub-disciplines can be further sub-categorised into high
arts, popular arts, live performance and non-live (recorded) performances
presented through mass media forms like the radio, video, television, internet and
the compact disc. From the results, Cape Coast Metropolis could vaunt for a
variety of performing arts as in music (folk music, band and choral), traditional
and contemporary dance ensembles, stage drama or theatre, puppetry shows,
masquerade performances and traditional poetry or appellation performances.
These performance forms fell within a wide continuum; between what is ascribed,
at one end, to the so-called traditional and, at the other end, to the contemporary
(Pinon, 2019). Out of these, the dominant and most patronised which were
analysed for the purpose of this study were music, especially, choral and band,

dance ensembles and stage dramatic activities.
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Of these dominant forms, music and dance were the highly patronised.
Dominant in this context appeared questionable in that there were no empirical
evidence, measurement metrics or a database to substantiate what accounted for
their dominance. Most participants, however, gsave reason for claiming that these
genres dominated the market. Most were of the view that these two forms
constituted a core part of all social, educational and cultural activities or events
within the Metropolis confirming the proposition of Agyemang (2009) that the
arts and specifically music operates functionally in relation to society by
responding and reflecting the deeper understanding, aspirations and experiences
of a particular society. Other participants noted that the non-restrictive and
engaging nature of performance spaces for these genres provided wider access to
larger audiences. Mostly, traditional music and dance ensembles took place in the
open unlike stage drama or theatre which was often confined to secluded venues.
To this end, the unit of measurement was the number of audiences who assembled
for such performances and the number of events which created space for such
performance to function.

These, notwithstanding, free or unpaid performances of these genres were
noted to attract more patronage than paid services. Community members,
especially, outside of the university context viewed these performances as part of
their daily lives and activities and as such did not see the need for them to be
commodified. Most groups began as non-profit entities before some converted to
full commercial entities or partial commercial groups. Such a change had really

not sunk well with the communities; that the arts, per the changes taking place in
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communities now, could be seen as a lucrative venture where artists could make a
living out of. This worldview commensurate with the submission of Udoka (2016)
that African dances and for that matter performing arts were, before the colonial
and capitalist agenda, a shared knowledge between the community and the
individual; an expression of the knowledge of the people and not a commodified
entertainment.

In addition, the results revealed that live performances accrued high
patronage than recorded versions though live performances were adjudged to be
expensive unlike recorded versions. This accounted for groups’ desire to present
more of live performances than recorded versions. To some patrons, live
performance created a natural setting environment for audiences to interact with
the environment, individuals and groups in society through listening, active
participation and observation (Flolu, 2009), addressing barriers associated with
social exclusion caused by recorded performance forms which were enjoyed
within the confines of individuals. The adverse effect of live performance over
recorded was the institution of a class society where the affluent was easily
identified from the less affluent in the Metropolis based on their purchasing
power. In spite of this, some audiences patronised recorded forms which had also
given live performance groups the task of creating recorded forms in order to
remain in competition.

At the back of all these, the results highlighted that staged theatre or drama
had been struggling to break the monopoly created by the other two performing

arts forms. Theatre or stage drama continued to struggle due to the level of
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contempt and apathy given to its study in school, the obliviousness of most
Ghanaians about the value of theatre in social, economic, cultural and ecological
development as well as the stigma attached to graduates on the job market. These
confirm what Akenoo (2020) states in his article that Ghanaian theatre faces
challenges in relation to audience awareness or theatre psyche where most
Ghanaians are least aware of the importance of the study and practise of theatre.
Stage theatre, until the early 2000s when applied theatre forms took root in the
Ghanaian milieu, was usually confined to the elites in society either because of
the language of presentation or the payment form. This was reflective of the
results where theatre groups in the Metropolis were mostly confined to the
university campus where patrons could possibly identify with the language,
neglecting the outside community of the benefits of the theatre. Though the
performing arts section of CNC had been producing stage theatre performances,
its performances were highly targets of the elites in society or to the second cycle
schools. These notwithstanding, participants noted that its demand was better than
other forms like puppetry shows apart from poetry or appellations which had been
gradually gaining attention as part of gatherings for chiefs and the affluent in
society.

Another interesting observation which emanated from submissions from
most participants was that groups, especially dance ensembles outside of the
academic environment, preferred to present to tourists or to outside patrons in
other parts of the country or outside of the country who appreciated them better

than the local participants. For commercial groups, remunerations outside of the
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Metropolis were far higher than from within. Non-profit groups were also
interested in expanding their public-social responsibility by expanding their
services to spaces outside of the Metropolis.
Performing arts groups / departments

From the results, performing arts groups and departments were classified
into three categories but with sub-categories. The first category comprised public
funded, non-profit performing arts department either in the university or in the
community. Their primary objectives were to promote, preserve and develop
interest and appreciation for the performing arts. The academic departments
comprised the Music and Dance department and Theatre and Film Studies
department whose research incubators were Oguaa Esuapon Band and The
Oguaaman Performance Studio (TOPS) respectively. These two sub-sections
served as venues for students’ practical activities and the departments’ research
agenda. The main objectives of these departments were arts education, arts
promotion and cultural mediation. To this end, their activities focused on a cross-
section of the population in the Metropolis who had shown interest and wanted to
pursue the arts as career; individuals who had shown interest in the arts but were
unwilling to pursue them as a career or those who did not have interest in the arts
but could be potential arts lovers. These characteristics confirmed McCarthy,
Brooks, Lowell and Zakaras' (2001) description of non-profit arts organisations
which operate with formal non-profit status and are typically “mission-driven”
though such missions are often of diversity or public funded academic and non-

academic organisation whose main mission is to help advance community well-
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being and social responsibility (Kim, Pandey & Pandey, 2018) while providing
equal access to cultural opportunities for all persons (Markusen & Gadwa, 2010).
They do not place emphasis on the economic outcomes of artistic products and
services but mostly opt to promote their service for the benefit of the majority if
not all.

Like the academic departments, the Centre for National Culture in Cape
Coast, which is a governmental cultural institution also fell within the non-profit
but non-academic, public funded organisation whose mission was to promote,
disseminate and preserve Ghanaian culture and heritage. As a government
institution, the Centre had its activities funded from government subversion and
IGF and as such the institution was not mandated to make profit. It served as a
place for research, training and capacity building platform and cultural promotion,
a record for the country’s cultural heritage and historic sites as were captured in
the Centre’s 2017 and 2018 annual reports.

Another sub-category comprised private non-profit organisation whose
mission was to promote choral music and other musical forms within Cape Coast
and Ghana as a whole. As an affiliate to the Music and Dance Department of the
University of Cape Coast, the Central Vocal Ensemble operated a non-profit
choral ensemble which aimed at changing the conservative perception about
choral music as music for the church alone while cultivating taste for choral
music among students in the secondary schools. It appeared to fall within what
McCarthy, Brooks, et al. (2001) identify as volunteer organisations or avocational

groups such as church choirs, folk-art groups, local rock bands and small non-
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profit organisations. Voluntarily, they help other public organisation to put into
practice, theories on how to get people to participate and support the arts sector, a
characteristic common to the Central VVocal Ensemble which aided the Music and
Dance department of UCC.

The second category of organisations operated partly as commercial
organisation and partly as volunteering group. This is what McCarthy, Brooks, et
al. (2001) describe as “hybrid” organisations that incorporate features of both the
commercial and nonprofit sectors. AFRIMUDA Foundation which fell within this
category combined both commercial and social orientation practices for artistic
promotion and dissemination. It sometimes rendered free services to its associate
corporate organisation or patrons who normally supported the Foundation. The
Foundation further used music and dance to gather the unemployed youth, both
educated and non-educated for apprenticeship and subsequently, job placements
in the arts, both performing and visual. The Foundation also provided services for
profit maximisation. This meant that it relied on the market for financial solvency
and as such defined part of its success in terms of market profitability (Ratten &
Ferreira, 2017. To this end, it sought clients for various forms of events ranging
from funerals to marriage ceremonies, naming ceremonies, enstoolment of chiefs
just to mention but a few for paid services. The Foundation, however, did not
provide recorded products as posited by Mandel (2016).

Odikro Royals Dance Company which fell in the third category operated
for profit or on commercial basis. The company as commercial organisation

depended on the market for economic benefits or wealth generation. This meant
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that it defined its success in terms of market profitability (Ratten & Ferreira,
2017). Though Mandel (2016) posits that commercial arts organisations are often
involved in the production and distribution of recorded artistic products than live
performances, the result highlighted that the Odikro company provided live
performances which were not only at the level of entertainment but were of of
aesthetic and cognitive appreciative traits, compared to “high serious valuable
arts” presented by non-profit organisations (Mandel, 2016). Performances from
Odikro company were deconstructed forms of traditional and contemporary dance
genres which were sometimes merged together to produce a hybridity which
required a certain level of cognition and aesthetic expertise to decipher the basic
component of the performances. This might be attributed to the level of education
of the artistic director who doubled as the manager of the company. Despite its
profit oriented nature, Odikro Royals supported the Department of Music and
Dance and that of Theatre and Film Studies in some of their performances for free
as part of its social responsibility.
Audience types

Generally, the academic departments, per their mission statement, targeted
all the people within the university community and the whole of Cape Coast
though they were yet to capture the wider communities within the Metropolis.
These audiences comprised students and staff of the university, family of staff and
other persons who were tourists, non-student and non-staff members. Others were
students from all Senior and Junior High Schools within and around Cape Coast.

The target audiences for these departments were neither defined by age, gender
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and personality, general affiliation, migration experience as posited by Bin
Tareaf, Berger, Hennig, Jung and Meinel (2017), Mandel (2012; 2014) and
Newberry (2018); nor by behaviours, location, language and spending power
(Newberry, 2018). Thus, proper segmentation was hardly done. Products and
services were surreptitiously defined by assumptions made in relation to
audiences’ perceived interest, formal education, cultural and aesthetic preferences
and sometimes social milieu and attitudes (Mandel, 2012, 2014).

From the results, premium was hardly placed on what type of audience to
target which meant that everyone within the Metropolis, per the mission statement
of the departments, needed to be reached when it came to arts promotion and
dissemination. Target audiences (those interested in artistic performances),
regular (audience who regularly attend performances and contribute in other ways
to promote the arts), the potential (those to be persuaded to complete an artistic
presentation) and the occasional audiences (irregularly patrons of artistic offering)
(Rentschler, 2007; Seaman, 2011) were deemed to be “targets”. From an
observational viewpoint, the departments concentrated more on the target and the
regular than on the occasional and potential though participants indicated their
targets were everybody within Ghana.

The general audience target for the Central Vocal Ensemble was similar to
that of the two academic departments in addition of the sick within all the
hospitals in Cape Coast as part of its audiences. The Central folkloric of the CNC
as well as AFRIMUDA foundation targeted individuals, groups, departments and

communities in and around Cape Coast. Some of their audiences even
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transcended the Metropolis especially when it came to national events, funerals
and marriage ceremonies. AFRIMUDA looked beyond the Ghanaian context to
include audiences from outside the shores of Ghana. It was worth stating that
audiences for the Central folkloric of the CNC and AFRIMUDA foundation were
segmented based on the geographic and demographic traits or attributes
(Dilenschneider, 2017) generated based on assumptions.

Odikro Royals Company had its potential and target audiences from
events and programme managers and not individual audiences. Unlike the two
academic departments, the company, per its operations, focused on the spending
power of audiences (Newberry, 2018) personality of audiences, social milieu,
cultural and aesthetic preferences and somehow audiences’ general affiliation
(Bin Tareaf, Berger, Hennig, Jung & Meinel, 2017; Mandel, 2012; 2014;
Newberry, 2018) without a pre-assessment of whether its services created value
for the consumers or met their needs and tastes.

Market types/practices

As indicated in an earlier submission, the mission and objectives of
performing arts groups demarcated the market into commercial or profit oriented
sub-sector, non-profit or volunteer (McCarthy, Brooks, et al., 2001). From the
results, the arts market in the Metropolis was dominated by the non-profit sub-
sector with a limited number of profit or commercial organisations. The non-
profit sector harboured the academic performing arts departments, the Central
folkloric of the CNC which were by defunct government establishments and non-

profit/volunteer groups like the Central Vocal Ensemble. As non-profit, they
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advanced their socio-cultural responsibilities by helping to achieve community
well-being and social cohesion (Kim, Pandey & Pandey, 2018) while providing
equal access to cultural opportunities for all persons (Markusen & Gadwa, 2010).
Participants posited that their activities and practices did not emphasise the
economic outcomes of the performing arts but mostly provided services for the
benefit of the majority of the populace if not all. They also operated as spaces for
practical teaching and research purposes, more skewed to the academic terrain
than to the larger community. To Valeau (2015), non-profit arts organisation
serve as laboratories for experimentation of new artistic production processes; a
space to try new approaches to artistic production and promotion. These spaces
exemplified a somehow symbiotic relationship between the performing arts and
society where the organisation provided offerings to meet the needs and demands
of the society with the society reciprocating with funding such as government
subventions, grants from non-governmental organisations and individual
philanthropists, volunteerism and subsidised labour (McCarthy, Brooks, et al.,
2001). These notwithstanding, they sometimes charged meagre amounts of money
to defray production costs for presentations which were not sponsored.

Practices and activities of AFRIMUDA Foundation presented another
market type, partly commercial and partly non-profit. Though a non-
governmental organisation, activities of the Foundation were a blend of non-profit
and commercial even though its primary objective was to cultivate taste and
appreciation of Ghanaian performing arts forms among the youth. This is a

portrayal of what McCarthy et al. (2001) term ‘“hybrid” organisations which
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incorporate features of both the commercial and non-profit sectors. According to
the participants, changes in economic conditions and the cessation of supports
from DANIDA, the initial sponsor, resulted in the commodification of part of its
services. Thus, the modus operandi of this non-commercial group changed to
incorporate much of commercial practices. While its non-profit mission was
towards arts education and promotion, its commercialised aspect was for
generating income for the sustenance of the mini artistic centres designed to
empower the youth.

Moreover, the market, as the results portrayed, had a commercial sub-
sector with a small number of commercial organisations. These organisations
relied exclusively on the market for wealth creation (UNCTAD, 2008) and as
such define their success in terms of market productivity. This sector of the
market was into the presentation of live, educative and informative performances
as opposed to what Mandel (2016b) states that commercial arts organisations are
primarily into recorded products and services which are also mostly for
entertainment than live “high arts” performances.

Current position of the market

The current state of the performing arts market in Cape Coast Metropolis
would be discussed based on the preceding discussions on the elements which
conditioned the market. Transactions within the market comprised non-profit or
what Cho (2019) terms “pure” artistic products and services and commercial or
profit-led products and services. These products and services fell within a variety

of forms as in music, dance, theatre, puppetry, poetry or appellation and
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masquerade. The results were suggestive that music and dance amassed more
patrons than other forms like stage theatre or drama which seemed to be gaining a
level of responsiveness in recent times.

One interesting observation was that though the music sector of the market
was noted to command huge numbers of patrons, band and choral music popular
musical genres commanded the most patrons. Contemporary musical genres
usually performed by individual artistes were yet to make impact in the market.
This dominance created by band and choral musical forms might be attributed to
the Cape Coast community’s encounter with the missionary organisation which
first settled along the coast and which populated the entire space (Beecham, 1841
as cited in Dordzro, 2012), especially schools and churches, with regimental band
and choral music. Besides, the establishment of the Music department in 1975
now Music and Dance Department at the University of Cape Coast seemed to
have augmented the growth and development of the band and choral music sector
based on its initial emphasis on music theory and composition.

My observation concluded that students and staff extended their learning
and practices to church choirs, school choirs, community choirs and band groups
in schools and surrounding communities. From the submissions of participants
from the said department and confirming from previous annual reports of the Vice
Chancellor (University of Cape Coast, 2015), most previous studies and practise
of music (between 2000 - 2010) placed emphasis on these two genres until recent
years when series of reviews to the curriculum made additions to areas such

Music Education, Music Psychology, Music Technology and Music Therapy
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(Music and Dance Department, 2018; University of Cape Coast, 2015). To this
end, a majority of students’ final year practical projects used to be more confined
to composition for band, choral groups and ensembles. Students fell on choral
groups and ensembles for the rehearsal and presentation of musical pieces and
these appeared to have indirectly expanded these genres of music (Music and
Dance Department, 2018). This was not suggestive of the fact that other
determining factors such as personality, preferences, history, interaction, students’
intention to practise the theories they had learnt, visual influences and even the
environment of the performance (Morijiri, 2016) had not contributed to the
development of taste for choral and band music in the Metropolis.

The traditional dance sector was also said to be performing relatively
better than theatre groups. Groups and ensembles within that sub-sector provided
services during celebrations of all kinds of events in the community whether
sacred or secular. To this end, the experiences, aspirations and ideals of the
communities within the Metropolis are usually responded to and reflected in these
arts forms (Agyemang, 2009). The continual celebration of local, national and
international events and festivals in the Metropolis created a fertile ground for the
nurturing of the dance sector of the market though most groups continued to rely
on patrons outside of the Metropolis who to them, appreciated their services and
thus, were willing to give value in return. In addition, activities from the Centre
for National Culture, Cape Coast appeared to influence the growth of many
groups and ensembles within the dance sector despite the varied challenges which

had engulfed the Centre.
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The theatre sector of the market was said to be progressing steadily based
on the outreach programmes which the Theatre Studies Department continued to
employ to fill the university community, the basic and second cycle schools and
the communities. In spite of the gradual nature of the growth of the sector, the
creation of more drama troupes on campus and at the second cycle schools
provided a level of optimism for the growth of the sub-sector. Moreover, the level
of interest and ingenuity which underpinned the presentation of the Students
Drama Festival (STUDRAFEST), an annual drama festival and competition
among second cycle schools in the whole of the Central region, proved that the
sub-sector was gradually gaining attention. Unfortunately, that had not been
reflective in the number of students who accepted admission to the Department.

The spring up of new groups and ensembles in all the sub-sectors of the
market had resulted in different levels of competitions within the market. The
results highlighted a move from previous monopolistic situation where the small
number of arts groups and departments enjoyed monopoly of the audiences. For
the past few years, competition in the market had turned a bit fierce where groups
and departments conceived new (positive and negative) approaches for audiences’
development and engagement. As Rijamampianina, February and Abratt (2003)
put it, every company sees business as competition and more often than not work
hard to be the winners of such competition. Competition was either among groups
and departments which promoted the same form of services (music, dance,
theatre) within the Metropolis and second, among groups and departments

promoting services through different media (live, recorded and other digitalised
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forms) but within the same Metropolis. This was also not limited to groups
outside of the university; it happened surreptitiously within the academic
departments. For example, a majority of leaders and directors poached best
performers from other competing groups so that they were seen to have the best
performance group in the Metropolis. This was because best performers or what
they termed “star performers” were the baselines for attracting more customers
and thus, creating competitive advantage. This confirmed the ideology of
proponents of the resource based view of competitive advantage that a firm views
resources (physical, human and financial) and capabilities of these resources as
the main drivers of a firm’s advantage over other firms within the market
(Penrose, 1959 as cited in Wang, 2014). In the university, specifically the Theatre
Department, competition brewed among directors (both student and staff
directors) of stage theatre performances as to the choice of casts and crew for
semesters’ practical performances.

Competitive advantage, among groups outside of the university campus,
was also defined by the frequency at which a group travelled outside of the
Metropolis to provide services or by how spectacular a group’s costume looked
like. It was worth stating that these forms of competitions were limited to groups
outside of the university campus. Competitions found on the university campus
existed among academic departments and live performance groups from Accra
and Kumasi for various Hall week celebrations and other programmes as well as
other recorded digitalised performances which were constantly premiered on

campus by film organisations. Though these forms of competitions were deemed
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by some groups and departments as threats to their growth and sustenance, other
groups viewed them as a call to revising and strengthening audience development
strategies. According to Porter (2008) an institution can attain superior position
with a set of qualities which sets it apart from other competitors and which gives
it superior advantage over other organisation.

Variability as used to describe the market defined the dynamics
characterising the growth of the market in Cape Coast. Words like “marginal,
declining, discouraging, expanding and slow” served as pre-modifiers to the noun
“growth” in the description of the state of the market. Views of participants were
divided in that while some posited that the market was declining, others were of
the view that it was experiencing marginal or steady growth or expansion. Growth
in this study was operationalised as increase in funding support, high quality
performance presentation, infrastructure development and revamping, venue and
logistics expansion for the promotion of the arts, networking and collaborative
activities, development and expansion of the performing arts in schools and
community. Principally, there was decline in infrastructure development for the
performing arts in Cape Coast which confirmed what the Artwatch (2017) report
presented that the meagre support from government are often channeled into the
tourism sector rendering the other sectors like the performing arts “less-
productive”. The quality of performances or services on campus, for example,
continued to decline which might serve as one of the effects of low turn-out of
students who applied to read performing arts programmes. The picture was

different from that of the Asian region where reports indicate slight increase in the
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number of culture groups and their employees within the China performing arts
sector amidst the continuous progress in the governmental financial support and
cultural venue constructions (Korean Arts Management Services, 2008).

According to the Artwatch (2017) report, the tourism sector of the
Ministry of Tourism, Culture and Creative Arts has been given more attention to
the detriments of the other sectors. The Ministry forgets that there must be a
parallel development in creative arts and the tourism sectors. This reflected in the
disbandment of Central Folkloric of the CNCs following a communiqué from the
Ministry of Tourism and Creative Arts in 2012 though the folkloric groups had
been constitutionally charged with the responsibility of cultural (and for that
matter performing arts) promotion, conservation and dissemination (National
Commission on Culture, 2004). Though disbanded, the folkloric group was
always called upon to for artistic presentation during government or national
events. The main reason cited for its disbandment was that it was not
economically viable though its mission was not for economic maximisation.
Ironically, the Ministry was prepared to engage the services of private cultural
troupes for state functions and as such advised the Centres accordingly. As to
whether this move was economically viable was still being debated. To
participants from the Centre, it had rather resulted in severe challenges militating
against the mission of the Centre and its affiliate groups.

One major challenge identified was the nature of the competition within
the market which compelled groups and departments to either explore multiple

and efficient approaches to promoting their services or employ negative tactics
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like poaching best performers from other groups in order to build robust groups
which would place them in an advantageous position over others. This had,
however, affected the growth and survival of newly established groups as well as
established groups which had been struggling to survive in an economy where
small-scale businesses are worst supported either by law or policy. There is no
law that bind the media in their coverage and promotion of local creative works
rather than foreign ones that have overshadowed the local ones due to little
coverage (Artwatch, 2017). Policies where were outlined in the Cultural Policy
for the regulation of activities within the arts market were yet to be implemented
or reviewed (Fio, 2018).

In addition, the results portrayed that performing arts groups within the
Metropolis lacked support or funding even in the case of governmental
organisation. Both academic departments and non-academic groups had been
experiencing challenges in areas of human resources, physical resources, state-of-
the-art equipment and infrastructure for teaching, learning and practice. In the
views of academic participants, these challenges affected students’ intake for their
programmes, teaching, learning and practice in and outside of the academic
domain. Most participants attested to this when they indicated that prospective
applicants who, in recent times applied to universities, looked out for well-
equipped and well positioned organisation in the performing arts. The current
position of the performing arts Departments with their inadequate equipment,
infrastructure and logistics reflected the turn-out of prospective students. From the

report by Artwatch (2017) the whole creative arts sector which include the
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performing arts remains underdeveloped. This underdevelopment cut across arts
education, practice and infrastructural development. From my observation,
performing arts departments in UCC, for example, faced challenges in training the
few admitted students mainly because of their lack of resources for teaching and
learning. Complaints were made about the unavailability of practical and
rehearsal spaces, lack of offices, teaching and learning resources which hindered
the smooth implementation of the curricula. These in no doubt confirmed the
report by Artwatch that performing arts faculties and departments in higher
organisation of learning in Ghana are faced with the problem of inadequate state-
of-the-art training equipment for teaching and learning.

In the non-academic context, groups faced similar challenges and more. It
came to light that most groups did not have permanent rehearsal spaces; they
lacked in-service training especially in the area of strategies for audience
development practices. Unfortunately, the role of government in creating enabling
environment such as providing easy access to micro-loan facilities for expansion,
funds for developing new marketable products, organising training programmes
on new technologies and creating incubation centres in vocational-based tertiary
organisation for small businesses (Artwatch, 2017) while revamping existing
dilapidated structures (Fio, 2018) is not commendable. Groups continued to
struggle for spaces for their activities due to inadequate physical structures. They
had been battling with technological skills for their audience development

practices. These notwithstanding, most participants acknowledged that the
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challenges presented to them an opportunity to explore new and viable ways of
achieving their goals.

Presentation of results for research question 2: Why do groups and
departments develop audiences?

Many reasons are being ascribed to audience development practices.
Among these are the declining rate in audience patronage for artistic
performances and the increasing rate in the number of artists and arts groups
which may have resulted from barriers to arts consumption, change in taste and
preferences in audiences and existing competitions among groups. Increase in the
numbers of arts organisations not only widens the market but populates it with an
array of products and services. This way, power is given to the audience who then
dictates which artistic product to choose and when (Mandel, 2012; Scheff &
Kotler, 1996) resulting in heighten competitions among artists and arts
organisations as they struggle to develop and sustain their audience (Klein, 2019;
Mandel, 2012, 2016a; Walmsley, 2016).

A cursory look at the results from my research question one showed that
competition drove activities and practices of groups and departments in the
Metropolis. The increasing rate of performing arts groups had provided
consumers with a variety of products and services to choose from. Local
audiences, in this context, dictated charges for products and services as claimed
by most participants and in order for groups to stay in business, they accepted

whatever amounts were paid by most of their customers. The only way to make
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up for losses, if any, was for groups to rely on external audiences who troop into
the Metropolis as tourists. One participant stated:

If you look at the current situation of the market and the rate at which
groups are being created, then you have to think about how to if possible
maintain the audiences you have. As | said earlier on, the market is bad,
people decide on how much they will pay. They don’t think about the time
and energy you have put into getting the performance ready.... I think you
will be shooting yourself in the foot if you don’t cultivate more audiences.
How can your group survive? You need to [AFRIMUDA participant 1]

Changes in taste and preferences of the audience also caused groups to lose parts
of their audiences. Some of the participants (academic and non-academic)
claimed that most of their target audiences chose to patronise other performances
in place of theirs. One academic participant made reference to the fact that a lot of
students filled performance spaces to full capacity for film premiering or live
concerts from popular artistes from outside the Metropolis even when they were
to pay far more than they would have paid to view their performances.
Unfortunately, such screening or performances took place almost the same period
when they would be having their performance season. The possibility of
achieving a high turnout of audiences was extremely low. He narrated:
We need to build our audience base because we always lose most of our
audiences to other live performances during Hall Week celebrations and
other movie premiere shows. For example, when movie houses from Accra
bring to campus new movies to premier, you will realise that most of the
students will troop in there even when they gate fee is high. If it were ours,
they will complain but they will pay to watch the movie. Unfortunately,
these movie houses come in when we are starting with our season
performances. This reduces our audiences drastically. Another one is the
artistes who are invited to perform during hall week celebrations. Most
students like listening to them and that affect the number of audiences who

come to watch our performances. Due to these challenges, we have to
design means to increase our audiences [Academic participant 2].
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In addition to the above, one participant motioned that venue and time for
performances posed challenges to some audiences in their desire to patronise
performances. Venues, which were either not conducive or far from most
audiences, allowed them to stay home or looked for alternatives. This negatively
affected patronage. Discussing time as a challenge, some participants indicated
that where the time for a performance was not favourable for audiences or groups
did not adhere to whatever time they proposed to begin their shows, audiences
never showed up for subsequent performances with the exception of the “die-hard
fans”. One of the participants noted:
In fact, when the audience doesn’t stay close to the venue of presentation,
then he or she may choose to come or not. It happens so much when the
audience has to pick a taxi or drive to the venue of performance only to
realise that the performance will delay. First time situations are no
problem but when it becomes a habit, the audience will stop attending.
Also, when the stage for the performances does not give a good or proper
view, that is, the audience cannot see parts or most parts of the
performances because the seating arrangement is bad, then you have to be
ready to lose the audience. So, you have a lot of the audience complain
that we cannot see the performers (it is only those in front that can see the
performers). That is also one of the challenges perhaps influencing the
consumption pattern [Academic participant 2].
All these challenges and barriers served as spring-board to audience development
activities.
Objectives to audience development in Cape Coast Metropolis
Globally, competition, decline in audience participation and barriers to
arts consumption often challenge performing arts organisations to embark on
audience development as means of building and sustaining audiences for their

products and services. The objectives are to expand their audience base in

quantitative terms, deepen relations with existing audiences through special
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services, enrich the experience of new audiences using arts educational
approaches and diversify the audience from a cultural policy viewpoint (Bollo et
al., 2017; Mandel, 2012). These dimensions are often informed by the type or
nature of the audience whether it is audience by choice (easy to reach audiences,
potential and lapsed audiences), audience by habit (current/target) or audience by
surprise (hard to reach or audience with no previous contact with the arts).

From the analysis, audience development constituted a major practice
among all selected departments and groups though responses showcased some
differences in practice. Increasing the number of audiences was a practice which
cut across all the selected groups. One academic participant indicated:

Increasing the number of audience is one part of the objectives. We want

to get more patrons to the auditorium for every performance we put up.

That’s not to say we want to make profit; the amount we charge cannot

bring us any profit. We rather want people to love the performing arts and

so apply to read the programmes [Academic Participant 3].

Another added:

So far, our concentration has been to enlarge the numbers...getting the

numbers to see our works; to see what we can also produce; what we are

capable of; that we can also be equaled to others like the Kwao Ansahs,

the Ebo Whites and the rest of them [Academic participant 4].

Responses from the non-academic groups were similar. For instance, one
participant from AFRIMUDA foundation was of the view that;

We cultivate audiences so as to increase their number.... we need a strong

fan base. We don’t mind if our base audience keeps changing, so far as

they increase in number, we are okay.

The participant from Odikro Royals, however, motioned that though the company

aimed at increasing its audiences, that practice was a secondary objective.
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I don’t place emphasis on increasing the number of audiences for my
services. What | do is to create a good relationship with them and
ultimately the increase will happen.

Apart from increasing the number of audiences, the Central folkloric of

the CNC extended its practice to taste cultivation, arts education and social

inclusion. One of its participants claimed that the group was left with no option

than to

deepen relationship between its audiences and the arts while making sure

the group reached as many as might not be interested in the arts or had not come

into contact with any Ghanaian artistic forms.

Besides, we try to educate everybody in Cape Coast and its environs about
the performing arts and how they help us attain a cultural identity. Most of
the youth nowadays have lost touch with most of our indigenous arts forms
and we have to help them connect to their roots. We also try as much to
create awareness about some of the positive arts forms within the
communities like folk music and dance, traditional games and songs [CNC
participant 2].

This was confirmed by the host of different activities which the group undertook

in 2018.

1

4.

. On May 18, 2018, the Centre together with Music and Dance

Department and AFRIMUDA Foundation held a performing arts forum
on the theme; “The role of music in the preservation and promotion of
socio-cultural norms and values of Ghana to sensitise and educate the
citizenry.

On July 7, 2018, we had a collaboration with 2™ Cycle schools in the
Central Region, with support from Global Host Project, BeckyKay
restaurant and SEPECS Graphics to organise Students Drama Festival
(STUDRAFEST) 2018 which aimed at unearthing talents in the fields of
acting, directing, set and costume design, make up and playwriting as
well as promoting creativity among the youth in the secondary schools.
Puppetry shows were organised on 20 July, 2018 for Basic schools in
the Metropolis to inculcate in the youth values and norms that produce
responsible citizens.

A radio talk show dubbed “Tsetse wobika, tsetse wo bi kyere” organised
every week in July, 2018 was used to educate the community on some
Akan traditional cultural performances.
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5. August, 2018 saw the formation of cultural fun clubs in ten (10) public
schools in the Metropolis to deal with societal issues bedeviling the
communities... through poetry, drama and storytelling.

6. Theatre for Development projects were undertaken in eight (8)
communities in the Metropolis in October, 2018 [CNC, Cape Coast,
2018, pp. 13-27]

To diversify their audiences, the Central folkloric tried to entice audiences or non-
arts lovers to its performances through songs, narratives and one-on-one
discussions as was revealed by one of the participants.
In most of our performances in the communities around Cape Coast, we
sometimes do a bit of explanations and narratives to entice or offer
clarifications to mid-bordering issues about the arts [CNC participant 2].
All participants from the academic departments in UCC responded that
apart from increasing the number of audiences, they also embarked on arts
education among basic and senior high schools and surrounding communities in
order to develop students’ interest in the arts and that of non-arts lovers found in
the communities.
We visit basic and second cycle schools in the Metro to educate them on
the performing arts and why they could make them part of their career
prospects. We educate them on the prospects in studying theatre, music or
dance in the university. This is a way of helping them discard certain
misconceptions they have about these programmes. We deepen such
relationship by establishing drama and dance clubs in the schools to whip
their appetite for the programme. This is strengthened by the organisation
of STUDRAFEST among secondary schools [Academic participant 2].
Another participant added that
As we build the numbers, we are afforded the opportunity to sustain our
relationship with the audiences and ultimately deepen their interest in the
arts. This somehow presents the audiences a unique opportunity to assess

and evaluate their perception about the arts and particularly about our
products and services [Academic participant 3].
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Response from the participant of Central Vocal Ensemble indicated that its main
priority is to deepen relationship between their audience and choral music. He
submitted:

Our top most priority is to help them to love choral music and to also give
them an artistic experience either for educational or aesthetic purpose.

In the case of AFRIMUDA foundation, the primary goal was to serve as cultural
mediator between the Ghanaian and the arts. That was why its services captured
every Ghanaian whom members of the foundation encouraged to experience and
appreciate Ghanaian culture and the arts. This, to one of the participants, would
take care of the other dimensions of audience development.
What we want to achieve in here is to make sure that all Ghanaians come
to love the arts and to appreciate them better. We try to remove some of
the negative stigmas attached to the arts. That the arts are satanic; artists
are promiscuous, drunkards, sinners and all that... Some individual artists
may be doing some of these things but that | think may be an inherent
attitude. We want the youth and our elderly people to understand and
appreciate what we do so that they would encourage their children to
patronise [AFRIMUDA participant 1].
In his submission, the participant from Odikro Royals was of the view that the
company unconsciously widened, deepened and diversified their audience but its
emphasis might be on deepening the relationship between audiences and
performances. He stated:
Our main objective is to deepen our relationship with our audiences and
that also means deepening the relationship between the audiences and our
performances. In this case, we are able to give them what they want and
even more. When | go for programmes, for example, there is this follow up
thing I do where | want to ask if the performance was fine...I do that just
to get closer to them so I get to know what they want so | present to them.

The presentation so far revealed that selected groups and departments practised

audience development in order to increase the number of their clients or

227



audiences, deepen relationship with them so that they become more appreciative
of and receptive to the arts. The next presentation looked at the processes used in
attaining the afore-mentioned activities

Planning audience development practices

According to the literature, audience development needs to be planned.
The plan is a “route-map for change. It is a practical blueprint for growing
audiences, increasing reach, building deeper relationships and doing those things
to the best of our abilities and resources” (The Audience Agency, 2017, p. 2).
Though such a plan is deemed not to be prescriptive, it states clearly the strategies
to be used, the direction to take based on real evidence of current and potential
audiences and segmentation practices (The Audience Agency, 2017). A good plan
should at least be able to detail where the audience sits in the mission of the
organisation. It also outlines the marketing analysis process which is to help in
assessing market situations, understanding audience’s barriers and needs before
proposing strategies which are likely to meet those situations (The Audience
Agency, 2017).

The situation in the market being studied was quite different. Results from
the analysis uncovered the nonexistence of audience development plan both in
academic and non-academic groups and departments. Rather, what some groups
used as basis for audience development were feedbacks from audiences. From
participants from the Theatre department, there was nothing like an audience

development plan. The Department had never, since its establishment, designed a
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plan for audience development though for every semester, a plan for
performances was designed. One of the academics stated:
We develop our audiences but truly, we have never designed a plan for
that. In my case as a director, | will say I use my own imagination and
listen a lot from stakeholders to identify which audiences type to develop
[Academic participant 1].
Another confirmed this.
Using rigorous and well-structure market research? No. However, our
audience development strategies are mostly informed by everyday
practices, general observations and informal interactions (experiences
with audiences over time).
Similarly, the participant from Central Vocal Ensemble submitted that the group
did not strictly design a plan for its audience development practices but rather, it
relied on feedbacks from the audiences for its subsequent plan of activities.
After every concert, we have evaluations (within the group and with
audiences) and these help us improve on subsequent concerts. What are
the concerns of consumers with regards to ticketing, programme structure,
venue, time...? We ask our audiences all these questions so that we
improve on them or present what may be of interest to them the next time
we have a concert.
In the case of Odikro Royals, audience development was not any officially
planned activity. However, the company embarked on something resemblance of
market research and programming. The participant stated:
| also develop online questions; we (my clients and I) have a little chat
and if there were pictures from it, that’s the programme, I request for
them. I still keep in touch and once a while I call... if there are
programmes coming on, | let them know.
One participant from CNC indicated that they previously designed a plan on how
to expand their audience base but they had stopped for quite a period now. He

stated:
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I don’t know any group in Cape Coast now which has a formally
documented audience development plan. The CNC was doing something
some time ago..we usually keep contacts of audiences, send them
messages to ask for their feedback after a show. We also send them
messages for subsequent programmes. We were also engaging corporate
bodies and proposed discount packages. That is, if a company buys ticket
for all the staff, the company gets a discount [CNC participant 2].
From the presentation so far, selected groups and departments embarked on
audience development without a plan. They, however, employed both marketing-
oriented and holistic approaches as discussed by Urban Paradoxes (2018) to
audience development. These were explicated further in the next research
question which examined the audience development strategies of the selected
groups and departments.
Discussion of results
Generally, audience development practices aim at enlarging audience in
quantitative terms (using direct marketing strategies), deepening relations with
existing audiences through special services, enriching the experience of visitors
using arts educational approaches and diversifying the audience from a cultural
policy viewpoint (Bollo et al., 2017; Mandel, 2012). To Kawashima (2006),
audience development is a means to educating audiences about the arts,
cultivating taste for the arts in non-arts lovers, of using extended marketing for
artistic products and services and a means for cultural inclusion. Audience
development practices may also take place to resolve the many barriers which

hinder arts lovers and non-arts lovers from participating in artistic programmes

(Eurobarometer TNS Opinion & Social, 2013; Harlow, 2014; Kershaw et al.,
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2012). Some of these reasons were stated as justification for audience
development practices for the performing arts in the Cape Coast Metropolis.

From the results, the primary motive to audience development by a
majority of the selected groups and departments was to increase the numbers of
their audiences because of the incessant decline in audience patronage for artistic
services within the Metropolis. Increasing the numbers of one’s audiences is what
Bollo et al. (2017) refers to as “widening”. This is where the numbers of both
audience by habit and that part of audience by choice who has different or one-
time cultural consumption are enlarged. The decline might be attributed the fierce
competition within the market, changes in taste and preference of audiences,
ageing audiences or decrease in audience turnover. Unfortunately, none of the
organisations conducted market research to ascertain consumption patterns of
audiences, purchasing power and barriers to consumption For example, the
Theatre Studies department on UCC campus continued to compete for audiences
due to the influx of performances from artists outside of the Metropolis. Though
performances from these artists flooded campus during Hall week celebrations
and even coincided with their performance seasons, which might not be the direct
cause to the decline; there might be other causal agents to decrease in audiences’
numbers which the Department might be overlooking. Non-academic groups also
competed for audiences among themselves or with other foreign groups
particularly during fetu afahye, NAFAC or PANAFEST celebrations. The
celebration of these festive occasions attracted substantial numbers of performers

from within and outside of the Metropolis; those performing for profit, non-profit
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or volunteering services. In these contexts, audiences were provided with a vast
spectrum of artistic products and services to choose from (Achrol & Kaotler, 2012;
Kotler, 1989; Kotler & Armstrong, 2010). As tastes and preferences appeared to
change due to audiences’ experience of a more quality, customer value products
from different groups, audiences neglect previous providers for new ones. In
effect, the waning of an audience’s loyalty automatically causes a decrease to the
audience base of the previous providers. To this end, groups in the Metropolis had
no choice than to rebuild their audience base, having in mind the possibility of
audience decline.

As the majority of groups continued to increase their audiences, a few
attempted to deepen their relationship with their audiences as well. Approaches
which were employed encompassed arts education through outreach activities to
schools and surrounding communities (Boiling, 2016; Bollo, Da Milano,
Gariboldi, Torch, et al., 2017). For example, the Theatre Department embarked on
community theatre for development projects in other to conscientise members on
societal issues that appeared to disorientate the natural order or norms of society.
These projects depended on cultural elements and practices within the
communities to effect change and create resilience. The same outreach activities
were used by the Department to reach out to students at the basic and secondary
levels of education on the prospects in studying and appreciating both literary and
performing arts forms. The Central VVocal Ensemble tried as much as possible to
deepen its relationship with choral music lovers through the organisation of

concerts and festivals in schools and churches. In the case of the Centre for
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National Culture, arts educational activities such as arts exhibitions, debates and
quizzes on the arts, workshops and students’ performing arts festivals helped in
not just deepening its relationship with communities and schools but also
deepened relationships between audiences and the performing arts (Bollo, Da
Milano, Gariboldi, Torch, et al., 2017).

It was worth stating that most of the cases studied rarely diversified their
audience base. Diversifying in this sense refers both to strategies used to reach
what Bollo et al. (2017) categorise as audience by surprise (the hard to reach
audiences or people with no previous contact with the arts) and to those audiences
by choice (audiences who are easy to reach or potential audiences) who have no
or little chance to participate in the arts. From all the cases studied, Central Vocal
Ensemble and Central folkloric of the CNC attempted to diversify their audiences.

A practice which was not well instituted but assumed to be a common
practice was taste cultivation. According to Kawashima (2006) audience
development practices can choose to introduce different or variety of arts forms or
genres to patrons. This, according to Kotler (2002) is to create customer value
while gaining value from the customer. The results revealed that all selected cases
appeared to develop a particular quadrant or segment of audiences as existing
numbers continued to dwindle due to changes in tastes and preferences of the
audiences (Bollo, Da Milano, Gariboldi, Torch, et al., 2017). While some
concentrated on what Bollo et al. (2017) identify as audience by habit (target or
current audiences) who usually attend and or participate in cultural activities and

whose barriers to access are relatively easy to overcome, and towards whom
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different strategies are possible, others concentrated on extended marketing,
audience education and outreach practices which did not need a change in product
or service; the only differences were in improving the same product for extended
marketing, presenting same product or services with extensive education and
bring arts projects (whether same or new) outside to the reach of audiences. To
this end, it was possible that groups and departments downplayed the idea of taste
cultivation though that might be a major objective. They failed to realise that
every segment of audiences had its unique taste and as such developing one
segment meant leaving the other segments to switch to other products when their
taste for existing products began to fade (Achrol & Kotler, 2012; Kotler &
Armstrong, 2010; Scheff & Kotler, 1996). One proactive way of sustaining an
audience base is to constantly develop new audience to add to or replace existing
audiences who are bound to exit at a point in time.

Another interesting observation was that a majority of the groups outside
of the academic context prioritised increasing the number of event managers or
organisers (who constitutes their main audiences) and not individual audiences.
To these groups, the number of individual audiences who patronised their
performance in no way affected their outcomes (payments or charges). That is,
whether people come to watch or otherwise, organisers of the programme would
get them paid. What these groups often emphasised was how to deepen their
relationships with that segment of audiences. They presumed to indirectly
increase the number of their audiences through the individual audiences who

patronised their performances. The case was different from the Central Vocal
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Ensemble and CNC which relied on individual audiences as well as event
organisers. The Centre for National Culture designed programmes which called
for individual patrons and others for event organisers. Staged plays, which took
place at the Centre and sometimes in schools, were designed for individual
audiences. Similar could be said about the Central Vocal Ensemble whose
programmes on campus focused on individual patrons.

Audience development activities need planning or a plan which, according
to The Audience Agency (2017), is a route-map for change; a practical blueprint
for growing audiences, increasing reach, building deeper relationships and doing
those things to the best of an organisation’s abilities and resources, through the
combined effort of colleagues and stakeholders. Unfortunately, the results brought
to the fore that most of the selected groups and departments did not or rarely
planned for their audience development practices. A majority of the groups and
departments did not plan for their audience development activities. Groups which
indicated that they planned did that informally. The Folkloric group of the Centre
for National Culture, for example, used to plan for its audience development
activities but such practice stopped when leadership position changed. In the case
of the Central VVocal Ensemble, though it did not formally put down a plan, it used
feedback from its audiences to plan activities for subsequent seasons. The Theatre
Department did not develop a plan for audience development though it designed
plans for the number of semester’s stage productions and not even outreach

activities. This defect created challenges to audience development practices, in
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that, groups entered the market with services before ascertaining whether those
activities conformed to the broader objectives of the groups (Quesenberry, 2018).
The absence of an audience development plan might have resulted in most
of the challenges mitigating the growth and sustenance of the audience base for
groups and departments. According to Boiling (2016), audience development plan
guides activities of an organisation in line with its objectives, assisting the
organisation in prioritising its audience development activities in consonance with
the allocation of its resources according to its priorities. Thus, the inability of
groups to plan their audience development practices appeared to have resulted in
their inability to ascertain the connection between laid down activities and
groups’ mission or objectives or the extent to which activities reflected the needs
and taste of audiences. For example, the results pointed out that the Department
did not conduct market research neither did it plan for its audience development
practices. To this end, the continual decrease in the audience base of the
Department might be attributed to Department’s inability to provide customer
value or meet the taste of most of its audiences just because of the assumptions it
made as to what might satisfy audiences’ tastes, demands and preferences.
Besides, groups appeared not correlate their physical and human resource
capacity in widening, deepening or diversifying audiences. They hardly identified
existing barriers to arts participation among their audiences, be it physical,
financial, cultural, technological, psychological, sensory or cognitive (Boiling,
2016; Mandel, 2012). As Boiling (2016) states, an audience development plan

will help guide an organisation’s activities, ensure that they are coherent and that
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they align to work towards the same objectives. It was needful for groups to
develop plans for their audience development activities.

Presentation of results for research question 3: What current marketing
strategies do groups and departments employ in building and sustaining
audiences?

There are several approaches to audience development but Urban
Paradoxes (2018) categorise all these under two broad tenets: marketing and
holistic approaches. The marketing-oriented approach to audience development
aims at developing new audiences and focuses on art attendance with the primary
goal of increasing the number of people attending. In this case, arts organisations
can utilise dimensions such as ‘building audiences’ and ‘diversifying audiences’
but the role of the audience remains passive (Urban Paradoxes, 2018). Regarding
the holistic view on audience development, arts organisations can involve the
audience through audience engagement. It includes aspects of marketing,
commissioning, programming, education, customer care and distribution” (Urban
Paradoxes, 2018). Similar to the holistic approach projected by Urban Paradoxes
(2018), Mandel (2012, p. 3) posits that “audience development combines
elements of arts marketing, public relations and arts education based on more-or-
less systematically collected findings about current and potential audiences”.

This subsection presented results from the analysis of the data on
marketing strategies used by selected groups and departments in audience
development. The presentation was done on a case by case basis relying on

responses from participants from the selected groups and departments. The first
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case was that of the Central Vocal Ensemble. The participant outlined and
discussed the various strategies the group employed in its audience development
strategies. This was done in order of importance and in resonance with the
mission of the group. According to the participant, the most preferred strategy
was outreach activities which the group utilised for taste cultivation. He
explained:

...our first strategy that we have adopted is the fact that we engage with
second cycle schools a lot and it’s for a purpose. People do not
understand why in almost all our performances, we have at least two
secondary schools coming in. It is simple. We are creating future
audiences with taste for choral music. Just about three weeks ago, the
Holy Child School Choir had a programme and they specifically requested
that we come there to be with them. Already they are developing that kind
of taste. So you can imagine when these students complete school and we
have a concert, “Oh, just pay 20 cedis”, they will come because they have
already developed taste around what we do [CeVEn Participant].

These outreach activities, according to the participant, were expanded to other
places such as hospitals in Cape Coast as part of the group’s social intervention
mission.

Sometimes we go to the hospitals just to encourage our friends who are
sick, sing with them and make them active a bit and encourage them. I told
you that next year we have a programme and we are trying to collaborate
with some kind of people who are less privileged in the society, whether
they are blind or autistic and the proceeds or whatever come from that, we
use to support the sick and needy. These are social intervention
programmes that attract people also [CeVEn Participant].

In order to expand or increase its target and potential audiences, the group
employed viral marketing in the form of social media and branding. The
participant explicated:
...we have also adopted these social media marketing strategies where we
advertise almost everything we do also on social media. The normal

WhatsApp, Facebook, Instagram, twitter and... Even that you have to be
very strategic. Because now it seems like a lot of or almost everybody does
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that. For us we approach it in a more pragmatic way, in the sense that, |
hardly put images that are not attractive there. Because | know the
market, just even a picture can speak about the group; it speaks a lot
about the group and things like that. So we use all these social media
forms with quality things [CVE Participant].

In the final submission of the participant, proper branding was the group’s most
important strategy. Branding, to the group, was not only with quality of product or
service but extended to strict adherence to time for presentation, discipline and
professionalism.

| think the best and the most important strategy has been personal
branding. The way we’ve branded ourselves and so for us our brand is
what we do and how we do it. If you like, invite us to sing for KG2 pupils
and the standard will be the same as singing for the Vice Chancellor and
whoever is there. We attach this kind of importance to every situation,
every opportunity we get and that is one strategy which is working very
well for us. To some people, because it is class one boys and girls, they
can just relax. The kind of touch | give to performances is different. The
group doesn’t have money but when it has the opportunity to present itself
anywhere, even if we are just ten people, you easily recognise the
difference. Just recently we participated in the Oguaa chorale music
competition and they gave us time and 5oclock we are there. The
organisers were asking me, “Your people, they are serious” and I said,
“Yes, that is how we do our things” [CeVEn Participant].

The analysis brought to light that the Centre for National Culture made use
of both traditional and digital media strategies in audience development. The
traditional approached comprised radio and newspaper advertisements, outreach
activities letters, billboards and word-of-mouth. The radio and newspaper
advertisements were mostly for the promotion of activities which were undertaken
by the Centre. One of the participants noted:

We have media partners for almost all our activities in and outside Cape

Coast. Some give us adverts before the programmes and others, especially

the newspapers, publicise the outcomes of our programmes. | can talk of

Radio Central (Cape Coast affiliate station of Ghana Broadcasting
Corporation), Ghana News Agency, Cape FM, Accra FM, Joy FM, Byte
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FM, Kyzz FM. The print media are “Daily Graphic”/ “Graphic Showbiz”
and “Ghanaian Times”. They have been helpful because they have been
assisting the Centre to reach a wider section of Cape Coast and the whole
Ghanaian community with our programmes and we are grateful to them.
The Centre also uses billboards to promote events that are deemed to be
huge in order to get more people to partake in the event. To officially
communicate the programmes of the Centre, letters are sent to stakeholder
organisation and sponsors so that they join forces with the Centre to make
the event a success. The members of the Folkloric group in the Centre
usually inform most of their friends of upcoming events and encourage
such friends to come watch them perform and so, promoting and
marketing of upcoming programmes are done through word-of-mouth
[CNC participant 1].

Outreach activities in the forms of debates, Theatre for Development, arts
competitions and festivals, workshops and talk shows served as media for arts and
cultural education and sensitisation in schools and communities, awareness
creation for the intangible cultural heritage, means of cultural empowerment for
the youth and as a media for unearthing the creative abilities and latent talents of
children and the youth in Cape Coast and its environs. These were stated in the
Centre’s 2018 annual report.

The Centre organised a community theatre for development at Asenadze
and its environs (Cape Coast North) to create awareness on the
importance of the girl-child education in the arts [p.9].

The Centre together with the Department of Music and Dance, UCC and
AFRIMUDA foundation held a performing arts forum to sensitise and
educate the citizenry on the need to use contemporary music as a tool to
preserve and promote socio-cultural norms and values [p.13].

We organised Students’ Drama Festival (STUDRAFEST ‘2018°) to
unearth talents in students in the area of acting, directing, costume design
and make up, set design and playwriting [p.15].

A quiz competition was organised for some basic schools under the theme,
“Developing our communities through culture” [p. 19].

The cultural contest for basic schools was a platform for young girls to
unearth their various talents in dance, poetry, music [pp. 25-25].

The digital media comprised social media in the likes of Facebook and Instagram

for the Centre and individual Facebook pages, twitter handles, WhatsApp pages
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which served as avenues for the promotion and dissemination of information on
upcoming programmes at the Centre. One of its participants highlighted:

The Centre has Facebook and Instagram pages where most of its activities
are posted for public consumption. Aside these, the individual performers
and staff has WhatsApp pages, twitter and Instagram pages and even
Facebook pages where they post pictures, videos and programme itinerary
for the general public. These are ways of creating visibility for the Centre
and also to aid in the promotion of activities within the Centre [CNC
participant 2].

Participants from AFRIMUDA foundation stated that they relied on both
traditional and social media as strategies to audience development. The traditional
forms comprised word-of-mouth and recommendations. The Foundation relied so
much on its members to promote its activities. One of the participants noted:

...the kind strategies we use, which is the traditional method, is to have the
members of the group as agents and so if you hear that something is about
to happen, you will find who and who are involved and ask whether they
would not want a group. So, we even have members who would be walking
around town and one of the reasons they are walking around town is just
to see posters for funerals and if it is a poster that they know anyone or the
people involved, they want to find out whether the person would need a
group. So, we have the members already on the lookout as agents to
connect the group to an event. So, at meetings, you have leaders telling the
members that ‘you have to market the group’ because it is when you go
out that... you get a coin or so to buy pure water. So, we first rely on our
own members to be broadcasting the group and what the group does and
also be on the lookout to be finding out from people whether they need a
performing group as part of the events that they are organising
[AFRIMUDA participant 2].

With regard to recommendations, the foundation depended on its affiliate
departments like the CNC and BeckyKay restaurant and its patrons in the likes of
chiefs and other high-level personalities. One participant noted:
AFRIMUDA is affiliated to the CNC and so rely on the CNC to market us.
So, we expect that the CNC should not only give opportunities to the

resident group there but also at a point, create the opportunity for us and
so, if the CNC is organising a programme, it should use their platform to
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market us by inviting us to also come and perform there so that the
audience that may come may be interested in us for future programmes
and to be able to engage us. The foundation also strategically selects key
patrons that it could ride on their popularity to market the group.
Currently, it has somebody like Daasebre Kwabu Ewusi who is the Vice
President of the National House of Chiefs in Ghana as a patron and so if
there is a programme going on that Kwabu Ewusi is aware of, he could
easily connect or recommend that AFRIMUDA foundation should be
contacted to perform at such an event [AFRIMUDA participant 2].

In addition to the above, it came forth that the foundation made use of social
media in its promotional activities. The dominant forms were Facebook page,
twitter and Instagram handles and YouTube sites.

Currently, we are also using social media very well. We have created
Facebook pages, Instagram handles and Twitter handles where we usually
post our rehearsals there and then we keep on announcing our services to
potential clients. That is what we do and we also go to the extent that we
professionally record adverts (video adverts) that are regularly uploaded
at our social media handles and on the internet [AFRIMUDA participant
1].

The participant from Odikro Royals declared that the company relied more
on social media, recommendation and group branding for its promotional
activities. Social media, according to the participant, was a priority to the
company because of the nature of its target audience and because of the viral
nature of social media forms.

Social media has been very good. Now everyone chases clouds —
occupying a large space on the internet and with many followers. Yeah, so
social media has been very helpful because like | said you have to get
cloud. These media forms are able to send information very far and fast so
you are able to reach a large segment of audiences unlike the posters,
banners and you name them. | have my own Facebook page, twitter and
Instagram pages which | use to promote activities of the company.
Besides, the individual performers also have WhatsApp pages, twitter,
Facebook and Instagram pages which they use to support our marketing
activities. We also support these with short videos which we post on
YouTube and the other media platforms [Odikro participant].
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Apart from these media platforms, the company was said to have attracted
contracts through recommendations. These recommendations mostly came from
clients who had experienced the services of the company and therefore were in
best positions to make recommendations to potential clients. Such clients,
according to the participant, would often call or send a message to pre-inform the
director about such a recommendation.

The company also gets recommendations a lot. | will be there when I will
receive a call or a text that an institution or a group needs a performance
as part of its event. Then you will realise you did a good job that’s why
you have been called again. At times too, just after a performance people
around will pick your contact for future engagements and the
recommendation will go on and on.

The company also relied on group branding for its marketing practices. According
to the participant, the company strived to be unique or different from the others
with regards to presentational styles, product package and the quality of
performers in order to gain advantage over other groups within Cape Coast and in
Ghana as a whole. He explained:

So for me, | inform my people that everything about us needs to be unique
so that we can hold the market. This means we are not to do exactly what
the others are doing. For instance, we can beat them by our ability to
explain, theorize and break, no, deconstruct what they are doing and then
get them done in another way that will best appeal to the audiences. To
this end, we must be able to talk about the dance, to be able to explain it,
to be able to tell them that, “Oh, this and that and that is why ours is like
this” and to be able to even take the elements of their dance and
choreograph it, expand movements, contract movements to look different
but with the same movement and then they get to appreciate their own
dance in a different way. So these are some of the things | have over other
people ... like I said initially, what I do has to be multi ethnic to fit into
that idea of, if there is a political agenda there to represent or a
representation of Ghana, the performance can do that. So in Cape Coast
like this what | do actually also put me a little above the rest; it makes me
more interesting than the normal Asafo group...my whole point is the
outlook of my group. How do they look like? Their presentation, they have
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to have their hair cut, nicely shaved; they need to smell nice and all these
things which most other groups in town don’t practise. Even, our costume
and props must talk about the group. Yes, that’s how I am promoting it.

For the departments in the university, the analysis revealed that they were
utilising other approaches more than mainstream marketing. From participants of
the Theatre and Film Studies department, outreach was its main approach to
audience development. These outreach strategies which took the forms of
community TfD projects were meant to achieve social inclusion, cohesion and to
conscientise communities about effects of social ills, vices and other social
challenges. Plays were also staged every semester on the university campus as
means of publicising the department. One participant stated:

What we have been using to market the department are outreach
programmes. And that is more through theatre for development. We
embark on TfD projects into surrounding communities in Cape Coast and
beyond as means of helping communities to derive proactive ways of
dealing with social issues in the areas of health, unemployment and social
vices. All these, we project through theatrical activities. And then on
campus, we put up performances every semester. It is just another means
of publicising the department. Though, it is an academic exercise we are
embarking upon, it's also a means of projecting and marketing the
department [Academic participant 1].

Another participant added that the choice or selection of plays for campus
production was one main strategy for audience development. To one participant,
performances on the university campus were not only for the promotion of the

department but were also for entertainments of students and staff. He explained:

We carefully select interesting plays, with regards to the university
community. One thing I’ve realised about the university community is that,
they don’t want serious plays because of the perception that in the
university there’s tension and pressure... academic pressure here and
there and so when they get time to spare, they just want to come to the
auditorium to just laugh off their pressure and laugh off their stress and
whatever. So when they come and the play is so serious, technical and so
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academic that they have to stress to decode, then they find it very difficult
to also attend our productions [Academic participant 2].

Talks and performances of examinable play texts in secondary schools and at the
basic schools were aimed at developing students’ interest in the study and practice
of the performing arts. They were also strategies used to clear the minds of
students and other audiences about the stigmas attached to the performing artist
and the sector. Another participant added:

Currently, what we have resolved to do is to produce most of the play
textbooks within the second cycle schools. I think that’s where we can
actually attract the bulk of audience. So currently, that’s what the
department is doing and we started last year with the Dilemma of a Ghost
which was a set book for the JHS students. The performance was actually
successful in terms of its production and its effect on the outcome of
students’ BECE results. This year, in this semester too, the department
produced Ananse in the Land of Idiots which was also successful. And
now we are even planning of taking it round the country just to showcase
to the second cycle schools. So, that’s basically one strategy that the
department has adopted to market itself and also create awareness in the
second cycle schools because they will directly feed into the department.
We also take the opportunity anytime we get to these schools to debunk in
the minds of students this aspect of the performing arts not being a good
thing or better still not creating morally upright people. It’s a serious
issue but we try our best [Academic participant 2].

For the performances on the university campus, participants indicated that they
employed mainstream marketing practices as in banners, posters, radio and
television advertisements, personal branding, word-of-mouth and social media
outlets. One of the participants claimed:

In order to reach a larger part of the audiences, we make use of some
marketing strategies like teasers, flyers, banners, posters and social media
channels. We also seek sponsorships from radio stations which at times
are difficult to secure. Initially, we had this partnership with a local
television, “Coastal Television”, in which case our productions were
aired to people in Cape Coast at least but now, we don’t do that again. It
was really sending the name of the Department very far and people were
getting to know that there was a performing arts department in UCC
but...The posters and banners or let me say the paper types were also
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helping but the university management has instituted rules against the
posting of posters on campus. Management encouraged the use of an
electronic advertising frame which it has instituted for our marketing
practices but the cost is huge that we cannot afford to use that. We now
rely heavily on social media like students’ WhatsApp group pages, bulk
SMS, and Facebook pages of students. We don’t have our own website and
we struggle to get our performance programmes onto the university’s
main website. We also count on our students to talk to friends and
colleagues about our performances, make announcements in lecture
theatres and dawn broadcasts in Halls of residence [Academic participant
2].

The Esuapon band of the Music and Dance Department made use of radio
announcements, word-of-mouth and collaboration with well-established
organisation, announcements at programmes and official letters to departments
and organisation. One participant stated:
To market our services, we announce at programmes where we could be
contacted if one is in need of our services. Bandsmen also bring in gigs
[Academic participant 4].
Another added:
We seek audiences using advertisements. This has primarily been through
letters to the various departments and sections on the university campus
and outside of campus. We also use radio adverts through the campus
media and also word-of-mouth — most people contacted us because
somebody spoke to them about us. Another avenue we are currently
exploring is collaboration with artistes who have already made name in
the industry. It has been awesome [academic participant 5].
Discussion of results
Urban Paradoxes (2018) categorises approaches to audience development
into marketing-oriented approach and holistic approach. The marketing-oriented
approach to audience development aims at developing new audiences and focuses

on arts attendance with the primary goal of increasing the number of people

attending. In this case, arts organisations can utilise dimensions such as ‘building
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audiences’ and ‘diversifying audiences’ but the role of the audience remains
passive (Urban Paradoxes, 2018). The holistic approach to audience development
utilises a “continually, actively managed process in which the entire arts
organisation is involved. It includes aspects of marketing, commissioning,
programming, education, customer care and distribution” (Urban Paradoxes,
2018). To Mandel (2012, p. 3), this approach “combines elements of arts
marketing, public relations and arts education based on more-or- less
systematically collected findings about current and potential audiences”.

The results so far showed that the non-profit groups somehow utilised the
holistic approach to audience development based on their mission and objectives.
Their primary mission was to increase the number of audiences for the performing
arts and develop the relationship between audiences and the arts. This was in
position with the propositions of Bollo et al. (2017) and Urban Paradoxes (2018)
that audience development frames must factor in all types of audiences which will
call for more than one type of approach and not be skewed to only a quadrant of
an audience type. The commercial oriented groups depended exclusively on
extended marketing for audience enlargement.

To achieve the above, these non-profit groups and partly-non-profit
organisations (Theatre and Music Departments, Central Vocal Ensemble, CNC,
AFRIMUDA ) employed outreach programmes, traditional marketing strategies
and digital media for their audience development practices. Outreach strategies
included but not limited to debates among schools, workshops on the arts, arts

festivals, theatre for development projects, stage plays, seminars and interactions,
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talks in schools and exhibitions. According to participants, outreach activities
were not only to promote audience interaction and participation in the performing
arts. They served as pedagogical and communication media for performing arts
education, cultural inclusion and heritage preservation. Staged plays by the
Theatre Department for basic and secondary schools in the Metropolis were to
help students have a better understanding of selected play text allocated for their
final examination and to also cultivate in them, taste for the arts and an interest in
studying and practising the performing arts as career. These objectives might
either be achieved or not based on a number of factors which come into play as
far as learning or studying was concerned.

The Central Vocal Ensemble engaged students in the secondary school in
order to cultivate their taste for choral music. It did so by helping these schools to
establish choirs and also engage in choral festivals. These substantiated what
Mandel (2009) says that arts education and intervention as approaches are
employed to build links between arts production and arts consumption/reception;
make people understand and appreciate certain arts forms (giving expert
knowledge, explaining/teaching); to stimulate artistic and creative activities of
people who are not yet in touch with arts and culture to use arts and culture for
their own liberation, to become more creative and in general terms, to be more
self-confident to create things (Mandel, 2009). Whether or not these were
achieved remained a bone of contention in the absence of cogent review or

assessment systems for audience development practices.
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To the Central folkloric of CNC, outreach activities were meant to educate
and inform the general public about the role of the arts in building the affective
territory of the human being, binding the society to execute a common goal while
creating a space for community interactions. The activities captured basic and
secondary schools, surrounding communities, the university campus and other
stakeholders. Quizzes and debates, for example, were used build knowledge of the
public on traditional performance forms and how to preserve these forms.
STUDRAFEST and drama festivals for basic schools in the Metropolis served as
education platforms forms for unearthing talents and creativity of students in the
fields of acting, directing and play writing. Through these activities, the centre
interacted with the general populace in order to operationalise the Cultural Policy
of Ghana for social cohesion, patriotism and accelerated development (CNC
Summary Report, 2018). All these activities are captured in Mandel’s (2009) list
of activities for arts education such as personal mediation through guided tours;
talks; creative workshops; media mediation in the forms of written information
(leaflets; brochures, billboards).

In addition, the Central folkloric employed public relation so as to interact
with the general public and other stakeholders. It initiated and implemented
activities such as weekly radio talk shows to educate listeners on some Akan
traditional arts forms. Its maiden performing arts forum served as a platform for
participants to access, share thoughts, opinions and suggestions about the role of
traditional folk music in social and cultural development of the people of Cape

Coast and reasons for their promotion. This was in consonance with what Mandel
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(2009) says that public relations does not only concern itself with creating
audiences’ trust in an institution, creating long lasting relations with different
target groups based on the principle of dialogue but also stimulating discussions
about arts and culture and their role in society.

The AFRIMUDA foundation appeared to use its outreach activities as
media for what Borwick (2012a ; 2012b) proposes as cultural community building
and not audience development; where activities and practices of arts organisations
are more deeply connected to their communities. The Foundation, in collaboration
with the Central folkloric and the Abeadze Dominase community co-created and
presented a re-enactment of the historical journey of the people of Abeadze to
their present place. It also used music and dance to attract the unemployed youth
before enrolling them into its apprenticeship projects in areas such as sound and
music production, sewing department, batik tie and dye and video technology
departments. This way, a whole community was rebuilt and not just the
development of audiences thus, validating Borwick’s (2012a ; 2012b) assertion
that cultural community building approach, rather than audience development,
helps arts organisations in bringing people together using artistic/ cultural event in
order to foster a feeling of belonging and common cultural identity.

Apart from outreach and public relation used for audience development
activities in the Metropolis, other traditional marketing strategies were of
importance to the groups. These strategies, according to participants, also helped
groups in managing profitable customer relationships by creating value and

satisfaction for customer. According to Kotler (2002), the dual goal of any
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marketing strategy is to attract new customers by promoting superior value and by
growing current customers through satisfaction delivery. The predominantly used
strategies were posters, banners, word-of-mouth, letters, radio advertisements,
indirect recommendation, personal branding, teaser and flyers. Other media used
by a few groups were the newspaper and television advertisements. These were
used based on the human, financial and technological capacities available to the
groups. From the results, however, word-of-mouth turned out to be a strategy
which was used by all selected cases. This was executed by members of the
groups who informed as many audiences as they could, both current and potential
audiences. One interesting observation was that members of AFRIMUDA
foundation looked out for funeral posters and wedding invitations before
contacting the organisers personally in order to secure such contracts.

Beside the above, individual groups selected other traditional strategies
based on their financial, technological and human resource strength. For example,
Central Vocal Ensemble employed digital posters and group branding as part of
its audience development strategies. The stress on digital media strategies by the
group might be attributed to the high level of technological prowess of some
members of the groups. Interestingly, most members of the group were students in
the university who cut across a wide range of disciplines and owing to the
university management’s position that groups found to be posting advertisements
haphazardly would be penalised, the group opted for digital posters and less of the
printed posters. The Central folkloric depended more on public radio and

newspaper advertisements, letters and billboard for promotional purposes. It
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relied on these because they formed part of government media agencies mandated
to promote the activities of the National Commission on Culture and pro-cultural
institutions like the CNC in relation to the Cultural Policy of Ghana (National
Commission on Culture, 2004).

For the academic departments, letters, posters, radio advertisements,
teasers and flyers as well as personal branding worked better. These strategies
harnessed their awareness creation activities because a combination of these
succeeded in reaching every segment of audiences limited to the university
campus and parts of the Cape Coast Community; the rich, less-privilege, educated
and less-educated. The assumption was that the more the audiences came into
contact with these promotional strategies the more they might be encouraged to
patronise the events. Formal letters which were written and sent out formalised
procedures for audiences who needed official invitation before they were made to
move out of their jurisdictions. This happened especially to students at the other
levels of education other than the university and workers of some corporate and
media organisation who felt the need to patronise such events. In addition,
strategies like the posters and banners presented activities of the Departments to a
larger sector of the populace which indirectly affected their prospective intake of
applicants to read these programmes. More often than not, most people assumed
that School of Performing Arts of the University of Ghana was the only School in
Ghana offering programmes in the performing arts. In spite of their limitedness,
Departments in other universities utilised these methods in propagating their

products to a larger section of the Ghanaian populace.
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The Theatre department, apart from the afore-mentioned, relied on
personal branding, which to Swaminathan et al. (2020) encapsulates all the
traditional brand entities plus people and idea brands whose objectives are not
only profit maximisation but also fulfillment of purpose-drive mission, to
augment their audience base. Using the student performer branding, the
Department, as Swaminathan et al. (2020) put it, deepens existing relationship
with audiences as performers interacted with audiences to correct certain
preconceived mindsets about the artist and the performing arts.

Digital media approaches were identified as the “new order” and the most
preferred for audience development among the groups. Social media channels
such as WhatsApp, Facebook, Twitter, Instagram and YouTube were dominantly
used. They were the most relied on based on their convenience and readily
availability. This confirmed findings from a study conducted by Hausmann and
Poellmann (2013) that the use of social media by performing arts organisations in
Germany was rapidly growing and that the majority of theatres used at least one
application type. These media channels, according to participants, helped groups
to expand and increase the numbers of their audiences through viral marketing
which to Richardson and Domingos (2002) as cited in Durmaz and Efendioglu
(2016) is about sharing information or ideas about products or services with
friends on a volunteer basis via e-mails and other social media channels. Most
groups relied on friends, acquaintances, family ties and meta-relationships to
establish their viral marketing strategy. This, to most participants, heightened trust

in audiences based on who the advertisement was emanating from. Another
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reason for their reliance on digital media forms was the media’s ability to help
them create awareness of their products and services in a larger geographical
space. Consequently, groups were able to establish contacts outside of the
Metropolis and even outside of the country where they rendered their services,
helping them to indirectly establish competitive advantage within the metropolis.
Social media channels also aided groups to deepen their relationships with
audiences while enhancing the relationship between audiences and artistic
products and services. As Bloomberg (2010) posits, social media channels build
and nurture relationships where customers feel connected with the brand because
they have helped create it. Unfortunately, the inability of most groups to
efficiently handle or manage these channels posed challenges to their
effectiveness. Walmsley (2016, p. 66) submits that social media “deepen and
democratise critical exchange; foster slower, more reflective critique; and
positively shift perceptions of unfamiliar art forms amongst non-attenders”.
Quesenberry (2018), however, notes that marketing strategies of an organisation
become less efficient when the organisation enters the market frontlines without
these strategies linked to its broader mission. A cursory look at the results
indicated that most handlers of groups’ social media channels rarely nurture what
Walmsley notes because they hardly connected to interact or respond to
comments and or questions. According to Bloomberg (2010), social media smart
brands listen, engage and address any online comments and conversations that
could affect the brand’s loyalty of others. Neglecting these responsibilities would

be disastrous to the marketing or promotion of a product or service. Even though
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groups tried relentlessly to reach audiences, neglecting such responsibilities had
been adversely affecting the goal of their audience development activities.
Presentation of results for research question 4: How is the success rate of
these marketing strategies measured?

As discussed in the previous research question, performing arts groups and
departments in the Cape Coast Metropolis employed diverse strategies to promote
or market their products or services. The strategies employed fell under both
traditional and digital forms. The traditional strategies comprised outreach
activities, posters and banners, word of mouth, paid adverts on televisions and
radio, recommendations, door-to-door publicity, personal branding and dawn
broadcasting. The digital strategies were mostly of social media channels as in
Facebook, WhatsApp, Twitter, YouTube and Instagram, digital audios, digital
images, digital videos and institutional websites. This section presented results on
metrics used by the departments or groups in measuring the successes of these
marketing strategies.

A variety of criteria was used by groups and departments in measuring the
success or otherwise of strategies in audience development. The results from
research question three revealed that one major strategy used by a majority of the
groups and departments was outreach. To measure the success of this strategy,
one participant pointed out that his department used the number of people or
audiences who patronised its outreach events and the number of questions and
contributions which came from participants during and after those events. He

explained that:
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For outreach activities in the second cycle schools, we measure their
success from the number of students who come to watch the performances
and the questions they ask afterwards and the interactions that happened
between the students and the performers. In most cases, we are sure of
achieving success because we usually perform set books and most of them
or the teachers involved would want their students to patronise that so, we
are sure to have a full capacity in the auditorium [Academic participant
3]

Another academic participant added:

Last year, we performed the Dilemma of a Ghost which was a set book for
the JHS students and it was actually successful in terms of its production,
and the outcome of their BECE results. The teachers called in to applaud
us for giving their students an actual performance because it helped most
of the students to get better grades in the BECE examination. This year
too, the schools requested that the department produced Ananse in the
Land of Idiots which was also successful [Academic participant 2].

On the same outreach strategy, the participant from The Central VVocal Ensemble
also resonated that the zeal of secondary schools to invite them to their
programmes proved that its outreach activities were making impacts:
We engage with second cycle schools a lot and it’s for a purpose but
people do not understand why almost all our performances, we have at
least two secondary schools coming in. It is simple, we are creating future
audiences. Just about three weeks ago, the Holy Child School Choir had a
programme and they specifically requested that we come there to be with
them. Already they are developing that kind of taste. So, our outreach
strategy is paying off. It is yielding the results we wanted —building
performing arts lovers
Participants from the Music and Dance department indicated that the effectiveness
of their strategies was measured by the number of engagements and the
substantial monetary contributions made to the Department by the band. One of
them claimed:
We measured the success of the strategies per the substantial monetary

contribution the band makes to the department as a result of the frequency
of performances [Academic participant 4].
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The other participant added:

We measure the effectiveness of our marketing strategies by observing the
number of engagements of the band in a month or even throughout the
semester. If there were more engagements (especially for the university
community) then we can say that our message went far [Academic
participant 5].

An interesting observation was that some groups relied on the size or number of
audiences to measure the success of its outreach strategy only and not the other
strategies they employed. The outreach was purposed to help the group get new
sets of patrons. One of the participants indicated:

We do periodic shows at Oasis and those are free. We do our own social
media adverts, one-on-one adverts and announcements to get people there
and that is the only time we care about the number of audience
patronising the show because we use it as a medium to sell the group’s
services to the number of people who would come. We expect that these
people would go and recommend us to others. So, if that show is not well
attended, we are usually not happy. That is when we are usually
concerned about the audience but apart from that, if we are performing
anywhere else, we don’t care about the audience turnout because the one
who contracted us will pay us whether people come to watch or not. The
organiser has to care about that though that would be a good ground to
get other markets.

In confirmation to not using audience turnout as a metrics in measuring the
success of some of the traditional strategies, one of the CNC participants noted
that some of the groups which were affiliates of the Centre did not consider
audience turnout on condition that the group was being paid by the organiser and
not the audiences who attended the performance.
| think that almost about 90% of the groups in Cape Coast do not really
care about audience turnout. All that they care about is that they have

been paid. So, if you give them the money and if it is only one person, they
do not care about it.
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Another traditional marketing strategy employed to augment audience
participation by most of the selected groups and departments was personal
branding — branding a performer or the group itself. This form of strategy was
said to be efficient in amassing audiences and for that matter enhancing
competition. According to the participant from the Central VVocal Ensemble;

. the best and the most important strategy has been our personal
branding. 1 will not be wrong to say that people continue to patronise our
concerts more because we present what is of quality. The way we’ve
branded ourselves .... If you like, invite us to sing for KG2 kids, the
standard will be the same as singing for the Vice Chancellor and whoever
is there, you know. So, we attach this kind of importance to every
situation, every opportunity we get and that is one strategy which is
working very well for us because the group is always being invited to
events due to our high standards and professionalism.

Another participant also pointed out how personal branding — use of the faces of
star performers on posters and banners - had helped the department to attract a lot
of new audiences to its performances and also how it had ensured repeated
purchases.
Audience turnout can be said to have increased since the department
decided to publicise its productions using the faces of some of its best
student actors. Though some lecturers are not in favour, we continue to do
that and we seem to get people into the auditorium. At times some
audiences come in because they know their best actor or actress is part of
the performance (Focus group discussant 1).
In the submission of the participant from Odikro Royals Dance Company, the
uniqueness of the groups’ costume, the quality of their performances and
performers raised the demand for its services.
Branding the group is my priority because that brings in more contracts
from the corporate departments.... those who want to witness something
unique. So for me, of course, | know there are people on the beach doing

dance ... and I tell my people that it's not all about the energy because if
you want to dance with energy, you can 't dance better than the person that
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was raised in the traditional courts. But what you have over them is being
able to explain, theorise and break, no, deconstruct what they are doing ...
and to be able to even take the elements of their dance and choreograph it,
expand movements, contract movements to look different but with the
same movement and then they get to appreciate their own dance in a
different way. So these are some of the things I have over others....
Besides, if you’re part of my group, you have t0o have your haircut nicely
done, your physical body must be presentable not like what some groups
in town do. The costumes and props, all these must be unique...yes, that’s
what some people and even corporate departments look out for when they
approach you for your services and | can say that this strategy works well
for me.

Results from research question three again revealed that television and
radio advertisements were part of the promotional strategies employed by some
groups and departments to develop audiences but their use had reduced in recent
times either due to bureaucratic conditions surrounding the acquisition of airtime
for advertisements. They were the most reliable and efficient ways to reaching a
sizable number of audiences. According to one of the academic participants;

Years back, these strategies, radio and television adverts, used to work.
They helped in amassing audiences for our productions because of their
wider coverage. We normally go to some of these media houses for
interviews on our performances and it was helping us not only to increase
the number of audience for our performances but they helped to bring in a
lot of students to the department. Now, we hardly go for such media or
should I say our students have not been pushing for such sponsorships;
they rather have been concentrating so much on this social media and the
story seems to change. Audiences for our productions continue to reduce
while student intake has also reduced drastically. That is why | can say
that these media forms were bringing in the audiences [Academic
participant 2].

Another participant confirmed this assertion of television and radio having the
tendency to reach a larger set of audience.
Every person on campus in one way or the other has a radio set in the
room or on his phones. What normally happens is that when we get slots

for interviews on especially the FM stations, we put out so much
information so that people are tempted to move to the auditorium to find

259



out if truly what we said would happen. These adverts help to create
suspense and the suspense attract the people in. Sometime past, we had
the auditorium filled that we had to send people back home. So the radio
announcements and at times television broadcast of snippets or excerpts of
our performances do the magic and bring people in [Academic participant
4].
Posters and banners were found to be the commonly used approaches to
promoting artistic products and services. These strategies were posited to reach a
large number of potential audiences when placed at vantage points. According to
most of the participants, the success of these strategies was mostly measured
using the number of people who stood to view and discuss all possibilities about
the performance or performers (whether the performance is worth attending or
not; the performance of actors and actresses on the banner or poster; the essence
or otherwise of the performance title) as against the number of attendees at the
programme.
| can say for a fact that posters and banners do not fail. They catch the
attention of the people before the radio and television come in. We make
sure they are always available at designated points for people to see and
discuss. So, as they become attracted to whatever information are on the
posters or banners, they relay the information to friends and | think that
results in the venue becoming full or packed. At times, you may stand
behind some people and they may be discussing actors and actresses and
that may give you a hint as to whether they will come. People like to see
more than to listen and pay for something. So as they listen from the radio,
they see on the poster or banner and they are convinced to attend. They
may seem archaic but to us in the university, they make the difference.
An interesting observation which came out from one participant from the
academic sector was that it was difficult to measure the success of just one type of

marketing strategies when several forms were used in promoting activities of the

department. The difficulty was especially with mainstream marketing strategies
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other than the other approaches like public relation, outreach, arts education and
cultural mediation practices.

It is very difficult to identify how successful a strategy was from a
multitude of strategies used unless you used only one form of strategy. For
example, how can one measure the success of “word-of-mouth” which
formed part of promotional activities for a semester’s production? This
will be very difficult and demanding. But that could be done through post
research or post audience interaction where producers find out from
audiences as to how they got to know about the performances they
attended. It could be done but how many groups will do that or have time
to do it [Academic participant 4].

That notwithstanding, a participant from AFRIMUDA indicated that the
foundation measured the success of its “word-0of-mouth strategy” by the number
of “deals” or “gigs” members brought in as against that which the other strategies
brought in. The participant was, however, quick to add that the success of a
strategy might differ with time. The participant explained:

We measure one of the traditional marketing strategies — members as
promotional agents - by looking at how many of our members are able to
bring to the group a show or how many shows come in through members
and we usually have a commission for them. So, it is something we really
record, that member A within a period of six months was able to get the
group may be ten engagements. So, we are able to do that because we
have records of the commissions that we pay to our members. We are able
to account within a year or six months how many of our engagements we
have had through our members and how many came in from the other
strategies used. So, you even have members who would be walking around
town just to see posters for funerals or any events and if it is a poster that
they know any of the people involved, they find out whether the person will
need a group to perform. So, at meetings, leaders tell the members to help
market the group.

Recommendation as a marketing strategy was deemed to be successful when
more new patrons called to inquire and to patronise the services of the groups.
These, the groups assumed, were a result of recommendations made by people

who the groups had previously performed for. It was unsuccessful where their

261



current audiences did not make recommendations for the groups.
Recommendations were also made on behalf of the group by those the group
chose to be group patrons. One of the AFRIMUDA participants shared his view:

As | said earlier on, we strategically select key patrons that we could use
their popularity to market our services. We have some patrons like
BeckyKay and Daasebre Kwabu Ewusi who is the vice president of the
National House of Chiefs and so if there is a programme going on that
Daasebre Kwabu Ewusi is aware of, he could easily connect or
recommend that AFRIMUDA Foundation should be contacted to perform
at such an event. The more we are called that Daasebre recommended us
the more we intend to use such strategy. It is with some of our other
patrons too. So, | think that most of the groups in Cape Coast select
patrons strategically to market them by leveraging on the popularity of the
patrons. Where the patrons showed interest, the groups are able to gain a
lot of contracts from new patrons who may even be situated outside of
Cape Coast. To tell the truth, this strategy has not really worked so well
because a lot of the times, it is not something that is direct (the patrons are
not aware of such intensions that they should consciously market the
group). It is something that is indirect and it is only cautious within the
groups’ leadership that, let’s get this person because he is popular but you
usually see the patrons only inviting them when they (the patrons)
themselves have programmes but not when these patrons are marketing
our programmes elsewhere. So, that has not really worked so much.

Another participant also shared his view:
Though | get most of my gigs especially, marriage ceremonies and
funerals, through social media, they come in the form of recommendations
and the clients tell me that the group’s contact was given to them by other
clients. Recommendations work perfectly for me (Odikro Royals
participant)
In the case of the Centre for National Culture, the success of recommendation as a
strategy could be measured by the increasing number of performances secured by,
for example, its affiliate groups after it had publicised those groups during its
programmes and in brochures of the Centre.
Well, we at the centre recommend our affiliate groups to our audiences

every time we put up performances. We talk about the groups which are
affiliated to the centre and how they could be reached if anybody wants a
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group to perform for him. | cannot state exactly if such recommendations
are good ways of publicising the groups but at times they help especially
when people contact them and so they inform us that they secured more
“gigs” through the recommendations we made [CNC participant].

Beside these traditional forms of marketing strategies, the digital
marketing strategy in social media forms gave massive advantage to the selected
groups and departments as part of their audience development strategies. The
successes of these media forms were measured using a range of metrics such as
comments from patrons, the calibre of people commenting, number of shared
advertisement, tweets, retweets, likes, tags, reviews and follows. In most cases,
the number of times these metrics occurred underscored the efficiency of the
marketing strategy. According to one of the CNC participants;

We look at comments on our Facebook page or WhatsApp pages. How
many people have liked or have commented on our programme. The
number of people who click on like or write comments indicated that our
audience size is increasing or decreasing. At times, we compare recent
likes and comments to previous ones. We also take a look at the people
who commented. So, we will go through and see if those commenting are
people who are arts lovers or new customers or they are in the industry ...
So, we look at the status of the people and sometimes their profession.
These help us to know if it is just arts lovers who came for the programme
or there are new faces.

Another participant from CNC confirmed:

We look at programmes we have had and the audiences we are able to
attract. There was a time | was managing one of the social media pages of
the CNC folkloric group and then you will see that anytime a video clip of
any of our programmes is placed there, people, apart from commenting,
will be hitting the inbox of the group, asking for contacts of the leaders;
asking for how much the group charges for a programme and all that. At
times too, a few will show interest.

Similar to the submission of participants from CNC, the participant of Odikro

Royals Dance Company acknowledged that the group measured the success of
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their social media strategies by the number of likes, comments and tweets which

populated its social media pages.

| get to know the effectiveness of my social media strategies based on the
number of followers, comments, likes and at times the chats | have with
followers. So, | have about five thousand followers on Facebook. On
Instagram, it is over 2600 while Twitter has the same figure as Instagram.
With globalisation comes that doorway for promotion. Okay, | have free
promotion because I don’t have to go door-to-door now to say | dance or
something. | get people that when | go for a programme they video and
then put it on their social media so what | do is that | tag myself there.
Right now, if I go on Instagram, just with hash tag Odikuro Royals, I will
see anybody who has watched us even though | might not be the one who
posted those videos [Odikro participant].

The participant from the Central Vocal Ensemble noted that the group measured

the success of its social media strategy by the number of deals the group attracted

within

stated:

a projected period as well as invitations to performance festivals. He

We know that our approach has been a success based on the number of
events we are invited to within a stipulated period of time. For example,
for a period now we have been engaged in so many programmes and that
have increased the likes on our social media page. Every group wants
social media presence but the reason why we get more people visiting our
social media handles is that we hardly put images that are not of quality
and unattractive on the page because pictures speak a lot about the group
and things like that.

Though a majority of the participants agreed that these metrics helped in

measuring the successes of these social media sites, one participant indicated her

doubts about the criteria for measuring these successes. She claimed:

People may comment, like or share whatever the groups put on their
social media handles but that does not guarantee their coming to the
programme. So, | think the best way to measure the success of marketing
done on social media is to look at the actual number of people who came
for the said event (Participant 4).
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This was a clear indication of possible challenges to these success stories which
had been presented under the next research question.
Discussion of results

Outreach activities, posters and banners, word of mouth, paid adverts on
televisions and radio, personal recommendations, door-to-door publicity, personal
branding and dawn broadcasting were the commonly used and the most preferred
traditional strategies to audience development by the selected groups. They were
the commonly used because they demanded less advanced technological
capabilities from groups for their production and distribution unlike the digital
media forms. Though digital media appeared to be in vogue with somehow easy
access to metrics for measuring their successes or otherwise, the results pointed
out groups found means of measuring the successes of traditional media
strategies. This confirms the propositions of LaMontagne (2018) and Heil (2016)
that traditional promotional strategies still worked, could be relied on and their
success could be measures.

One identifiable metric some groups (Theatre Studies Department together
with AFRIMUDA foundation and CNC) used in measuring the success of
outreach strategies was the number of audiences who patronised the outreach
programmes, their levels of participation and repeated requests for those
performances or new ones. This was a confirmation to claims by Modern
Marketing Partners (2012) and Lauck (2019) that the number of audiences that
patronise a product or service inform a company or business of the success of its

marketing strategy. The Central VVocal Ensemble depended on repeated requests
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from Senior High Schools as its criterion for measuring success of outreach
activities.

One new metrics for measurement of success for outreach activities was
the use of outcomes of Basic Education Certificate Examination and West African
Senior Secondary Certificate Examination examination results. This might be
attributed to the nature, target and purpose of these outreach activities. As far as
the Theatre Department was concerned, an increase in the number of passes in the
BECE English Language paper and the WASSCE English Language and
Literature-in-English papers meant its outreach activities were successful. In the
schools, these projects often took the form of stage performances of play texts and
students’ interaction sessions meant to help prepare students for their final year
examinations and also as a form of arts education and taste cultivation for the arts.
To this end, if students’ participation in these performances and interactions with
performers resulted in impressive passes in their final examination, then such an
outreach strategy was assumed to be a success.

In my opinion, this criterion was problematic in that several factors come
into play in an assessment of the outcome of a learning situation like the nature of
the setting for teaching and learning, the teaching and learning process, mode of
delivery, assessment content and criteria. All these among others needed to be
considered when assessing the success of strategies used in marketing. Morijiri
(2016), for example, posits that musical factors (musical composition, musical
style, information derived from the score and instrument specific features), extra-

musical factors (performers’ emotional expression, the interaction with an
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audience, the performance intentions and the listeners’ perceptions) and non-
musical factors (visual influences such as body movement, stage behaviour, figure
and dress contextual influences, such as programme order and ethnicity) must be
considered when assessing the success of performance of students of music. For
the Theatre department to use just the passes of students and not failures to
conclude that a strategy was efficient appeared problematic. The case was that
some students who patronised the performance might have failed while others
who did not patronised passed. Would these two scenarios not defeat the logic of
the argument made by the Department? Students might participate in outreach
activities but their perception, emotional disposition, cognitive retentive levels
and appreciation abilities might positively or negatively affect the outcomes of
their examinations.

Outreach activities within surrounding communities in the forms of theatre
for development projects were deemed successful based the high numbers of
community members who patronised projects and because of the participatory
nature of the projects. From my perspective, a high representation of community
members might not always prove that an activity was successful. Community
members might participate in their numbers but the main intent of the activity
might not be realised especially where activities were of short term, alienated
from the cultural context of audiences and also lacked sufficient follow-ups.

Modern Marketing Partners (2012) assert that traditional marketing
strategies like print, audio and audio-visual media can be said to be successful

when sales revenue, unit volumes, profit margins which are often tied to company
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or brand successes upsurge exponentially. The assumption is that the more people
come into contact with these marketing strategies, the likelihood of increase in
sales. In these instances, emphasis is mostly placed on profit maximisation which
IS assumed to come out of the number of clients or audiences who come into
contact with these marketing advertisements or who visit or contact the group or
business or who patronise what product or service through in-bound telephone
calls or inquires, events inquires or through promotional codes (Heil, 2016;
Modern Marketing Partners, 2012). Juxtaposing findings from the study with that
of literature, I could say that the measurement of success of print, audio and
audio-visual media in audience development were not only by the number of
audiences that patronised programmes or per the profit margins made by
commercial groups as purported in the literature but by the number of “deals” or
engagements that came to commercialised groups and repeated requests. As
highlighted in the results, the mission of a majority of the groups and departments
was more of societal orientation and not profit maximisation. As a result, they did
not rely on profits but on their ability to reach a wider segment of the population
with artistic presentations as means of arts education, cultural transmission and
appropriation (Culture Pour Tous, n.d.; Quintas, 2014), a vital medium to
counteracting cultural exclusion of a larger part of the population in the
Metropolis.

Some groups which operated as both for-profit and non-profit rarely
provided services for individual audiences. Their targets were event organisers

who directly dealt with their audiences. To this end, groups did not directly
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determine the number of audiences; their main objective was to deliver the service
and get paid or rewarded. Thus, their engagements never correlated to the number
of audiences who patronised the performances. The measurement of success, in
their case, hardly depended on the level of participation from audiences and the
aftermath interactions among performers and audiences. Though the Central
Vocal Ensemble used sales revenue to measure success, its main objective was
not profit maximisation looking at the meagre amount it charged for its
performances. This was similar with the two academic departments whose
performances primarily aimed at encouraging wider conversation and awareness
creation on the arts, arts education and participation (Forbes Nonprofit Council,
2017). These notwithstanding, they sometimes charge a meagre amount as
performance fee to defray production costs.

Other metrics used as measurement criteria for success of some traditional
strategies were the number of people who stood to view and discuss especially
print media advertisements. These happened typically within the university setting
where students working on publicity had the opportunity to either interact with
other students as they post publicity materials at vantage points or as they move
round to reinforce their publicity activities. To them, the mere look or discussion
of publicity materials by students culminated to their success in publicising their
performances. The designs for posters and banners appeared to provoke some
level of curiosity in target and potential audiences. The faces of “star performers”
displayed on these posters and banners might have been acting as a “magic wand”

which got people discussing and sometimes arguing about the presentational
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prowess of performers. This directly or indirectly affected the number of
audiences who eventually filled the performance space and also the number of
people who trooped to the department for enquires for prospective applicants. The
strategic placement of print ads also determined their success rate. The more
people viewed displayed banners and posters, the more interested or curious they
become about the performances according to participants. In my candid opinion,
viewing and discussing advert materials for performances might not necessarily
suggest their effectiveness to achieving audience development objectives. On the
one hand, these actions of viewers might serve as barriers to their participation
especially where visuals went contrary to their beliefs, interests and tastes. On the
other hand, materials would succeed in publicising the organisation or its services
or both. To this end, measurement metrics needed to be more analytical than this
superficial. Market research and strategy evaluation appeared vital to ascertaining
the efficiency of promotional strategies.

To most participants, getting access to audio and audio-visual media for
marketing activities was quite difficult not to talk about the measurement of their
success. Television media were yet to take root in the Metropolis. The television
section of the Campus Broadcasting Services (CBS) of the University of Cape
Coast was yet to operate fully. Its radio section had been doing tremendously well
but groups were yet to fully explore such avenue and even other existing stations
in Cape Coast Township. With the exception of one regional television channel —
Ocean 1 TV - the only community television station, Coastal TV, which was

providing media coverage for most of the artistic activities within Cape Coast

270



appeared to be crippled with diverse challenges which had limited its visibility
within the Cape Coast Metropolis. Television media houses operating outside of
the Metropolis were hardly the target of groups and departments due to the
bureaucratic nature of their activities. To this end, most radio stations were hardly
explored for promotional activities of performing arts groups with the exception
of the Centre for National Culture which had created several collaborations with
media houses in and outside the Metropolis. Some participants noted that their
outfits used to engage some radio media houses with such engagements positively
affecting their activities. They cited examples where teasers and the jingles
created for performances appeared to have whipped the appetite of existing and
potential audiences thereby causing performance venues to be almost filled to
capacity. Unfortunately, such activities were no more as publicity crew
continuously neglected such marketing strategies.

One interesting observation which came from the academic sector was that
it was difficult to measure the success of just one type of marketing strategies
considering the combination of strategies used in promoting activities of the
Department. The difficulty was especially with mainstream marketing strategies
other than other approaches like public relation, outreach, arts education and
cultural mediation practices. Lauck (2019), Heil (2016) and LaMontagne (2018),
however, motion that there are still means to checking the value of individual
traditional strategies even when more strategies are combined for marketing and
promotional purposes. They indicate that measurement systems like referral

questions, brand survey, coupon codes, unique phone number and email address,
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QR codes, landing pay URLs and redirect domains can be attached to traditional
ads to track number or viewers, users and callers for enquires, purchases and
requests. Groups, however, were yet to explore or lacked the resources for
instituting proactive systems like Google Analytics which could enhance the use
of measurement systems proffered by Lauck.

Digital marketing strategies, especially, social media pages websites had
been of immense help to the performing arts groups and organisation. The results
portrayed that groups had been relying heavily on these forms to promote or
market their services or products within a wider geographical space (within and
outside of the Metropolis) where traditional marketing strategies appeared
restrictive. To measure the success of these strategies, most of the groups and the
departments used either the growth in the numbers of followers, social mentions,
clicks on like buttons, tags or tweets. Numbers in these cases indicated efficiency
of the media used. This confirms the assertion of Nolasco da Silva (2020) that
“social mentions”, tweets, hashtags, “reach” and conversations project success of
strategies in audience development and engagement. Social mentions displayed
the size of people discussing a group’s brand or artistic content on its social media
platform. Though tweets and hashtags do not project how many posts and
messages are around a brand, they presented to groups and departments how
many people are talking about their brand or organisation. “Reach” shows how
many people have seen the content offered to the consumer (Nolasco da Silva,

2020). It served as a great indicator of potential audience size for the groups and
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departments apart from its ability to measure how far artistic product content and
message had spread across other social media platforms.

Another finding which came to light was how some groups measured the
efficacy of their media strategies by the comments and the personalities
associated with the comments. Comments, to Nolasco da Silva (2020), are great
indicators of potential audience size because it measures how far a group’s artistic
content and messages have spread across social media. Smith (2019) adds that
comments measure attention which is a more actionable way a brand or product
measures engagement. It is easier to show one’s love by liking a product but
posting a comment is a much deeper engagement, much richer context and
consumer insight. Therefore, the practice where groups and departments looked
beyond audience views and likes to the comments passed by certain personalities
constituted a positive strategy. The Centre for National Culture, Cape Coast, for
example, depended on social media not just for potential audiences but as means
to connect to potential promoters or personalities within the industry. The Centre
presumed that comments from experts within its domain would better inform its
practices than comments only from audiences without artistic expertise. That was
not to disregard the non-experts because products needed constructive criticisms
which sometimes emanate from marketing research to be better positioned in the
market and such criticisms might as well come from experts (Armstrong &
Kotler, 2013; Kotler & Armstrong, 2010b). In the absence of market research,

groups relied on these comments as productive measurement criterion. To this
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end, comments, criticisms or endorsement from artistic experts provided the
Centre, a lens to see how far it had reached its audiences geographically.

In addition, the results portended that non-academic groups measured the
success of some social media strategies by the number of people who sought the
contacts of leaders of the groups in order to confirm engagements or prices
(commercial groups). To this end, the number of deals a social media handle
could secure for a group displayed its efficacy. In spite of all these systems put in
place to measure success of strategies, some participants indicated their doubts
about the validity of the criteria used for the measurement. Their argument
stemmed from the fact that the number of likes, tags, tweets and comments could
not equate to the number of people who showed up for events. Thus, concluding
that the presence of these metrics meant success of strategies could be flawed.
More so, groups and departments employed a variety of social media strategies
but lack systems which could track and measure these strategies as identified by
LaMontagne (2018), Lauck (2019) and Modern Marketing Partners (2012) per the
quantum of viewers and actionable activities which took place in these sites.
Presentation of Results for Research Question 5: What Challenges Limit the
Adeptness of these Strategies in Audience Development?

According to Kawashima (2006) and Torregiani (2016), approaches to
audience development are without challenges. They either concentrate on
removing barriers to arts participation or do not include programming. In some
contexts, audience development is often confined to the marketing and education

department which often results in poor choice and use of approaches which do not
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correspond to their relevant dimensions (widening, deepening and diversifying) of
audience development.

Results from the analysis revealed several challenges which hindered the
efficiency of most strategies employed by groups and departments for audience
development practices. Primary among these challenges was that audience
development practices were mostly championed by leaders or directors of the
groups in the absence of marketing departments or professional arts managers or
marketers. The addition of this very responsibility to the responsibilities of leaders
or directors indirectly hindered the smooth execution of promotional and
marketing strategies even with support from other members of the groups in the
implementation process. A participant from CNC also confirmed that almost all
the performing arts groups affiliated to the Centre like AFRIMUDA really faced

such challenges.

Yes! | think there are a lot of such challenges. Most of the groups which
are affiliated to the Centre really lack professionals who see to the
management and marketing aspects of their services. Most lacked the
competence even in developing the marketing strategies. So, a lot of the
times, when you run checks on those behind the social media marketing, it
is the directors of the groups themselves and most of them may not be
marketers or professionals in marketing and so, some of the things you
even see them post may not really be necessary when it comes to how to
market the group or products and services. You see them sometimes
posting things that are not in connection with the group on their social
media platforms that have been created purposely for the group and so,
some of them lack professional understanding of how these groups should
even be managed [CNC participant 2].

From an observational viewpoint, though I realised that Odikro Royals’ social
media pages like Facebook, Twitter and Instagram were managed by the director

who saw to the posting, reviewing comments, answering of questions and all
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forms interactions on the pages, the participant from the company did not see that
as challenging. He noted:

| manage my social media handles like Facebook, Twitter and
Instagram.... I develop online questions too to get feedback from my
audiences. We chat and if they have videos or pictures | ask them to share
with me so I populate the media platforms.... Once a while, I call to find
out how they are doing and if there’s a programme, we discuss. That’s
fine with me [Odikro participant].

These multiple roles of leaders or directors often limited their dexterity in
efficiently managing the marketing section of their groups. The times promotional
adverts were posted and sometimes the quality left much to be desired. Besides,
most handlers of social media sites especially hardly interacted with audiences
who tried to reach the groups through social media platforms. Comments from
audiences were rarely read and those comments which needed feedback were
hardly dealt with. In few cases, comments were read and feedback sent to
audiences. Audiences who happened to be unsatisfied with such attitudes left and
never returned. A participant stated:

I will talk for most of the groups in Cape Coast because we turn to discuss
this very issue. Due to the fact that the managers of the social media
handles mostly double up as the directors of the groups, they don’t have
much time to monitor contents of marketing strategies they have even
created and how they are performing on media sites... So, sometimes you
even go to a group’s page which I have been doing a lot of times (I have
been monitoring a lot of them because they are affiliated to the centre)
and somebody has asked a question and for about four weeks, the group
has not answered because maybe the director is out of data or the director
is busy doing something else and nobody is willing to take over that
responsibility because he or she has not been told to do so. So, until the
director sees the comments and answers, the person who asked the
question would be waiting forever. Unsatisfied audiences left and never
returned. Most groups lost audiences because of this challenge. So, | think
that there is also an issue with leadership style and delegation of
responsibilities within these groups because almost everything is on the
shoulders of the director and there is no chain of leadership where they
say these people are in charge of marketing [CNC participant].

276



The same participant clarified what was happening within the folkloric group at
the CNC.

Let’s come to CNC. Here, there should have been a marketing department
like it is in other Regional centres. However, we have the PR section
taking the responsibility of the marketing officer. Mostly, I have to set in to
help with the design and management of our publicity items. Like our
Facebook page, | am always there to monitor activities and to answer
questions where necessary. In fact, | still encounter challenges [CNC
participant].
The Central Vocal Ensemble had in place a semi-structured advertising crew
made up of some of the members. The crew dealt with the design and execution
of promotion activities of the group but under the instruction of the director. Thus,
everything in relation to publicity never went into the public domain without the
consent of the leader. Despite these, the crew still encountered challenges
especially with what content to post and sometimes when to post.
As | indicated earlier on, we are always tactical with our audience
development strategies because everybody is doing almost the same thing.
So we hardly put images that are not attractive there because we know the
market. Just even a picture can speak a lot about the group. The challenge
is normally with how quality our choice may appear to the audiences. As |
said, content is crucial and that creates the challenge [CeVEn
participant].
The Theatre department at the university appeared to operate differently from
some of the non-academic groups already discussed though the challenges were
similar. The department had what it termed “publicity team” which was made up
of either staff and students or only students. The team was not permanently
constituted; every performance or production defined its publicity team which
was subsequently dissolved after each semester’s programme. This practice,

according to one participant, affected the promotion of practical activities of the

departments because it took more time for new crew members to devise means of
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achieving their objectives which in turn affected the quality of promotional
strategies adopted. In most cases, old ways were repeated with their shortcomings.

One of the participants in the FGD detailed the situation:

Each semester, we constitute publicity team for our productions. Initially,
each performance or director establishes his or her team to publicise the
performance but for close to three academic years now, the department
decided that all semester productions must establish one central publicity
team which will cater for all the publicity activities of the productions. But
for lack of human resources, we have been unable to achieve that.... Every
publicity team is dissolved at the end of the semester and new ones
constituted at the beginning of the new semester’s programmes.... Well, it
turns to affect our publicity because the works of previous teams are
barely reviewed before new ones are constituted. Newly constituted teams
will need time to achieve the desired objectives. If publicity teams are
permanently constituted, it may help in that the teams will review their
previous works and shape them for subsequent productions. It affects our
publicities for semesters’ productions but for now there is little to do
because of the numbers of students and because the lecturers want every
student to taste other aspects of the production process. In fact, | will
propose that this aspect of the performing arts — arts management - should
be made compulsory for every student but that may not be achieved. Some
students may not have the chance to participate in such area especially
when he or she is one of the assumed “stars” or performers [FGD
participant C].

According to a participant from the Music and Dance department, publicity
strategies were often handled by staff members with a few hand-picked students.
There was no permanently constituted publicity crew and this placed pressure on
staff as they combined their responsibilities with this other one together with the
level of apathy exhibited by other staff in this particular context. The conception
and design of materials for the audiences even become a challenge.
The department does not have a publicity team or what you might call it.
We usually appoint some academic staff to take care of publicity for our
programmes. For letters, the administrative staff took care of that but for
others like posters and banners or radio announcements; the appointed
staff is or are charged with that responsibility. In most cases, it becomes

burdensome when others become apathetical and only a few will be
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moving about to make sure the programme reaches a lot of people.
Sometimes, the quality and efficiency of the strategy is not achieved
because they person or team may not have had the needed support from
the department. It’s a big challenge [Academic participant 6].

For the execution of traditional marketing and promotion strategies like radio
advertisement, banners, posters, student broadcast activities, the academic
departments relied on their students whose numbers could not measure up to the
task. Students hardly cover the entire university space with the available
traditional advertisements not to talk about spaces outside of the university. This
limited the number of audiences they were able to reach for their performances. In
some cases, students on publicity unwilling executed their job and thus, neglected

a larger segment of the audience. One of the participants explicated:

Our department counts among departments with low numerical strength in
terms of students. That is, when it comes to students, we don't have.
Hence, we experience several challenges with the marketing of our
productions during the semester. The few good and hardworking students
always do a good job but the lazy ones who are unwilling to go out and
publicise performances turn to mar the success of our performances. We
constantly receive complaints from the serious ones about those lazy ones
who do not work but there is nothing we could do though such students
suffer for their attitude per the grades they get at the end of the semester.
The hardworking one at time became fed up and so neglected such duties.
It is a challenge we as a department must find means of resolving
[Academic participant 2].

Social media channels used for audience development also faced challenges.
These media handles were that of individual students and as such were operated
by the students. Though contents of posts were sometimes scrutinised before they
were posted on the media handles, the management of feedbacks were left to the
students. Whether or not students responded efficiently to comments and

feedbacks had never been a priority to the department. One participant noted:
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In fact, the social media handles used for publicity were that of the
students. It has been so until this semester when | tried to create a central
pool for the department with MTN. it therefore becomes difficult for us to
manage feedbacks from audiences. | thinks that may be affecting our
audience turnout too because if they, | mean the students, do not respond
or respond well to feedbacks, our audiences will be affected. I think it’s
time we review our publicity strategies [Academic participant 2].

It also came to light that most of the times, the lack of funds and students’

numerical strength impacted on the choice of contents (plays) meant for audience
development. To this end, the needs and taste of target audiences were
compromised which in turn affected audience turnout. A participant stated:

Sometimes challenges with funds and human resource for the production
of performances may dictate the choice of performances which may
perhaps meet the taste of the elites in society and which may in a way not
be that appealing to the youth. Here in the university students dominate
when we are talking about our target population but sometimes we could
pick, direct or produce plays that may have a small cast but themes that
are not appealing to this segment of the target population. This means, we
will miss out on the numbers and even make loss. If it is about meeting the
cultural needs, social, political, economic and religious needs of every
segment of the audiences, then the department is worst positioned
[Academic participant 5].

This problem of lack of funds and logistics again impeded the effectiveness of
outreach approaches to audience development. In this situation, groups and
departments could not develop nor implement new, attractive and special
education programmes. One academic participant stated:

If we should move to the secondary schools or communities for our
outreach programmes, we need to plan the programmes; we need to hire
buses; we need to feed students; we need to motivate students, we need so
many things but here is the case we go to the university and the university
tells us that they don’t have funds and logistics for such quests. Students’
outreach programmes are mostly funded by themselves though the
outcomes are the property of the university. In the midst of these, we are
unable to expand our outreach programmes or develop new outreach
programmes for schools and communities [Academic participant 2].

Another added:
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Usually, we embark on outreach programmes to sell the department,
especially to students in the Senior High schools in and around Cape
Coast but because of lack of funding from the department and the
university, we hardly move to the schools we used to visit not to talk of
visiting new schools. I'm talking about funding because we usually go with
a performance in order to showcase what students do in the department or
to interact with the students; publicising the programmes we run as a
department, the prospects of reading these programmes and how they can
apply to be part of the department after the secondary education. The
challenge here is that we struggle to access vehicle and other logistics for
such outreach. As a result, most of the staff members are unwilling to
initiate such outreach activities unless they can get sponsorship packages
for that. It’s disheartening (Academic participant 3).

From the submission of the participant of Central Vocal ensemble, every

marketing or promotional strategy might not necessarily be inappropriate or

inefficient. The challenge was its inability to achieve the desired objective by

creating value to the audiences. This, to him, could be hindered by challenges in

relation to venue, finance and even time. He asserted:

Sometimes, we try as much as possible to satisfy every customer but it is
very difficult especially where you have to relocate or change venue and
these venues turn to inconvenience some of the audiences. Some may try
and attend but that may end it. | remember we had to move one of our
performances to CNC, from campus where majority of our audiences are.
A lot of them raised concerns about the change of venue and the
inconveniences that caused them. Some were like, “Why should I pay 20
cedis and still pick a taxi to CNC?” In this scenario, the audience has a
problem with venue and finance. Others may have challenges with time
where programmes are designated to begin at a particular time but for
some reasons, they began late [CeVEn participant].

To an academic participant, lack of permanent venue or space for performances

continued to render publicity materials unreliable which in turn affected

production outcomes. The Department always needed to tackle issues of clashes

with other programmes at performance venues each and every semester despite

the fact that it booked the space, months before the beginning of the academic

semester.
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My department has no performance space of its own so, we make do with
the university’s main auditorium which is usually hired out to other people
for other events. So, sometimes, we will have a scheduled performance but
when you get to the auditorium to setup, you would be told the place has
been booked by someone for another event. This means that we would
have to find another place quickly to set up and redirect audiences to the
new found place because we cannot tell the audience to hang around and
wait for the said programme to end. This usually has adverse effect on the
publicity that we make because we have to constantly be on the alert to
employ new strategies of getting audiences to new venues. Sometimes, we
miss so many audiences who may have come later to the original venue
[Academic participant 2].

Another also established that venues or spaces for artistic performances were not
only unreliable but of sub-standard and as such posed challenges to strategies for
audience development. The challenge was that audiences outside the university
campus were unwilling to move to campus for performances while those on
campus found it challenging moving outside of campus for a performance
because of cost of transportation or distance to venues. The participant from

CeVEn indicated:

Sometimes the venues for programmes are not too conducive for
consumers. For example, we are building a fan base outside campus
because as for campus, we have the audience now. Most of our concerts
too, we do them on campus because we have the best facilities here. |
can’t imagine having a concert at the Cape Coast town hall because the
place is a mess, especially, the auditorium. Audiences from town are
unwilling to move to campus for varied reasons. So, these dynamics affect
our audience development practices [CeVER participant].

For most of the dance groups, the only way to continue to be relevant and to stay
in the market was to perform at found spaces or rely heavily on private-owned
spaces for their performances. Unfortunately, these private spaces cost so much
that a look at their payments for services rendered did not support some of their

audience development strategies.

282



| can say that performance space turn to hinder most of our activities. For
example, if my company should decide to perform for public view, we need
to secure a good space which we have to pay for. A huge sum of money
needs to be invested into that if not we have to use found spaces which
mostly are not conducive for dancing. On so many occasions, we finish
with performance and we are hurt because of the bad nature of the floor of
the performance space. When we compare the cost to payments or our
charges, your guess is as good as mine. We run at losses and it is more
painful if you have a few audiences who are not appreciative of what you
do or who may not help in publicising the company. We need more
structures for performance. If possible, government can renovate already
existing performance spaces and reduce the cost of hiring for small
groups like us [Odikro participant].

Customer satisfaction also posed challenges to adopted strategies. Some

participants noted that marketing strategies often became obsolete with time in

correlation with changes in technology as well as taste and preference of

consumers. Such changes typically affected audience development practices if

groups lagged in exploring new and proactive strategies to meet demands and

changes. A participant from CeVEn indicated:

As an artist, you should find ways and means to satisfy every consumer
who comes for your programme whether they will buy tickets or even if the
show is for free. Everybody should take something home but how do you
satisfy every customer when their tastes for events and associated contents
keep changing in this contemporary period with changes in technology
and other aspects of life? Yes, it is one big challenge we face because
sometimes we try as much as possible but yet we are not able to satisfy
everybody [CeVEn participant].

Another participant also made a point suggesting a group’s overreliance on

assumption to determine what its audiences desired or preferred. To this end, most

groups were unable to ascertain when the taste of its audience had changed in

order for the group to prepare something that met the needs and taste of the

audience.

With regards to the university community, we are now also trying to get
some interesting plays because most of the times, we put up plays that are
more academic. We mostly assume that the audiences in the university
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don’t want serious plays because the perception in the university is that,
there’s tension and pressure, academic pressure here and there. So, when
they get time to just spare, they just want to come to the auditorium to just
laugh off their pressure and laugh off their stress and whatever. But that
has not really succeeded in increasing the number of our audiences
(Academic participant 2).

The foregoing presentation pointed out that groups and departments had been
putting in procedures for audience development. Despite their efforts, there
seemed to be limitations to these strategies which turned to adversely affect their
audience development practices.
Discussion of Results

Traditional and digital media strategies continue to foster exchange
practices in every market space (LaMontagne, 2018). Elawadi (2016) identifies
two important promotional roles of social media in the marketplace. First, they
allow companies to communicate with their audience or allowing audience to
communicate with one another and second, they reflect the highly magnified form
of word-of-mouth communication. Notwithstanding these important roles,
Elawadi (2016) argues that they create adverse effects to marketing than most
companies could identify. His argument stems from the assumption that more
consumers, based on these roles, are led by other consumers in exchange process
in the market space than by advertising. This has given more power to consumers
than to the organisations. Challenges set in because organisations cannot directly
control consumer-to-consumer conversations; they only have the ability to shape
the discussion which must be consistent with organisation’s mission and
performance goals (Elawadi, 2016). Other challenges emanate from socio-

economic conditions, minimal organisational resources (Guerke, 1995), media
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marketing challenges (Sharma, 2019), ability to generate and leverage deep
customer insights, manage brand health and reputation in a marketing
environment where social media plays an important role, assess the effectiveness
of digital marketing while increasing talent gap in analytical capabilities within
firms (Elawadi, 2016).

From the results, leaders or directors performed multiple roles in
management: directing, producing and even marketing, neglecting the concept of
division of labour. These multiple tasking of leaders, according to some
participants, affected the smooth design, implementation and management of
media strategies for audience development practices. This confirmed the finding
of Coviello, Ichino and Persico (2010, p. 1) that the “spreading of effort across
too many active projects, decreases the performance of workers, raising the
chances of low input, long duration of projects and exploding backlogs”. The
choice and design of promotional media strategies rest on most leaders or
directors which indirectly affected their performance in relation to the
management of promotional or marketing strategies and other responsibilities.
This did not suggest that members were neglected; their propositions and
participations were indirectly subjected to some level of approval from directors
or leaders of the group which was inconformity to production rules.
Unfortunately, some level of apathy began to breed among members when they
had to rely on the final say of directors or leaders on whatever the content of
strategies ought to be. All these affected creativity, quality and quantity of work

done (D’ Angelo, 2019) while reducing productivity (Naish, 2014)
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On the contrary, some groups had in place a semi-structured publicity
crew which dealt with the promotion of activities of the groups but under the
tutelage of the leader. Thus, everything in relation to publicity never went into the
public domain without the consent of the leader. The challenge with this system
was that such outfits were instituted on short term basis which, for instance,
affected the conduction of marketing research and reviews of the efficiencies of
strategies used. A typical example was with the academic departments whose
short term “publicity teams”, often made up of staff and students, struggled to
make productive impact on some of its audience development practices. Bergauer
(2017) indicates that firms’ reliance on short-term audience development
practices put pressure on the firms’ ability to build audience and break even
always.

Thus, the non-establishment of a permanent publicity team created a
situation where incoming team members lacked knowledge about which segment
to target in order to boost audience attendance. The situation was worsened by the
absence of a database for audiences for the departments. Each publicity team, as
and when constituted, came with its own ideas of getting products and services to
the audience. Unfortunately, publicity teams could not create database on
audiences before their term of office ended. Where leaders or directors led
marketing activities, a lag in knowledge on advance technology adversely
affected marketing practices and the ability to keep in touch with who the
audiences were. To this end, tracking and retrieving customer data for the creation

of database for audience development practices posed challenges. As Leeflang et
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al. (2014) note, the ability of an organisation to track and generate data on its
customers provides it the ability to generate and leverage deep customer insights.
The direct effect of such practice on audience development was the difficult in
ascertaining who the existing clients of the departments were and how to satisfy
them, not to talk about which audiences constituted new or potential clients and
which audiences needed to be diversified. Despite the fact that bigger database
often meant serving a lot of people once and which according to Bergauer (2017)
is wrong when a firm seeks to cultivate loyal audience, it would be prudent to
generate and leverage deep customer insights by implementing efficient tracking
to capture, store, share, transfer, analyse and visualise data in order to out-perform
competitors (Leeflang et al., 2014) though an over-reliance on data and hard facts
in decision making might lead to reduction in creativity and out-of-the-box
thinking (Leeflang et al., 2014).

For the implementation of traditional marketing and promotion strategies
like radio advertisement, banners, posters, student broadcast activities, these
departments relied on their students who largely lacked tacit knowledge or were
inadequate in terms of numbers for the task. This way, achieving success in
audience development was extremely low. First, it came to light that students who
had limited coded or tacit knowledge about publicity engaged in haphazard
publicity. They rarely covered all areas even within the university community
with publicity materials. Some, per their negative attitudes, either kept publicity
materials or left them unattended to, waiting for staff to order them about. In order

to satisfy staff, such students posted materials at irrelevant places or on other
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publicity materials resulting in their loss or they being destroyed. From the
perspective of proponents of knowledge-based view, firms’ knowledge and
knowledge management are vital in creating differences among firms (Birou et
al., 2019; Gu et al., 2017) and also creating sustainable competitive advantage
(Torres et al.,, 2018). Thus, the lack of knowledge in management and
implementation of promotional materials affected their achievement of
competitive advantage in audience development.

In the case of Central folkloric of the CNC, the director for the folkloric
group together with the public relation section mostly initiated promotional
strategies while the Centre’s visual arts section mostly dealt with the design of
traditional strategies like posters, banners and billboards. Letters which were
usually sent out as invitations were written by secretary or administrators of the
Centre but with major inputs from the director or leader of the group. This was as
a result of the absence of a marketing department, according to participants, from
the centre. Though such a department was on paper and was functioning in other
regional centres, there was nothing of such in Cape Coast. Rather, the public
relation department took up the responsibilities of the marketing officer which
adversely affected the execution of the main responsibilities of that department.
According to Awan (2017), having no marketing department can lead to chaos in
monitoring and controlling marketing activities because such a department is the
solution to recognising marketing problems, assessing where the problems exist

and evaluating results. The absence of a marketing department in this sense may
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result in disorganization, denial of functional specialisation, zero focus on
geographical expansion of audiences (Awan, 2017).

Guerke (1995) states that socio-economic factors like lack of funds and
logistics together with minimal organisational resources turn to defeat the
achievements of long-range organisational objectives to audience development.
This was explicitly portrayed by the results where student population of the
departments did not help when it came to publicising programmes to audiences.
In most cases, productions went on without a structured publicity department.
This affected the design and implementation of strategies which mostly arrived
late either because the number of crew was inadequate to meet up to expectation
or funds allocated for their provision came in late. In some cases, the size,
numbers, content and quality affected or defeated the desired effects on
audiences. Besides, overreliance of student publicity crew on staff ingenuity to
initiate publicity process, though these students were awarded marks at the end of
the production season based on the job done, added to the challenges.

According to the results, all the afore-mentioned challenges were
underpinned by lack of funds and human resources especially within the Theatre
department. Funds for productions were late in arriving for the production team to
deliver. Often, productions ended before funds were disbursed to the production
team. To this end, directors needed to pre-finance productions before they were
later reimbursed. These affected productions especially the promotional aspects
which constituted a vital medium for audience development. This was worsened

by the lack of human resource which affected the choice of artistic product and
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the marketing process. Due to lack of human resource, publicity for semester’s
performances suffered because not all audiences (target or new) were reached
through available promotional materials.

Social media channels for audience development also faced challenges.
One challenge had to do with the quality of content posted on channels. Some
participants indicated that because content was very influential in attracting
audiences, it was needful for groups to check whatever contents were posted on
media channels. They, however, pointed out that inadequate time and resource
often hindered such achievement. This confirms what Sharma (2019) states that
lack of sufficient time to discover and create interesting content, post it at the
right place and time, research hashtags, get approval from managers and
customers pose challenges to firms. They delaying to respond or react to
comments and inquiries sent to especially social media pages resulted in the loss
of potential clients. Even where responses were given, the timing was wrong.

Another challenge was leaders’ incapacity to determine the level of
efficiency of strategies used in audience development practices. Reasons
attributed to this were leaders’ apathy to conducting market research in order to
identify challenges with their media platforms and their limited capabilities in
exploring digital media channels used. To this end, groups continued to miss out
on audiences due to break in communication or inconsistencies in
communication. Another had to do with what Bergauer (2017) captions as “don’t
have the discipline” where the management of feedbacks on social media handles

were left to the students. Whether or not students responded competently or
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professionally to comments and feedbacks had never been a priority to the
department. Leeflang et al. (2014) note that organisation and capabilities continue
to create challenges in that, marketing and related departments are facing a
significant talent gap in analytical capabilities coupled with the pervasiveness of
marketing activities within companies.

Outreach activities which usually afforded organisations, the opportunity
to engage the outside community were thwarted for lack of funds and logistics.
For example, the Theatre Department struggled to diversify its outreach
performances or activities due to inadequacy of funds. The implication was that
new communication methods and special arts education programmes like creative
workshops, arts exhibitions, carnivals and public concerts as proposed by Mandel
(2016) and Arts Council England (2004) could not be explored as additional
strategies to augment the usual staged performances and talks used for audience
building and retention. Constant presentation of same or similar activities
contributed to decline in the number of audiences because their taste or preference
for these forms waned with time.

The lack of performance spaces coupled with dilapidated spaces presented
challenging situations for audience development practices. Most of the groups
usually had to hire venues for their performances and these places sometimes
were not close to the majority of the existing audience thereby reducing the level
of patronage because most audiences did not see reason in moving to a far place
just to watch a performance and also pay for transportation. These confirm

Kershaw et al.'s (2012) argument that arts facilities and venues can act as barriers
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to audience development. Groups and departments had to struggle to convince
audiences to make it to their performances even with reduced tickets or
discounted prices. Besides, groups had to compete with other event organisers for
available performance spaces which in most cases failed to enhance audience
patronage. In cases where venues for performances were in bad state and thus,
created uncomfortable atmospheres for audiences, groups had to bear the blunt of
the situation as most audiences never returned for other shows put up by these
groups. Regrettably, groups continued to act reluctantly to exploring new avenues
for presentations. As Bergauer (2017) notes, reluctance of firms to divert form old
models of audience development turns to adversely affect their end results.
Customer value and satisfaction were also a challenge. In most cases, most
artistic products rarely met the taste and preference of audiences which indirectly
militated against the retention of some of the target and even potential audiences.
This happened where groups did not conduct market research and practised what
Kawashima (2004) terms “product-led” not “target-led”. She argues that an
audience development strategy that strives to achieve cultural inclusion must be
“target-led” and focused on prospective audiences, rather than “product-led”.
Unfortunately, most groups lacked insight as to how to deal with such challenge
because of their unwillingness or failure to conducting market research. In effect,
groups failed to ascertain the efficiency of strategies and content to creating
customer value and audience satisfaction. This also meant that groups did not

know whether to change or revamp strategies in order to sustain target audiences.
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Presentation of Results for Research Question 6: What Collaborative
Strategies can Support the Building and Sustenance of Audience
Development Practices in the Metropolis?

Collaboration and networking have received considerable attention in
recent times. They have been described as one of the proactive media for the
attainment of the Sustainable Development Goals (UN News Centre, 2015). In the
performing arts sector, collaboration has received several commendations per the
positive impact it had had in sustaining the sector which is now considered a
major booster of most economies (Knight, 2015; Mishan & Prangley, 2014;
Ostrower, 2003) especially in the Global North. This section presented on the
forms of collaborations and collaborative strategies which groups and
departments could explore and harness for effective audience development and
sustenance.

The results proved that in the face of existing competitions and their
adverse effects on the achievements of the groups and departments, some groups
had begun creating collaborations for knowledge sharing for the growth and
expansion of their market. It came to light that some groups were already
affiliated to the CNC in order for the CNC to project them to a larger audience or
client base. Though there was no written down agreement, it was purported that
such partnership had helped some of these groups attract or link up with clients

for their services. A participant submitted:

Some few groups are affiliated to departments like the CNC and normally
rely on the CNC to market them. So, they expect that the CNC should not
only give opportunities to the resident group there but also at a point,
create the opportunity for them and so, if the CNC is organising a
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programme, they should use their platform to market them by inviting
them to also come and perform there so that the audience that may come
may be interested in them for future programmes and to be able to engage
them [CNC participant 2].

It also surfaced that some of these collaborations by private and NGO groups

transcended the borders of the country. One of the participants specified some of

these:

Collaboration among groups is growing but at a slow pace. For example,
we were supposed to collaborate with the choirs from the US next month
but they couldn’t come because the leader did not follow some procedures
but it’s going to happen in 2021, yes... those are kind of international
collaborations. And at the moment, there’s a choir speaking with me from
Nigeria. They also want to collaborate with us so we have biannual
concerts, here and in Nigeria. As for local collaborations, we have begun
to create plenty [CeVEn participant].

Most of these collaborations, according to one participant, were often militated

against by politics and nepotism especially when they were created by

government departments for performing arts groups or given to groups which

bought into the ideals of the ruling government. He lamented:

The collaboration opportunities are there but we have to struggle to get
them especially those that involve government departments or those that
are outside the country but spearheaded by government departments
within Ghana. You may be given such opportunity to collaborate only
when you are known to be affiliated to the ruling government. As for local
partnerships with other local groups, private, public or volunteer, we are
making waves gradually. As a commercial minded person, | want to fight
for the international collaboration because those bring in the “hard
currency”’ [Odikro participant].

In the academic context, specifically for the Theatre department,

collaborations took the form of guest lectureship, Theatre for Development (TfD)

outreach projects, joint productions, training and workshops for students and joint

taught courses. One interesting observation was that collaborations like TfD
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projects happened with foreign partners and with surrounding communities. These
collaborations were often of short term. The others, such as workshops and
training, joint taught courses and joint productions which were of long-term and
informal were established within and outside of the Metropolis. A participant
pointed out:

The department has been able to have a number of collaboration with
German departments and an institution in the U.S. That of course means
that we've been able to get into their good books. As | indicated earlier on,
the department has been able to also link up with an institution in the U.S.
| was part of that trip to the US and the Germany one. | think the
department has been able to find its way into the U.N. books. That’s with
the UNICEF project that we're able to do. That's more of a theatre for
development project. And the department has also been able to get into the
good books of a corporate institution like Coca Cola. Though that
collaboration is not there, | just want to point out that we've been able to
link up with them. The department has linked up with the Centres for
National Culture which are also performing arts institution though with
them, it is not only performing arts that they look at. Most of these are by
word of mouth... [Academic participant 1]

Another participant from the academic department added that the two performing

arts departments together with AFRIMUDA foundation and Odikro Royals
collaborated to produce an exquisite performance which attracted a huge audience
during the 2019/2020 academic year.
... for example this semester we did Tombi: Yes We Can, a production
which involves music dance and drama and we collaborated with the
Department of Music and Dance though they are within the same
university community. Actually, we brought very two different performing
groups from outside the university: AFRIMUDA Foundation and Odikro
performing group. So collaboration is rising but slowly because groups
are beginning to understand the need [Academic participant 2]
Collaborations with corporate departments were primarily for marketing or

promotional purposes. While these corporate departments provided sponsorship

packages for theatre performances, the Theatre department marketed the products
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of these corporate departments at its theatre season launch and performance
nights.
Discussion of Results

Collaboration has been confirmed to exist in the performing arts sector
where activities and practices are collaboratively performed (Lai, 2011; Mishan &
Prangley, 2014). Despite existing barriers to collaboration (Kershaw et al., 2012;
Mishan & Prangley, 2014), several scholars have identified the benefits of
collaboration and their impact on the growth and development of organisations.
Guimon (2013) states that collaboration provides greater ability to utilise multiple
talents and skills, more and high-quality ideas, innovations and technology
transfer apart from the introduction of new ideas, expectations and productive
practices. It also increases legitimacy in community and with funders, creating
social inclusion and cultural diversity (United Nations, 2008). Dyer and Singh
(1998) posit that collaboration improves the strategic position of firms, giving
them a competitive advantage.

The results so far revealed that though the number of performing arts
groups in the Metropolis was rising, funding and sponsorship, infrastructure,
logistics and human resource were creating challenges which militated against the
smooth growth and development of the market and audiences. Audiences for the
performing arts in the Metropolis kept on dwindling resulting in the decline of the
market. Interestingly, some of the groups are into collaboration either within the
Metropolis or outside of the country but these collaborations appeared to be less

explored as avenues for maximising audience development activities. The results
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also indicated that politics and nepotism continued to challenge especially foreign
collaborations. The short-term and unidirectional nature of collaboration rendered
most of them less effective in advancing the growth and development of the
sector. Moreover, the primary intents of most collaboration were not for audience
maximisation but other purposes such as teaching and learning, recognition and
the creation of artistic products and services.

Recognising the roles that collaboration plays in the growth and expansion
of organisations, it is imperative for performing arts organisations in the Cape
Coast Metropolis to explore and establish different paradigms of collaboration
and collaborative strategies which could enhance and sustain both their audience
development practices and the performing arts market. Given the above, I
suggested a framework which was a result of my evaluation of some development
approaches and collaborations as discussed in chapter two in addition to
submissions and opinions of participants in this study. It was important to stress
that the framework provided insights and guidance to audience development and
sustenance; it was neither prescriptive nor dictator of action (Australia Unlimited,
2017).

A proposed collaborative framework to audience development for the
performing arts in Cape Coast Metropolis

Different frameworks have been proposed concerning audience
development (Bollo, Da Milano, Gariboldi, Torch, et al., 2017; Kershaw et al.,
2012; The Audience Agency, 2017). Many of these theorised models are based on

the nature of the relationships between audiences and cultural organisation (Bollo,
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Da Milano, Gariboldi, Torch, et al., 2017). In some cases, the perspective from
which the organisation views the concept of audience development or the
definition assigned to the concept reinforces what framework to explore. It is
worth establishing that the concept “audience development” has evolved from a
“purely market-oriented approach to a more holistic and processual vision”
(Bollo, Da Milano, Gariboldi, Torch, et al., 2017). The holistic approach (which
serves as an underlining principle to my framework) is a continually, actively
managed process in which the entire arts organisation is involved (Urban
Paradoxes, 2018), combining “... elements of arts marketing, public relations and
arts education based on more-or-less systematically collected findings of current
and potential audiences” (Mandel, 2012, p. 3). Also, definitions or descriptions
assigned to the concept of audience development are taken into account when
formulating or adopting an audience development framework.

Such contextualisation assists in comprehensively, understanding the
planning and practising of audience development. Consequently, the framework
as proposed in figure 15 sought to communicate four key issues necessary for
consideration in audience development. The framework was descriptive, not
prescriptive in that, it simply suggested collaborative process to audience
development which could be adapted to suit the mission and vision of performing
arts organisations as well as the cultural context within which the market was

situated.

298



Value equity

-
Q
Mission/Objectives g 2
. £ Q
Competition/strategy Brand equity Retention S Competitive =)
* Taste and demand trends 2 — -
* Market orientation + Segmentation 3 g advantage 4
o] * Product orientation * Audiences < s a—) Profit/sales -g
Int Isational * Products/services S
et s * Socletal orientation + Branding/ marketi Relationship o Profitability £ Growth and o
* Intra-organisational MOrtne. < Q o0
» Resources/cost equity = 8 expansion ‘o-
K] S [ visibili e
3 ty
Market Research > e o ; L
Acquisition Recognition
Customer Cultural g
satisfaction Sackiiton ©
>

Marketing Strategy/ M

arketing Mix

" i

a1 s

Theories of competitive advantage

Figure 15: Towards a collaborative framework to audience development in the performing arts

Source: Bello, 2019

299

__7Ps ACEVO [_4Cs |
A D - - [DEEPENING]
+ Background Collaborative Strategies [WIDENING AUDIENCE] [DIVERSIFYING AUDIENCE] At Maskitiig
Colsborative Marketing Asts Marketing Arts Mediation/Tnclusion Digad SocatMaa
* Market Netwoek Marketng Diptat Socal Mada. dolic-god  Luatan Cofidontmmeda
Relationstsp Marketmg Tradniond Madia: Fenfair Compstugama  Arts furtivds Traditiondl Madia: Opearevem
* Target Coatitions Marketing Arts Education ey ol Atts Education
di Parership Marketing Outraach Amtasmag "';s Marketa * Ostraach Amtninag
:: ience E"*’ it Croaivevodabop  Gost texchingn ebscs éwl"kﬂ"-l Cosrevorabey ot choc
e mpetition obeandng Compricn Tragtnd) Compenon  Exhiuon
i P Affate Marketing Public Relation Programming So-cobie. .
1P’ * Offering Speasorshep Takhom Cutraraleanding Programming
Mefamtenen  Oslreral policy decmion
* Messages Programming Asdience
[ DNeavel
* Salesand s
. Convenience [ trategies
Bqug [Place] [Promotion)
Process Dimensioas to A, D.
. s Widening
Pricing betmrd
Divervifving




The proposed framework was first underscored by theories of competitive
advantage and relational view theory of competitive advantage which have been

extensively discussed in chapter two and presently illustrated by figure 16.
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Figure 16: An illustration for theories of competitive advantage
Source: Bello, 2019

Situated within the tenets of Market-Based View (MBV), Porter’s theory
postulates that an organisation achieves competitive advantage when it cultivates
or attains a set of qualities that permit it to outperform its competitors within a
marketspace (Porter, 1980 as cited in Wang, 2014). This superior performance,
according to Porter, often arises as a result of monopoly rents (protected market
position when there is lack of competition), Ricardian rents (the generation of
firm-specific resources using idiosyncratic, intangible, internal inputs such as
knowledge, leadership or culture) or Schumpeterian rents (dynamic capabilities of
renewing advantages over time through innovation). Any performing arts
organisation in the Cape Coast Metropolis can adapt to the tenets of MBV to
create competitive advantage. To this end, such organisation can through a certain
set of qualities outperform its competitors within a marketspace either by creating
monopoly within the market which may be difficult or rely on its knowledge and
leadership strength and its ability to maintain superiority through innovation.

Creating competitive advantage based on the tenets of Resource-Based View
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(RBV) theory means that a performing arts organisation will have to rely on its
internal resources (physical, human and financial) and capabilities of these
resources as a driver of their competitive advantage. From another dimension, an
arts organisation may continue to create individual advantage based on its
knowledge assets (coded and tacit), know-how, intellectual assets and
competencies as proposed by Knowledge-Based View theory. The capabilities of
each performing arts organisation can also be used in creating a competitive
advantage. Once the organisation identifies these capabilities and deploys its
resources strategically, it assumes a competitive position over other rivals.

From the foregoing, an arts organisation in the Metropolis could create
competitive advantage but for how long could it sustain the advantage in the face
of changing trends in the market practices, technological advancement and the
power of globalisation. It was based on this that | proposed that performing arts
organisations adopted collaboration and collaborative strategies which fell in line
with the proposition of Dyer and Singh (1998) that organisations can sustain
competitive advantage through collaborative schemes. The main argument is that
inter-firm linkages create relational rents which not just create but sustain
competitive advantage.

Obijectives of the framework

As stated in my second chapter, collaboration is vital to the sustainable
growth of any sector of an economy, like the performing arts sector. This is not to
proffer that collaboration operates as a utopia without risks or challenges thereof.

There are risks and challenges which directly or indirectly present opportunities
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for collaborative schemes to increase the profile of the performing arts market,
improve stakeholder engagement and amply the capacity of the sector’s effort to
driving the growth and development of a national economy (Australia Unlimited,
2017).

This framework reflected views and propositions from participants for this
study on reasons for collaboration for audience development within the Cape
Coast Metropolis. It also reflected opinions and propositions from scholars and
practitioners of arts marketing and promotion globally. The objectives of the
framework were to:

1. Suggest potential and dynamic collaboration forms and collaborative
strategies which could be explored for sustainable audience development
practices in the Cape Coast Metropolis.

2. Recommend that organisations conduct market research and utilise the
data to develop their market strategy.

3. Propose marketing strategies which organisations could explore and adapt
for the creation and sustenance of competitive advantage.

Principles

The framework was supported by the following principles:

1. Collaboration creates cultural inclusion and social resilience and therefore
must benefit all stakeholders in the performing arts.

2. Active participation is vital to successful collaboration. To this end, the

framework advocates for actors in collaborating ventures to be given the
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right to participate fully in the conception and creation of an audience
development plan, its implementation and evaluation.

3. The framework lends itself to the principle of transparency and trust which
are core drivers to sustainable collaboration and audience development.
Based on this, all actors must be involved in the whole process for the
building of trust and commitment.

4. Audience development practices should not only prioritise the needs of
audiences by placing them at the centre of activities but strive not to
comprise artistic quality and integrity.

Details of the framework

The first of the framework highlighted the forms of collaboration to be created
among organisations in the Metropolis, their mission and objectives as well as the
conduction of market research to set the tone for the development of a marketing

strategy for audience development as showcased in figure 17.

Mission/Objectives

* Competition/strategy
¢ Taste and demand trends

* Market orientation + Segmentation
¢ Product orientation * Audiences
* Inter-organisational * Societal orientation * Products/services
* Intra-organisational * Branding/ marketing

* Resources/cost

Collaborations s Market Research

Figure 17: Initial stages of the collaborative framework to audience development
Source: Bello, 2019
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Collaboration

The framework first emphasised the creation of inter-organisational
collaboration across a broad spectrum of performing arts organisations in the
Metropolis. In this form of collaboration, organisations rely on a common vision
to create a common project organisation with a commonly defined structure and a
new and jointly developed project culture, based on trust and transparency; to
jointly maximize the value for the customer by solving problems mutually
through interactive processes, which are planned together, and by sharing
responsibilities, risk, and rewards among the key participants (Schottle et al.,
2014). This needed to be preceded by the establishment of strong intra-
organisational collaboration where actors within organisations form intricate
networks to collaborate around more complex issues thus, creating the conditions
for integrated working to flourish (Grove, Dainty, Thomson, & Thorpe, 2018).
According to John Holden, one cannot change the quality of the relationship
between the audience and the organisation unless one changes the quality of the
relationship within one’s organisation.

The framework stressed collaboration for some reasons. According to
Scheff and Kokler (1996), the arts sector, groups and organisations can venture
into collaboration when the audience size becomes stagnant or begins to shrink. In
this way, collaborators can leverage their limited resources by allying themselves
with organisations ranging from other nonprofit arts groups to community groups to

businesses. Engaged partners develop comprehensive planning, operate well-
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defined communication channels, pool resources jointly and share the resulting
benefits (Scheff & Kokler, 1996).

Inter-organisational collaboration, as stressed in this framework, could
take varied forms with some forms illustrated in figure 18. It cut across public,
private, Non-Governmental Organisations, academic, non-academic and corporate
organisations. The number of organisations within a collaboration might be
defined by the mission and objectives of partnering organisations desiring to
collaborate aside their need to enhance firms’ innovation potential (Haus-Reve &

Rodriguez-Pose, 2019).

| Academic + Non-academic + Corporate bodies I

[ Non-academic + Corporate bodies |

J Academic + Non-academic |

Academic + Corporate bodies ]

Academic + Academic I

Inter- Public + Public [ Non-academic +~ Non-academic |
gl”guan;zatl?nﬂl * | Public + Private | Academic + Academic + Corporate bodies |
ollaborations v, + Priv - : :
i [ Non-academic + Non-academic + Corporate bodies |

Figure 18: Some forms of inter-organisational collaboration
Source: Bello, 2019

In simple terms, collaboration could take place between or among two or more
private organisations, public organisations, private/public organisations or
private/public/ corporate organisations as exemplified in figure 18. Scheff and
Kokler (1996) indicate that collaboration can take place between arts organisations
and other non-profit, non-arts organisations; multiple collaborators; between arts
organisations and corporate bodies where these corporate organisations provide
noncash contributions in the form of management expertise, technology, volunteers,

and products in such strategic collaboration. Callahan (2012), however, posits that
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collaborators may rely on a semi-structured, semi-formal or informal collaboration
like team, community and relationship collaborative forms. Team collaboration,
according to him, creates clear task interdependencies, expected reciprocity, and
explicit timelines and goals and to achieve the goal, members must fulfill their
interdependent tasks within a stipulated time. The goal of community collaboration
is learning rather than on task. To this end, people within the target community
share and build knowledge rather than complete projects. Relationship
collaboration starts with individual action and self-interest which then
accumulates to a network as individuals contribute or seek something from the
network. From these few examples, performing arts organisations in the
Metropolis could decide on which form to create for their audience development
practices. The implication was that collaboration becomes desirable, provides a
variety of knowledge which enriches innovation when partners are from different
organisations and so bring into play, different sources of knowledge and
information (Haus-Reve & Rodriguez-Pose, 2019).
Mission and objectives

Every form of collaboration has a mission or objective to achieve. Within
the arts sector, the mission and objectives of organisations always define the
content, production and distribution processes. For example, the content may be
of artistic value to the consumer, cause societal change or maybe present to
audiences, a product of high quality but which does not meet the needs and
desires of the audiences. In recent times, the dominant orientations in the

discourse of arts marketing are production (Boorsma, 2006), social (Hye-Kyung
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Lee, 2005) and marketing or customer (Sorjonen & Uusitalo, 2005). While the
objective of production orientation to marketing artistic products and services is
to give a high-quality product to the audience which might not succeed in serving
the needs and wants of the audiences despite the value (Boorsma, 2006;
Langeveld et al., 2015a), marketing orientation combines both product
functionality and production efficiency (Production orientation) to deliver
products which are designed according to customer desires, needs, and
requirements (Dennis et al., 2009; Hsieh, Curtis, & Smith, 2008; Lehman &
Wickham, 2014; Sorjonen & Uusitalo, 2005). Social orientation emphasises the
need for cultural offerings to contribute to resolving social problems (Kotler,
2002; Mandel, 2012). It, therefore, behoves on collaborators to decide on which
of the orientations to pursue in relation to their mission and goals. The framework
did not prescribe which orientation organisations need to adopt. Collaborators
might adopt a single orientation or synergise two or all the orientations depending
on their mission and objectives. A choice of an orientation determined the
marketing strategies to adopt beginning with market research.
Market research

Market research has been identified as a critical tool which assists
organisations in identifying their target market to develop products for the target
audience while to maintain a competitive advantage over other companies in their
industry (Twin, 2019). According to Grenier (2019), market research is a set of
skills used to gather data to better understand a firm’s target market, design better

products, improve user experience, and craft a marketing message that attracts
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quality leads and improves conversion rates. Twin (2019) states organisations use
market research to test the viability of a new product or service by communicating
directly with a potential customer. To this end, collaborators in the Metropolis,
per this framework, are advised to embark on market research to figure out their
target market, get opinions and feedback from audiences. To Grenier (2019), it
helps in beating assumptions, trends and the so-called best practices while
keeping organisations from planning their strategy in a vacuum as many of the
groups practise in the Metropolis.

This type of research could be conducted in house, by the collaborators
themselves or by an outside company that specialises in market research. It could
take the form of surveys, product testing, and focus groups, interviews,
observations, case study, literature review and online research. These instruments
could seek information on the audiences and customers, motivation and barriers to
arts consumption, consumption patterns, pricing and product, competitors, policy
and promotion. One important observation worth noting was that researchers
needed to act like journalists and not salespersons. To Grenier (2019), “rather than
trying to talk your company up, ask people about their lives, their needs, their
frustrations, and how a product like yours could help”. The data collected were to
be analysed and used to design the market strategy.

Market strategy

Simply put, an organisation’s overall plan for reaching prospective

audiences and turning them into customers in addition to maintaining its current

audiences is considered its market strategy (Barone, 2018). This appeared crucial
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for audience development practices for collaborating organisations within the
Cape Coast Metropolis because it would feature the organisation’s value
proposition, key brand messaging and data on target audiences’ demographics. It
would also help in identifying and understanding the needs and taste of audiences
and the possibility of implementing the most effective marketing methods.
According to Barone (2019), a marketing strategy covers a “big-picture
messaging” which informs the company’s marketing plan which is the “logistical
details of specific campaigns”.

Marketing mix is one vital element which underscores a market strategy
and needs to be well-defined. The most widely used are the 7Ps and 4Cs and the
recent addition of the marketing strategy template proposed by the Association of
Chief Executives of Voluntary Organisations (ACEVO) in the United Kingdom as
illustrated in figure 19. The 7Ps comprise people, place, price, product,
promotion, process and physical environment while the 4Cs consist of
communication, customers, cost and convenience. The ACEVO template outlines
eight sections: Background, market, target, audience, competition, offering,
messages, sales and buying process and pricing. Suggested questions to each
section are attached to appendix three for organisations to explore as they develop
their marketing strategy. This template, according to the Association, can be
strengthened by other development analysis frames such as PESTEL analysis
which examines the environment of a market whether emergent or present to offer
a picture of the external situation that may impact the performing arts market.

Collaborating organisations within the Metropolis needed to define their
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marketing mix. To this end, any of these propositions in addition to others not
presented in this study could be explored and adopted for the development of a

market strategy

[ ACEVO | [ 4Cs |

~ .
7 N

* Background

+ Market

* Target
Audience

* Competition

* Offering

* Messages

* Sales and

Communication

Buying |Promation]
Process
* Pricing
A A
Marketing Strategy/ Marketing Mix l

Figure 19: Templates for marketing strategies development
Source: Bello, 2019

Apart from the marketing mix, segmentation, targeting and positioning,
promotional tactics and monitoring, assessment and evaluation serve as four vital
elements which are crucial to developing a market strategy (Market Business
Review, 2020).

Segmentation

Segmentation happens when current and potential customers are
characterised into specific segments or groups based on certain similar
characteristics (Camilleri, 2018; Market Business Review, 2020) or through an
extensive choice of attributes found among purchasers (Martin, 2011). Market

segmentation is a consumer-oriented process which provides avenue for market
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researchers to look for shared characteristics in consumers. These characteristics
can be sub-categorised into demographical, geographical, behavioural,
psychographic (Camilleri, 2018; Martin, 2011) and product-related factor
(Camilleri, 2018). Demographics capture age, sex, gender, family, education and
income while geographic characteristics are those related to place, setting, cultural
background or locality of the target audience (Martin, 2011). Psychographic
characteristics comprise elements such as needs, social class, interests, lifestyles
(Camilleri, 2018; Market Business Review, 2020) while behavioural
characteristics consist of user status, usage rate, benefit sought, occasion, loyalty
and attitude (Camilleri, 2018; Martin, 2011). Product-related factors are elements
of purpose for patronising, function of product, quality and price of product or
service (Camilleri, 2018). The implication was that collaborating organisations
needed to segment their audiences based on any of the above.
Targeting and positioning

From the foregoing, performing arts organisations in the Metropolis may
segment their target audience based on any of the four categories out of these
segments, they can choose their targets. Targeting is a means to identifying the
untapped needs in the market or audiences who have not be adequately served by
competitors. It can also identify the most profitable segment of the target audience
(Camilleri, 2018; Market Business Review, 2020). Collaborating organisations
may adapt to the afore-mentioned by using differentiated, undifferentiated or
concentrated marketing. Differentiated marketing, according to Camilleri (2018)

is where they approach different audience segments with different products. For
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example, different artistic performances may be used to serve the needs of
different audiences based on each segment’s needs and preferences.
Undifferentiated marketing is the situation where one artistic product is offered to
every target audience. Concentrated marketing which involves high-risk is usually
practised by organisations with limited resources which target just one or few
segments. It is worth stating that collaborators must target only profitable
segments.

Product positioning is done when the target(s) is/are selected. Because
customers compare products and services, arts organisations must desire to build
positioning strategies either around benefits of prospective customers or by
differentiating the specific organisation’s product from those of competitors or by
relying on relevant skills, resources and credibility to deliver on promise and or
creating a defensible positioning strategy so that an aggressive competitor cannot
quickly neutralise or preempt another positioning strategy(Camilleri, 2018;
Market Business Review, 2020).

Promotional strategies

After positioning products, arts organisations need to define their
promotional tactics or strategies. The framework proposes the adoption of the
holistic approach which emphasises a combination of extended marketing, public
relations, arts education and research (Mandel, 2012). These can be sub-

categorised into various forms as illustrated in figure 20 such as branding,
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Figure 20: Promotional strategies to audience development

Source: Bello, 2019

Competition Traditional Media
Public Relation Programming
Talk shows Cultural branding
Media interviews Cultural policy dedsion
Programming
Audience
Development
Approaches
F
. . A4
Dimensions to
Audience Development : ;
- P DETERMINES Audience
—] 2 »| Development Plan
Deepening
Diversifying

313




communication and attention (viral marketing, guerilla marketing), community
outreach, relationship marketing, arts mediation and education, co-creation and
collaborative marketing (Key Worker and Arts Ambassadors) and programming
which arts managers and artists can explore (Hadley, 2017; Kawashima, 2006;
Mandel, 2016). It is important to state that these strategies should be adapted to
the cultural context within which they would be employed. In addition,
collaborators could explore other indigenous forms which could supplement what
had been suggested. It is important to adopt more of the collaborative marketing
strategies as outlined in figure 2.

One issue worth discussing was that promotional strategies must be
chosen in relation to the dimension of audience development. As illustrated in
figure 20, promotional strategies for widening audiences might not prove efficient
for deepening relationship with audiences. To this end, collaborators might have
to explore diverse forms of strategies in relation to the dimensions they might
target. Interesting contents should be used to target the right advertising platforms
and audiences for maximum engagement. Promotional strategies should also be
up-to-date with latest trends, emphasise two-way communication but should not
create boredom (R. Sharma, 2019).

Monitoring and assessment

Measuring one’s marketing efforts helps one to determine which strategies
are working and which are not. It also helps to devise a future marketing strategy
(Camilleri, 2018). Lauck (2019) identifies some crucial ways to monitoring and

assessing marketing efforts. Referral questions as one of the monitoring
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instruments provide avenue for the organisation to ask new audiences how they
found the organisation. Answers from these questions help to identify which
strategies are catching attention. Brand survey helps to elicit feedback on how
audiences discovered a brand or an organisation. Coupon codes which are placed
on marketing materials could also help in tracking which strategies attracted most
audiences. Social mentions measure the volume of people talking about your
brand or content/industry on social media; tweets and hashtags do not project how
many posts and messages are around a brand but how many people are talking
about the brand or organisation (Nolasco da Silva, 2020). In monitoring and
assessment, collaborators needed to understand not only which of the contents is
driving optimal audience engagement; they need to also identify which audience
plus content combinations deliver repeated engagements (Newsroom, 2018). All
these metrics could be derived from Google Analytics which gives insight into the
demographic characteristics of audiences (Culclasure, 2017).
Possible outcomes

Planning and strategising are crucial to audience development (The
Audience Agency, 2017; Torregiani, 2016). They harness the chances of arts
organisations in growing audiences, increasing reach and enriching experiences
(Torregiani, 2016). They help an organisation not to transact only with its
audiences but to create relationship. They also provide an organisation with
options to which segment of audience to develop, products or service to render
and how that could be tallied to the objectives of the organisation. strategising

also provides a clear return on investment be it social, cultural or financial
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(Boiling, 2016). According to Torregiani (2016), when these are well done, they

act as a “forward-looking statement of intent, a commitment to an organisation’s

public purpose, to staying relevant and resilient”.

From the perspective of Kotler (2002), marketing is about creating value

and satisfaction for the customer. That is, it attracts new customers by promoting

superior value while growing current customers by delivering satisfaction. As

customers become satisfied, they create value for the organisation as illustrated in

figure 21.
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Performing arts organisations in the Metropolis could create value for themselves

and their audiences should they adopt the processes outlined in the framework.
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Value creation helps in determining whether marketing strategies are working and
or not. It turns to help organisations revamp their objectives and marketing
strategy to future audience development activities. To this end, organisations in
the Metropolis might measure the efficiency of the strategy by the outcomes of
the activities which would then inform their subsequent objectives and audience

development plan.
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CHAPTER FIVE

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS
Overview

The purpose of the study was to explore creative collaborative strategies
that would augment existing strategies employed in the building and sustenance
of the performing arts market in Cape Coast, Ghana. Specifically, the study
sought to describe the current state of the performing arts market in Cape Coast;
explore reasons underpinning audience development practices; ascertain strategies
employed by performing arts organisation in building and sustaining audiences
for the market in Cape Coast and also explore the forms of metrics for measuring
successes of marketing strategies. It further identified challenges which limit the
adeptness of strategies in audience development before proposing collaborative
strategies which could augment existing strategies in the building and sustaining
audience development practices.

This study on audience development and sustenance in the performing arts
demanded a more qualitative approach, underpinned by the constructivist or
interpretivist philosophy. Reasons cited for the choice of this approach were the
scantiness of empirical studies on the phenomenon within the defined study area
of Ghana in general and also the unique qualities that the performing arts
possessed. The study area was restricted to the Cape Coast Metropolis due to the
abundance of performing arts groups and organisation and the under-researched
nature of the geographical setting. The participants for the purpose of this study

were made up of both academic and non-academic performing arts organisation
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(music, dance, theatre) in Cape Coast. Six performing arts organisations (two
within the academic domain and four non-academic groups) were purposively
selected. The study also employed the key informant and convenient sampling
techniques.

Interviews and focus group discussions were employed to collect data
from participants while WhatsApp conversations were used for further
clarification of responses from participants. The interviews were mostly recorded
using an audio device. The Qualitative Data Analysis mining software was used
for the analysis of data collected during the interviews and FGDs. Responses from
interviews and FGDs were then generated into themes for the final write up.
Summary of the Results

All the participants interviewed fell within the categories of lecturers,
teaching assistants, directors/managers and deputy directors. All the participants
indicated that they had obtained formal training in performing arts and had a first
degree, masters or pursing a doctoral degree. Participants had also practised in the
performing arts sector for a considerable number of years ranging between four
years and twenty-five years.

The current situation of the market was described based on the
geographical position of the market, the dominant art forms exchanged and the
organisations which presented these artistic services, their target and potential
audiences and the types of market. The analysis revealed that the performing arts
market in the Cape Coast Metropolis was geographically well-positioned in that,

it was surrounded by several opportunities such as tourist sites and for that matter
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a wealth of diverse tourists as target and potential audiences, celebration of local,
national and international festivals and then the considerable number of visitors’
services. These opportunities created a formidable foundation for the growth and
survival of the market only if groups and departments took advantage of those
opportunities.

The market was mostly dominated by music performances, dance
ensembles and staged drama but among these selected few, music (band music,
choral) and dance ensembles, whether they were exchanged for profit or not, were
highly patronised. This notwithstanding, their forms of presentation (live or
recorded) and the transactional media (paid or free) also informed their patronage
levels. Thus, live performances usually amassed high patronage as compared to
recorded versions and especially when they were freely performed unless they
formed part of events which had been paid for by event organisers. A majority of
the audiences within the Metropolis were of the worldview that these artistic
forms which had been part of the life of the community since time immemorial
needed not be commodified. This affected the activities of commercial groups. In
addition, live staged plays or theatre performances which mostly happened within
the university community were still struggling to break the monopoly created by
music and dance forms. The main reason assigned to this was the little awareness
about the importance of theatre or drama in the social, economic and political
dispensation of the Ghanaian.

The market showcased four broad -categories of performing arts

organisations. One category comprised public funded, non-profit performing arts
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departments whose main aims were to promote, preserve and develop interest and
appreciation for the performing arts. As government organisations, their activities
were presumed to be funded from government subversion and IGF. The second
category fell under private non-profit organisation whose mission was to promote
the arts within Cape Coast and Ghana as a whole. The third category of
organisations which operated partly as commercial organisations and partly as
volunteering groups combined both commercial and social orientation practices.
Part of their activities gathered the unemployed youth, both educated and non-
educated for apprenticeship and subsequently, job placement while providing
services on commercial bases as means of sustaining their subsidiary ventures.
The last category of groups operated for profit or on commercial basis. Their main
objective was wealth generation and job creation (UNCTAD, 2008).

Audiences for artistic services comprised persons within the university
community and its surrounding villages, students from all Senior and Junior High
Schools within and around Cape Coast, employees of corporate organisation,
tourists in the Cape Coast community and its environs. Interestingly, departments
within the university campus together with a few non-academic private groups
could not attract more audiences from outside of the university community, even
in the case of tourists unless the artistic performance moved outside of the
university to the community. This was because of the elitist nature of artistic
presentations provided within the university campus and schools outside of the
university. The only period artistic service met the preference of the mass in the

community was when outreach activities like Theatre for Development got to the
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communities. All other private and the only public non-academic organisation
captured audiences across a broad spectrum of contexts, in the Metropolis, the
whole of Ghana and abroad.

All the aforementioned were taken into consideration in describing the
state of the performing arts market in Cape Coast. Three words vividly described
the market and these were competition, variability (with regards to market
growth) and challenges based on the operations of the various organisations. The
market was said to be competitive since it reflected a high level of competition
among organisations. The competition was within and outside of the Metropolis.
Unfortunately, competitions which existed within appeared more unhealthy or
negative and which somehow over-shadowed the few healthy tactics —
presentation of quality services, exhibition of healthy performers’ attitudes,
physical appearances and interpersonal relationship. A majority of organisations
relied on poaching best performers from among themselves in order to build
formidable organisations for the attainment of competitive advantage. On the
university campus, “star” performers among the students served as criterion for
the achievement of competitive advantage. The implication was that directors had
to employ unhealthy practices in order to access these “star” performers for their
performances to come out best. This form of unhealthy competition threatened
audience development practices on campus and in the Metropolis though some
participants viewed such competition as a call to revising and strengthening their

audience development strategies.
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These unhealthy practices affected the growth and development of the
market. The market was experiencing decline in terms of challenges ranging from
patronage of audiences, infrastructure development, logistics and funding for
production and promotion of products and services, inability to acquire permanent
laboratories, no permanent practical space and the dissolution of the folkloric
group of CNC in 2012 following a communiqué from the Ministry of Tourism
and Creative Arts. Decline in patronage extended to include the limited number of
prospective students who apply to read performing arts programmes at the
university. The only sub-sector experiencing marginal patronage was the drama or
theatre groups but growth in this sub-sector was in relation to the increase in the
number of groups. Initially, the Theatre department was the only organisation
presenting staged theatres or plays until new groups were and continued to be
formed to break the monopoly. Musical performances from individual artistes
were missing. Individual artistes who presented live musical performances for
events were mostly from outside the Metropolis

Other challenges which impinged on the growth of the market were
inadequacy of funding for outreach programmes, diversity in taste and needs of
audiences, audience inability and unwillingness to pay reasonable fee for services.
In addition, organisations had to battle with technological advancement and its
rippling effects on the promotion and marketing of artistic products and services.

The second research objective looked at why and how organisations
developed audiences. Major findings which emanated were classified into

expansion of audience’s numbers, deepening relationship with audiences and taste
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cultivation among the youth. First, organisations engaged in audience
development to increase the number of audiences. An organisation’s ability to
capture more audiences gave it competitive advantage. In addition, a majority
extended their practices to taste cultivation, arts education and social inclusion
while some deepened relationship between their audiences and the arts. To
diversify their audiences, organisations reached as many audiences who might not
be interested in the arts or had not come into contact with any Ghanaian artistic
forms. This was done through traditional songs, narratives, radio talk shows and
one-on-one discussions. The primary goal of these organisations was to serve as
cultural mediators between the Ghanaian and the arts while deepening the
relationship between audiences and performances.

The study uncovered that organisations did not plan for their audience
development activities. They relied solely on the little feedbacks from audiences
after shows or performances. Though some organisations used to they had
stopped. This might be attributed to the non-existence of a marketing or
promotion departments for most of the organisations. Even, in the organisations
which had in place a semi-structured marketing section, planning for audience
development was not a priority.

The third research objective tried to ascertain marketing strategies used by
organisations in building and sustaining audiences. The most preferred strategy
for public academic and non-academic organisation and some private non-
academic groups were outreach activities. Commercial focused organisations

preferred mainstream marketing. Outreach strategies in the forms of debates,
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Theatre for Development, arts competitions and festivals, workshops and talk
shows were used for taste cultivation for the performing arts among basic and
secondary school students, Cape Coast community and its environs. They also
served as media for arts and cultural education and sensitisation in schools and
communities, awareness creation and or raising for the intangible cultural
heritage, means of cultural empowerment for the youth and as a media for
unearthing the creative abilities and latent talents of children and the youth in
Cape Coast and its environs.

To deepen relationship with audiences, some non-academic organisations
used public relation strategy like radio talk shows. To expand or increase their
target and potential audiences, organisations engaged viral marketing as in social
media, traditional media strategies such as radio and newspaper advertisements,
outreach activities, letters, billboards and word-of-mouth. Digital media forms
used by organisations comprised social media in the likes of Facebook and
Instagram handles for organisations and Facebook pages, twitter handles,
WhatsApp pages for individual members of the organisations. The choice or
selection of plays for campus production by the theatre department was also one
main strategy used for audience development. Organisations were not diversifying
their audiences.

The successes of the strategies employed by the organisations were
measured on the basis of the number of people or audiences who patronised
services presented and the level of their responses or participation, the zeal with

which schools re-invited organisations to schools’ programmes, the number of
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engagements organisations accumulated within a stipulated time-frame and the
substantial monetary rewards made by organisations. In some instances, some
organisations did not use the number of audiences as measurement criterion
because whatever the turnout of the audience might be, they were paid by the
organiser and not the audiences who attended the performance. Repeated
purchases also served as medium for measuring successes of strategies. Successes
of digital media strategies were measured using a range of metrics such as
comments from patrons, the calibre of people commenting, number of shared
advertisement, tweets, retweets, likes, tags, reviews and follows. In most cases,
the number of times these metrics occurred underscored the efficiency of the
marketing strategy. One interesting finding was that some participants posited that
it was difficult to measure the success of just one type of marketing strategies
when several forms were used in the promotion.

Looking at the current state of the market coupled with challenges
associated with audience development practices, all the participants advocated for
the establishment of strong symbiotic collaborations which could augment the
marketing practices of all actors within the collaborative venture while helping
performing arts organisations revamp their funding opportunities. Based on these
suggestions, | proposed a framework which could be adapted to suit the mission
and vision of performing arts organisations within the Metropolis and even the
whole of Ghana.

Conclusions

Based on the findings of the study, the following conclusions were drawn:
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First, the dominant performing arts forms within the Cape Coast Metropolis were
music, dance and drama. These were promoted by both academic and non-
academic performing arts organisations for audiences such as university students,
staff, basic and secondary school students, community members and tourists. All
these were supported by several geographical opportunities in the forms of tourist
attraction sites, local and international festivals as well as visitors’ services which
presented conducive and productive environment for the performing arts market
in the Metropolis to thrive. However, the market was described to be in a state of
decline and gloominess as a result of unhealthily competitions and challenges
(decrease in audiences, poor state of spaces for presentation, lack of equipment
and logistics, lack of funding) which turned to inhibit its growth. Though these
causes were mind-boggling, others such as scanty data on audiences and barriers
to arts patronage might have contributed to the current state. These challenges
were not highlighted because market research which could unveil these had been
neglected by organisations in the Metropolis.

The survival of the market was dependent primarily on audiences who,
according to a majority of the participants, defined competitive advantage of any
of the organisations. That is, organisations considered their audiences as an
essential part of their market and the basis for their attainment of competitive
advantage. To this end, organisations assumed that the viable way to survive in
the market was to increase the base of audiences by cultivating taste, deepening
relationships and diversifying non-arts lovers. Unfortunately, planning for

audience development practices which had been globally considered a driver to
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achieving audience development goals was compromised. The absence, thus, had
implications on the state of the market because groups appeared to lack ideas with
regard to which segment of audiences they needed to increase or deepen their
relationship with, whether their resources and abilities could meet the activities
they desired to implement. The absence implied that activities seemed not
reflective of the scale, resources, personality and purpose of organisation
(Torregiani, 2016).

In spite of the absence of market research and audience development plan,
organisations still explored strategies for their practices. These strategies which
comprised public relation, outreach, traditional and social media strategies were to
help them build and sustain audiences and or be in business. Deducing from the
picture painted by the state of the arts market, however, the aforementioned
strategies appeared not efficient and thus, needed revamping. They either
mismatched with the dimension(s) of audience development or had become
obsolete in supporting proposed activities and therefore, the vision of the
organisations. Market research helps to assess whether a vision of an organisation
is viable and the viability of a vision helps in determining the strategy to use to
attract audiences and the artistic offering and its target audiences (Steidl &
Hughes, 1999). Neglecting this aspect of the process renders an organisation less
relevant and less resilient in the ever-changing competitive market which would
ultimately affect the growth of the market. The productive way to audience

development strategy is research into arts participation because it acts as a form of
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market research which furnishes an organisation with important issues to creating
a solid foundation for its marketing activities (Mandel, 2012).

Successes of strategies were measured using a number of metrics.
Principal among these were the number of audiences who patronised artistic
services, their level of participation, monetary returns, repeated purchases,
comments, feedbacks, questions, likes, tweets and social mentions. Some
responses, however, revealed some levels of doubt about these measurement
criteria on the basis of the fact that most organisations combined several strategies
and as such measuring their individual efficiency would not be feasible.
Organisations, however, seemed to have limited ideas or resources as to how
different they could measure their successes or had no appetite for failure and
thus, had not been exploring new approaches to measuring success. Arts
organisations in the Metropolis ought to break new grounds for efficient and
adaptable metrics for measuring success which would take into account all factors
or variables which would directly or indirectly contribute to the success or
otherwise of the strategies. The key to measuring success is to understand no only
what content is driving optimal audience engagement but identifying which
audiences plus content combinations delivers repeated engagement (True Anthem
Newsroom, 2018)

In addition, the inefficiencies of strategies employed by organisations
under study were associated with varied forms of challenges which hindered the
growth and development of the market. Among these were scantiness of funding

for outreach programmes, diversity in taste and needs of audiences, audience
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inability and unwillingness to pay reasonable fees for services, lag in
technological advancement and its heavy effects on the promotion and marketing
of artistic products and services. Groups were, therefore, forced to be selective in
their choice of strategies in relation to the availability of resources at hand, even
where chosen strategies appeared ineffective. This turned to affect the quality of
the audience development practices, thus accounting for the declining state of
audiences and the current state of the market.

The preceding conclusions were indicative enough to suggest that the
Cape Coast performing arts market was in a deplorable state and needed
revamping. The unplanned nature of audience development practices directly or
indirectly affected the choice of marketing strategies. The choice of strategies and
activities was often challenged by inadequate nature of funds and human
resources, logistics, equipment and poor leadership control which affected the
achievement of competitive advantage which was measured by the audiences.
Propositions made by participants concerning an exploration of collaborative
structures were indicative of the fact that individual organisations could not
single-handedly build and sustain the market or competitive advantage in these
current times where globalisation, technological advancement and economic
imbalances continued to threaten the very existence of especially small-scale
organisations. These formed the basis for my proposition of a workable

framework which is not prescriptive.
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Recommendations

The following recommendations were made based on the findings and
conclusions which stemmed from the study.

The findings painted a picture of a deplorable state of the performing arts
market in the Cape Coast Metropolis. In spite of the various activities in audience
development put in place, the number of audiences for artistic offerings kept on
reducing. | recommend that groups revamp their activities taking into
consideration which artistic content plus audiences would vyield repeated
engagements, audience satisfaction and retention.

As part of the major findings, organisations neglected one vital practice in
audience development which is market research. The neglect appeared to have
affected organisational activities to audience development in areas of audience
motivation and barriers to consumption, choice of marketing strategies and
evaluation criteria. Since market research helps in assessing the viability of the
mission and vision of an organisation, the segment of audiences to develop, the
strategies to use and how to evaluate these strategies, | recommend that every
performing arts organisation engages in quality market research in order to
understand the market space, audiences’ awareness about the performing arts,
their preferences, degree of satisfaction, consumption patterns and barriers to
consumption. All these would help organisations identify which dimension(s) of
audience development to target, the corresponding strategies to use and

appropriate measuring metrics to employ.
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Organisations made use of both traditional and digital media strategies to
audience development. Unfortunately, most of these strategies appeared to be
inefficient and difficult to measure while measurement criteria were put to doubt
on the basis that the combination of several strategies generated doubt when
organisations indicated that they could measure individual strategy’s efficiency. I,
therefore, proposed that organisations should choose strategies looking at their
mission and objectives, the target market, organisations’ capabilities and available
resources, right tools and metrics to observer, publish and track the appropriate
analytics for individual strategy employed. Though that would be challenging, it
would provide an efficient medium for quality assessment of strategies in
audience development.

Challenges in relation to funding or sponsorships, logistics, equipment,
space/venue and human resources were identified as hindrances to the smooth
implementation and assessment of strategies to audience development.
Performing arts organisations in the Metropolis could, therefore, create strategic
alliances, innovative networks and ecosystems to arrest, if not all, some of these
challenges. Strategic alliances would take care of organisations’ in-house gaps in
technology, human resource and infrastructure networks to create customer value
and also promote successful entry of artistic products and services into new
markets. Innovative networks would help organisations to examine their
environment for technological advancement necessary for promotion and
marketing of services, develop individual and group capabilities for a long-term

survival and collective well-being of organisations. Ecosystem networks would
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provide strong interdependency systems which would be defined by a common
set of goals and objectives and complemented by a shared set of skills and
knowledge necessary for the achievement and sustenance of competitive
advantage (Oana-Maria, 2017).

Based on propositions made by groups that collaborative structures were
indeed vital for the sustenance of competitive advantage in in the Metropolis, |
recommended a collaborative framework to audience development for groups to
explore to their advantage. The framework was not prescriptive and as such
groups could add to and deduct from for their use in audience building and
sustenance.

Suggestion(s) for further research

The study explored creative collaborative strategies to augment existing
strategies used by performing arts organisations in the Cape Coast Metropolis to
build and sustain audiences for artistic services. | acknowledge the limitations to
the use of the qualitative research approach and thus, call on other scholars to
explore the phenomenon using quantitative approach. This could help corroborate
or dispute some of the findings of this study and also serve as means to generalise
findings.

In addition, a study of this nature could be replicated in other regions in
the country to verify the place of conversion and diversion in responses. This
would strengthen this discourse on the state of the performing arts market as well

as audience development practices in Ghana.
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Other studies could pay more attention to audiences and how their socio-
demographic attributes motivate or bar them from patronising performing arts

offerings in the Metropolis and their influences on the market.
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Appendix A
Interview Guide for academics and non-academic participants

Dear Sir/Madam

Thank you for assenting to be a part of this study which seeks to explore creative
and practicable strategies that would augment existing strategies used in building
and sustaining the performing arts market in Cape Coast, Ghana. | wish to assure
you that the interview is strictly for academic purposes only. As such,
confidentiality and anonymity are guaranteed. Your selection as a participant in
this study was informed by your extensive experience and knowledge on the
subject of interest here. | am therefore interested in learning from you; about your
experiences and thoughts on this topic under study. | plead for your permission to
record the session. Thank you once again for your time and participation.

Section A: Socio-demographic Background of Participants

1. Could you please tell me about yourself? (name, age, education, position
in the group/organisation)

Section B: Current status of the performing arts market in Cape Coast,
Ghana.

2. How would you describe the performing arts market in the Metropolis in
relation to the geographical position of the Cape Coast Metropolis? (probe
for available opportunities which set a conducive atmosphere for the
groups or organisations )

3. In your opinion, which performing arts forms dominate the current market
and why?

4. How would you classify performing arts groups or organisations in the
Metropolis in relation to their mission? (probe for specifics — private,
public/government, public-private, NGO, profit, not for profit or
volunteer)

5. How do these define the market types? (profit, non-profit, volunteerism)

6. Who constitute the target or current audiences?

7. How is/are the purchasing habit(s) like? (Probe for repeated purchase after

first experience with the group)
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8. From the discussion so far, how would you describe the state of the
performing arts market in the Metropolis? (Is the market growing or
declining, infrastructural development, equipment and logistics — are they
available; programmes, project support mechanisms — are artists and
organisation funded)

9. What factors may have accounted for this current state?

Section C: Audience development process

10. Why do you develop audiences and how? (Probe whether to enlarge the
number or deepen relationship or change their perception about the
performing arts so they become patrons)

11. Who constitute your target and why?

12. How does your outfit plan its audience development practices? (Probe to
find out about written/coded plan, market research, segmentation types
and why)

Section D: Strategies for building and sustaining the performing arts market
in Cape Coast.

13. What marketing/promotional strategies do you employ for your audience
development activities and why?

14. To what extent do you consider the audiences when choosing your
strategies? Probe for barriers to consumption.

Section E: Successes of the strategies

15. How do you measure the success of these strategies?

16. Which form(s) of metrics do you use to measure the successes of the
strategies?

Section F: Challenges to audience development strategies

17. What challenges do you face or anticipate using these strategies?

18. How do you respond to these challenges?

Section G: Collaborative strategies for strengthening and sustaining the

performing arts market in Cape Coast.
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19. Which other strategies aside these current forms you have already
mentioned would you wish to explore? (If participant does not state any
collaborative strategy, proceed to question 22)

20. What is/are your position(s) on collaboration and collaborative strategies
to audience development practices? (Probe if the participant does not

mention any collaborative strategies. Probe for examples)
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Appendix B
Focus Group Discussion for Teaching Assistants
Dear Sir/Madam

Thank you for agreeing to be a part of this study which seeks to explore creative
and practicable strategies that would augment existing strategies used in building
and sustaining the performing arts market in Cape Coast, Ghana. | wish to assure
you that this discussion is strictly for academic purposes only. As such,
confidentiality and anonymity are guaranteed. Your selection as a participant in
this study was informed by your extensive experience and knowledge on the
subject of interest here. | am therefore interested in learning from you; about your
experiences and thoughts on this topic under study. I plead for your permission to
record the session. Thank you once again for your time and participation.

Section A: Socio-demographic Background of Participants

1. Could you please tell me about yourself? (name, age, education, position
in the department)

Section B: Current status of the arts market in Cape Coast, Ghana.

2. How would you describe the performing arts market in the Metropolis in
relation to the geographical position of the Cape Coast Metropolis? (probe
for available opportunities which set a conducive atmosphere for the
groups or organisations )

3. In your opinion, which performing arts forms dominate the current market
and why?

4. How would you classify performing arts groups or organisations in the
Metropolis in relation to their mission? (Probe for specifics — private,
public/government, public-private, NGO, profit, not for profit or
volunteer)

5. How do these define the market types? (Clarify what profit, non-profit,
volunteerism mean)

6. Who constitute the target or current audiences?

7. Based on your experiences, how is/are the purchasing habit(s) like? (Probe

for repeated purchase after first experience with the group)
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8. From the discussion so far, how would you describe the state of the
performing arts market in the Metropolis? (Is the market growing or
declining, infrastructural development, equipment and logistics — are they
available; programmes, project support mechanisms — are artists and
organisation funded)

9. What factors may have accounted for this current state?

Section C: Audience development process

10. What do you think are some of the reasons for developing audiences?
(Probe whether to enlarge the number or deepen relationship or change
their perception about the performing arts so they become patrons)

11. How were you or do you go about it?

12. Who constitute your target and why?

13. How does your outfit plan its audience development practices? (Probe to
find out about written/coded plan, market research, segmentation types
and why)

Section D: Strategies for building and sustaining the performing arts market
in Cape Coast.

14. What kind of marketing/promotional strategies do you employ and why?

15. To what extent do you consider the audiences when choosing your
strategies? Probe for barriers to consumption?

Section E: Successes of the strategies

16. How do you measure the success of these strategies? (Practical
example(s))

17. Which form(s) of metrics do you use to measure the successes of the
strategies?

Section F: Challenges to audience development strategies

18. What challenges do you face or anticipate while using these strategies?

19. How do you respond to these challenges?

Section G: Collaborative strategies for strengthening and sustaining the

performing arts market in Cape Coast.
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20. Which other strategies aside these current forms you have already
mentioned would you wish to explore? (If participant does not state any
collaborative strategy, proceed to question

21. What is/are your position(s) on collaboration and collaborative strategies
to audience development practices? (Probe if the participant does not

mention any collaborative strategies. Probe for examples)
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Appendix C
Marketing Strategy Template — (ACEVO)

1. Background
A. What business are we in? (What needs does our organisation meet in
the marketplace?) (2-3 sentences)
B. What services and/or products do we provide? (1 paragraph)
C. What are our organisation’s objectives over the next two years? Be as
specific as possible, and make sure to address the following goals:
* Number of users/customers
* Revenue
* Profit
» Market share
D. What compelled us to start this organisation/service?

2. Market
A. What is the market opportunity? What is the market size? Be sure to
look at market size with respect to geography.
B. How can the market be segmented into logical customer/user
groupings?
C. What are the key sector trends that are inspire our success? What sector
trends can inhibit our success?
D. What is the economic climate now and in the next couple of years?
How will the economic climate affect our organisation/service?
E. Is our organisation or market affected by business cycles or seasons? If
so, describe how it is affected

3. Target Audience
A. What market segments are we targeting (list segment name and
characteristics)? What segments are we not targeting?
B. What kind of audience are we targeting? What are its members’
demographics and psychographics (for example, what keeps them awake
at night, including both fears and opportunities)? List multiple audiences
in order of priority.
C. What is our customer’s primary reason for buying or wanting to use our
product or service?
D. Why would someone prefer our offering versus that offered by the
(other organisations) competition? (You might want to answer the section
on competition and then come back to this question.)
E. Are there any issues or concerns that the target audience might have
regarding this type of product?

4. Competition
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A. What categories of competition threaten our success? Label each
category, and identify its key characteristics. Prioritise the categories from
greatest to least threatening.

B. Which companies pose the greatest threat, and how do they
differentiate themselves? What strategic or tactical elements do they use
that threaten our success? List the strengths and weaknesses for each of
these elements.

C. Which competitors have the largest market share within our target
market segments? Which competitors have the greatest visibility with our
target audience?

D. How will we differentiate ourselves to best challenge competition?

E. What barriers to entry into the marketplace are we creating for
ourselves?

. Offering

A. What need is our service/product designed to fill? Identify the need for
each target audience.

B. What features and associated benefits does our offering provide?
Identify features and associated benefits for each target audience. (Our
proposition)

C. How do we deliver the features identified in item B? Be specific—this
is the proof that we can do what we say.

D. Of these features, which ones differentiate us from the competition?
E. What improvements can we make to our offering to better meet
customer needs?

F. What new offerings would our customers most like us to develop?

. Message

A. What does each of our identified target audiences know and believe
about us today?

B. What is the single most important message that we must communicate
to ALL of our target audiences?

C. What evidence can be used to support the claim that we make in our
single most important message?

D. List the single most important message that we must communicate to
EACH target audience. (This might or might not be the same answer as in
item A))

E. What evidence can be used to support the claims for each message
listed in item D?

F. What happy clients do we have today that we can reference in our
communications? What service did they buy/ make use of from us, and
why are they happy?
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G. What kind of personality do we want to portray in our
communications? What tone? What passion?

H. What is the net impression about our organisation or offering that we
want clients and partners to take away after each interaction with our
organisation?

. Sales and Buying Process

A. What is the process for selling our services or products (list the key
milestones in the process)? Do we use any of the following processes?

* Direct personal sale

* Direct online sale

* Indirect through channels

B. Who is involved, both from our organisation and from our transaction
channel partners, in each step of the sales process?

C. How does our target audience buy our type of offering? Is the purchase
an impulse buy or a planned purchase?

D. What purchase process steps do the members of our target audience
follow? Does this process vary based on the organisation (seller) that they
select? If the process does vary, explain how and/or why?

E. What buying criteria does our target audience use to select an offering?
F. What criteria does our target audience use when selecting an
organisation?

. Pricing

A. How important is price in the decision process? (See the “Sales and
Buying Process section” above.)

B. What is our current pricing structure, including discounts, tiered
options, reimbursements and so on? Do our customers understand it?

C. Which of our competitors is considered the price leader? What does the
price leader charge for its offering? How does the price leader determine
its price?

D. What are our other competitors charging for their offerings?

E. What can be done to reduce costs without affecting quality?

F. What *tradeoffs of price or value, or of both price and value, do
customers make? (Trade-offs: giving up of one benefit, advantage, etc. in
order to gain another)

G. What is the perceived value of our offering as compared to its price?
H. What service(s) do we currently include in the price of our product?
What services can we consider now and in the future?

I. Are competitive price changes anticipated in the near future?

J. What sector trends are going to drive prices up? What sector trends are
going to drive prices down?
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9. Communication and Promotion
A. What written material of organisation to you have, is the language
simple and easy to read?
B. How are you communicating the true needs that are being addressed by
your service?
C. How frequently do your customers review their service provider?
D What events that are being held which could increase your organisations
viability?
E What is the normal communication pattern with your customers? Can
you add marketing activities to this communication?
F What information material do you already give to your customers or
potential customers? How clear is this on your organisations brand? And
what services you offer?
G What other materials or information do you think would be of benefit to
your customers to help them make informed choices?
H How else would your customers like to hear about your organisation
and the services it provides
I. Which key channels of communication will be most useful and relevant
for your customers?
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