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ABSTRACT

This study explores the concept of audience development in an attempt to create an audience
development plan for the National Theatre of Ghana. For the National Theatre of Ghana, the
relationship and attendance of audience to its programmes and resident groups’ productions is
an issue of concern. The management of the Theatre faces a problem in developing audiences
as most performances they present including those of the resident groups are not well
patronised as against private theatre companies that hire the space for performances. Through
a comprehensive review of literature on the concept of audience development, the study
discusses the various definitions and approaches on the concept in theory and practice to
enhance understanding. Then, using the National Theatre as a case study, the study analyses
both past and present innovative strategies to attract audiences to its programmes and
productions. This is achieved through conducting interviews with key informants at the
National Theatre, theatre practitioners and Roverman Productions, a private theatre company
in Ghana. The data collected on the two objectives is then analysed to attempt an audience
development plan for the National Theatre of Ghana. The tenets of the audience development

plan calls for audience research, audience education, and marketing.
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CHAPTER ONE

INTRODUCTION

1.1 Overview

This chapter serves as a general introduction to the thesis. It starts with an introduction that
projects a clear picture of what to expect in the whole thesis. Background to the study follows
the introduction where a review on theatre audience is discussed to give relevance to the
study. The motivation for the study, statement of the problem, objective of the study, research
questions, delimitations, significance of the study, definitions of terms, and organisation of

the study are also provided.

1.2 Introduction

The purpose of theatre is to educate, inform, entertain, communicate, motivate and inspire
and for cultural preservation. All these preceding factors cannot be achieved without the
presence of the audience. In theatre parlance, the target group for any intended message is the
audience. Theatre is not complete without the audience. Thus audience plays an important
role in theatre performances and this makes it “people oriented” (Hume, Mort, and Winzar,
2007, p. 136). This is because, in the theatre, both the performers and the audience need each

other to achieve the concept of theatre experience.

A theatre audience may be defined as “a group drawn together by a theatrical event, at a
certain time and place that is aware of itself as a group” (Cameron and Gillespie, 2000, p.17).
In the theatre, the audience is an essential part of the production concept. They can be
referred to as the final consumer of the theatre. This is in the sense that plays are written, and
enacted, with the audience in mind. Theatre performance is prepared for them and without
whom the performance could as well pass for a mere rehearsal. Further, issues dealt with in

play productions are meant for the audience. Consequently, the audience becomes the “topic”,



the “centre”, the “occasion” and the “reasons why” (Handke, 1971) a theatrical performance
takes place. Felna and Orenstein (2006) say of a theatrical audience in a theatrical production
thus;

As you wait for the event to begin, in all likelihood, it

has not entered your head that the actors have also been

waiting for you. AIll of their work has been in

anticipation of your response. The performers need you

to be there; and if you and everyone in the audience

suddenly vanished leaving an empty theatre, there

would be no performance. Your presence is vital to the

theatre itself... (p. 26)

The above implies that the audience is very essential to the theatre. There is a form of
relationship that is created between the performers and the audience. This relationship is there
right from the creation of the play script; which the director interprets also with the audience
in mind. The performers act out their roles at rehearsals thinking of the audience reactions.
Therefore, when the audience do come to witness the final product, they complete the theatre
experience. Hence, any attempt to sustain and develop audience for the theatre is essential to

the growth of the theatre organisation, theatre studies and practice.

It is for the above reason that this study attempts an audience development plan for the
National Theatre of Ghana. As the national face of theatre practice in Ghana, the National
Theatre has a duty to develop a relationship with its audience; one that will be interesting
enough to propel future patronage. There should be conscious effort to develop audience; to

appeal to all potential audiences. This could expose the organisation to a wider audience that,



in the long run, will help ensure targeted niches (new, occasional and regular audiences) are
engaged. According to the Arts Council of England:

The term audience development describes activity

which is undertaken specifically to meet the needs of

existing and potential audiences and to help arts [and

cultural]  organisations to develop on-going

relationships with audiences. It can include aspects of

marketing, commissioning, programming, education,

customer care and distribution (2004).

The essence of developing theatre audience is to attract both old and new admirers into the,
theatre to build a deeper relationship with the already existing ones, and to sustain interest
that will boost audiences up for future patronage. Thus, in audience development, measures
are put in place not only for the existing audiences, but also for the ones that may not have
any interest in the theatre whatsoever. This is because a relationship is built with the existing
audience with the aim of reaching out to other similar audiences (broadening). In that same
relationship there is an achievement of the art of deepening the theatre experience of the
audience. This way, the audiences are able to grow with the experience. There is also the
relationship that is built with those who are not inclined with the theatre. This group is the

potential audience that needs to be wooed to the theatre.

The aim is to provide value to the audience with quality content for relationship building.
However, before attaining this height, the National Theatre must know that developing
audiences is serious task that demands extra attention and care to achieve successful and

effective results.



1.3 Background to the Study

The National Theatre of Ghana is a physical manifestation of the Theatre Movement® that
was begun in the 1950’s. Built in 1991, the National Theatre was opened on 30™ December,
1992. It is managed by the Board of Directors®. The physical edifice of the Theatre belongs to
the government of Ghana under the Ministry of Tourism, Culture and Creative Arts
(MOTOCCA)®. This makes the Theatre a civil service organisation resulting in all its workers
being on government pay roll. The Board depends on Government Subventions and the

Theatre’s Internal Generated Funds (IGF) to manage the theatre.

The National Theatre has four different components; the Theatre and its three resident groups:
The National Drama Company (Abibigromma), the Ghana Dance Ensemble, and the National
Symphony Orchestra; which are autonomous. In addition, the Theatre itself presents and
produces its works. It has its own ongoing programmes that fit into the Theatre’s mandate;
“to present and promote the Performing Arts in Ghana, by encouraging others who are in the
field to perform at the Theatre” (A. A. Frimpong, personal communication, March 5, 2015).
The mandate of the Theatre does not say theatre or drama, but emphasises on the performing
Arts; music, dance, poetry, and drama. It produces a lot of performances and collaborates
with other production houses to produce plays and other performing arts related productions.
For instance, the Theatre has a long standing collaboration with Roverman Productions; an

amateur theatre group that perform every quarter of the year at the Theatre.

! The National Theatre Movement was spearheaded by Efua Sutherland in the 1950’s. It sought to find an
authentic Ghanaian Theatre and on a larger sense a West African Theatre.

2 According to the National Theatre Act, Section 4 PNDC Law 1991, the board is responsible for the election of
the Executive Director and two other deputies; Artistic, and Administration, Finance and Human Resources.
The Governing Board consist of the following; (a) the chairman and five other persons, (b) the Director of the
School of Performing Arts, University of Ghana, Legon, (c) the Director of the Institute of African Studies,
University of Ghana, Legon, and (d) the Executive Director of the National Theatre of Ghana.
http://ghanalegal.com/?id=3&law=517&t=ghana-laws

> MOTOCCA was instituted by the National Democratic Congress (NDC) Government in 2012. The board
manages the theatre through this institution. Thus the Theatre is answerable to MOTOCCA.
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Like every National Theatre in the world, the National Theatre of Ghana serves as a
community space to the country. So the theatre interacts with the community by renting the
space out for some government and social events. Also, the Theatre serves the Ghanaian
community through performances at the National Theatre and also touring communities with
performances by the resident groups. The Theatre has three main different acting spaces with
corresponding audience capacity. There is the main auditorium that has a seating capacity of
one thousand five hundred (1500); the exhibition hall with a capacity of four hundred (400)
audiences seating and the old folk’s place, an open air facility designed with tiered seating for

about three hundred (300) people.

If not all, almost all theatre organisations have the vision and mission to have audience that
they could call their own; audience that they can impact their lives with their performances. It
is interesting to note that some theatre companies in Ghana, such as Roverman Productions,
Global Arts and Development Centre (GADEC), Globe Productions, Novelty Initiative, H4P
Crew, among others, have been attracting audience to almost all their performances. However,
when it comes to the National Theatre, the story is different. Some productions that were
witnessed in the latter part of the year 2013 and 2014 attest to the fact that the growing
numbers of audiences that attends private productions at the Theatre far outweighs that of the

Theatre’s resident groups’ performances and programmes.

On the 12" and 13™ September, 2013, Mohammed Ben Abdallah’s Song of a Pharaoh was
premiered at the National Theatre of Ghana. This production, was supposed to be well
patronised for two reasons. To begin with, Ben Abdallah is a renowned playwright and one of
the pioneers of the development of theatre in Ghana. Additionally, the production was being
produced at the National Theatre, the Nations’ pride when it comes to theatre going. The

performance was jointly presented by The National Dance Company, the National Drama



Company (Abibigromma), and the National Symphony Orchestra; the resident groups at the
Theatre. However, as it turned out, only a handful of audience showed up for the
performances on both days. However, Roverman Productions and other private production
houses, such as (GADEC), and Globe Productions, produce plays at the Theatre and they are

well patronised.

In the month of September, 2014, the National Theatre celebrated a theatre festival dubbed,
Theatre Month. This programme was adopted to celebrate the performing arts in Ghana.
Many theatre companies and educational institutions from the basic levels through to the
tertiary level were invited both as active participants of the festival and observers. Thus,
various productions were drawn out from the Theatre’s programmes including some from the
three resident groups and other private theatre companies. Data collected from the Marketing
Department of the Theatre shows that performances by private companies were well attended
than that of the resident groups and other performances drawn from the Theatre’s
programmes. The main auditorium of the Theatre, where most of the performances took place
has a sitting capacity of 1,500. Data collected from the Marketing Department of the Theatre
reveals that most of their own performances were not as well patronised by audience as was
the case of the private theatre companies that graced the festival with their performances. For
instance, Abibigromma put up Sakey Sowah’s Firestorm, with an attendance of about 450
audiences. There were performances by the Symphony Orchestra and Ghana Dance Company
also with an attendance between 200-220 and 750-800 audience respectively. However, a
performance by the Ghana Police Band drew audiences of about 1,200/300. Not to talk about

performances by Roverman Productions, and that of Globe Productions that had full houses.

Perhaps, the aforementioned data enlightens that the Theatre has a problem in developing

audiences for its resident groups and programmes. The question then arises; what is it that



private theatre companies are doing that the Theatre is not doing? The Theatre’s programmes,
such as the Key Soap Concert Party in the late 1990’s and at the turn of the millennium, used
to be well attended by patrons from all over Ghana. What then could have caused this
drawback? Is it that organisers of the National Theatre are not doing much publicity, or does
it have to do with the way that performance is done or the type of plays the Theatre produces?
Is it a matter of not targeting and developing their audience or a matter of not having the
audience at all? These and many other questions set the tone for this research, which aims to

build an audience development plan for the Theatre.

1.4 Motivation for the Study

The motivation for the study stems from the fact that; despite the National Theatre’s inability
to attract audience for its productions and programmes, the space seems to be an event centre
that has no connection with anybody. What the researcher means is that organisers of private
productions and other arts or business related events use the space for what they want and
they go with their audience. It appears no management of the Theatre has sat down to think
that it has to find a way of making anyone that enters the National Theatre premises
remember the National Theatre “experience” and not just the programme or event (such as
Ghana Music Awards) that took the person there. This has been the case since its
establishment. Management has not been able to do that over the years so thousands of
people come there and they walk away with the memory of the event they came to watch and
not that of the National Theatre. There was never a system to get a database of every event

and the people that patronise it. This is indeed a problem.

Again, being an important edifice in the history of the country when it comes to the

performing arts, a lot is expected from members of management concerning the required



patronage of their programmes. Yet, the National Theatre seems to have a problem when it

comes to developing audience for its programmes and that of its resident groups.

Further, the library research (discussed in chapter two) done on the concept of audience
development revealed that the Wallace Foundation and the Rand Research in the Arts are
making the air waves for audience development in the United States of America (USA).
These two companies have embarked on a number of research which include; (McCarthy and
Jinnett, 2001; and Wiggins, 2004), and Wallace Studies of Building Arts Audiences,* among
others. The Arts Council of England in the United Kingdom has produced a number of
reports on audience development. Of such reports is Maitland’s step-by-step guidebook to
promote better understanding and practice of audience development which would be
discussed later in chapter two of this study. Australia also has a couple of studies (Regional

Arts Australia, 2002; March and Thompson, 1996) on audience development to her credit.

Nevertheless, the situation is not the same in Ghana. Research in audience development is
lacking and this makes it difficult to have access to tangible audience data to aid in that
direction. Awo Mana Asiedu (a researcher at the School of Performing Arts, Legon), in 2014
carried out a research on Roverman Productions’ audiences to ascertain the reason why the
audience keeps patronising Roverman Productions every quarter at the National Theatre.
Though an aspect of Asiedu’s data was carried out at the National Theatre, it does not mean
that the research was geared towards developing audiences for the National Theatre. Again,
Asiedu has studied West African audiences in literary theatre with Ghana and Nigeria as the
case study. Her work, although it has considerable data on Ghanaian audiences, largely dealt
with audience response in the theatre and not how audience can be developed (Aseidu, 2003).

Thus, this study is an attempt to provide empirical evidence of issues which need to be

! The Wallace Foundation is an art foundation based at the United States of America. Its mandate is to enable
institutions to expand learning and enrich opportunities for all people.
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addressed to ensure the present and future patronage of the National Theatre’s programmes

and that of its resident groups.

It should be stressed at this point, that this study is not only interested in audience patronage
of NTG programmes but also ways of developing audiences for the Theatre. The study’s core
mandate is to attempt an audience development plan that could be use to build audience at
NTG. In order to develop audience, there is the need to attract them to patronise the Theatre’s
programmes. Audiences, no matter small the number, could be developed into dedicated
audiences who will attract other new audiences into the theatre. All an organisation need is
the right strategies to be put in place to develop its audiences for life. This is what, the NTG,
is an theatre organisation, needs; hence, the study; “Towards an audience development plan
for the National Theatre of Ghana”, is a pioneering one in attempting an audience

development plan for the National Theatre of Ghana.

1.5 Statement of the Problem

Though there have been studies on theatre audience and audience development in countries
like United States of America, United Kingdom, and Australia, not much is found in Ghana.
No extensive study has been done on audience development. While, Asiedu (2003) dealt
extensively on Ghanaian audiences’ as part of her study on West African audiences of literary
theatre in English, her focus was on their response to literary theatre in English and not
audience development. It is thus imperative to extensively explore the existing literatures on
audience development to inform the audience development plan for the National Theatre of

Ghana.

It has been realised that, performances that the Theatre puts up, be it its programmes or any
of the resident groups’ performances, are not fully patronised. In the face of this, it has

become necessary to examine and ascertain the reason(s) for such decline in patronage.



Though the Theatre may have put some measures in place to build audience for its
programmes and that of its resident groups, there seem to be a problem as the management of
NTG efforts appear not to yield the required results. Thus it is prudent to analyse their
approach to determine what works and what does not. Therefore, the study seeks to examine
innovative strategies (both past and present) that NTG has undertaken and to strengthen them

towards an audience development plan that could yield positive results.

1.6 Objectives of the Study
1. To conduct a comprehensive literature review on the concept of audience
development for the right approach to an audience development plan;
2. To investigate past and existing measures for audience building at the National
Theatre towards strengthening innovative ones for effective audience development;
3. To use the data gathered on the above to inform an audience development plan for the

National Theatre of Ghana

1.7 Research Questions
The study will try to answer the following questions:
1. What measures can be put in place to present a comprehensive audience
development plan?
2. What has been the past and existing innovative strategies concerning audience
building at the National Theatre?
3. How can the above data be merged to aid in the creation of an audience

development plan?
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1.8 Significance of Study
1. The study will help the National Theatre discern effective strategies for attracting and

developing audiences they could call their own.

2. It will also be of benefit to theatre practitioners and companies, cultural organisers,
and readers who may desire to improve their knowledge in Audience Development in

Ghana as well as help reap financial benefits.

3. Research on audience development in Ghana is lacking and this makes academic
work on audience development very difficult as data is hard to come by. Thus it is
very prudent for this research on developing audiences for the National Theatre to be
carried out, to document the findings that might propel further research into such

discipline.

1.9 Scope of the Study

The study centres on audience development in Ghana. However, it delimits itself to the
National Theatre of Ghana. The National Theatre is chosen because it is the nation’s seat
when it comes to the physical edifice of theatre in the country. It is also where most of the
government and the private theatre organisations hold their performances. The study will
specifically concentrate on the establishment of the National Theatre; its management, staff

members, programmes and the resident groups.

1.10 Limitation

Literature on audience development in Ghana is limited and this greatly affected the study as
it had to rely massively on literatures from the Diaspora. Further, the National Theatre has no
plausible audience attendance data. Again, written literatures on the National Theatre are very

little. This means the study relied on primary sources from the staff and the selected theatre
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practitioners interviewed, which were mostly assumptions. The above limitations,

notwithstanding, the study was able to successfully achieve its purpose.

1.11 Outcome of the Study
1. The study should be able to attempt an audience development plan for the National

Theatre of Ghana

2. The study should be able to serve as a document that may inform the staff of the
National Theatre on details that they might not have known about their audiences and

their organisation on developing and sustaining the relationship of audiences.

3. The study will attempt to provide practical steps that could be used to develop

audiences for other arts related institutions in Ghana.

1.12 Organisation of the Study

The study consists of five Chapters. Chapter one, basically, can be seen as a general
introduction to the thesis. It commences with an overview to the chapter and gives a
background to the study. This is aimed at providing the inspiration and the rationale for the
study. Also, it looks at the motivation for the study, statement of the problem, objectives of
the study, research questions, significance of the study, scope of the study, limitations, and

the organisation of the study.

Chapter two is a review on literatures related to the study. The review is methodically done to
understand the concept of audience development. For clarity and coherence, the discussion is

done in sub topics.

Chapter three provides the methodology used for the research. This is where the various

techniques, methods, and approaches embarked upon to solicit for data for the study are
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amply discussed. The study employed the qualitative research design with purposively

sampled population.

Chapter four deals with the presentation and discussion on the data gathered from the various
respondents. The findings are subjected to an in-depth analytical review based on the

literature review conducted.

Chapter five is a general conclusion to the thesis. Hence, it comprises a summary of the
whole thesis, concluding paragraph and recommendations. The concluding part comes with a

summary of findings.
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CHAPTER TWO

LITERATURE REVIEW

2.1 Overview

This aspect of the study reviews literatures relevant to the study. Some related literatures on
audience development are reviewed to help the researcher in determining the relevance of the
study as well as to put the work in perspective. To bring about deeper understanding of the
research problem, the chapter is presented in two parts. The first part concentrates on
reviewing literatures that have bearing on developing audiences in a general sense. Has
already been established, the study reveals that there is limited or no written literatures on the
subject of audience development in Ghana. It is, thus, necessary to review works done on the
concept in the Western world to equip the researcher with the necessary resources for the
audience development plan for the National Theatre. The second part focuses on the limited
written literatures on the National Theatre of Ghana with emphasis on its audience,
productions and programmes. This framework provides the foundation of the analysis for the

empirical data in chapter four of this study.

The first part of the literature review throws light on the concept of audience development by
reviewing literature on the concept to provide a lead way to approach the audience
development plan for the National Theatre of Ghana. As the theatre cannot do without its
audience, this part of the literature review commences by giving the relevance of audiences to
the theatre experience. Also, what researchers have come up with concerning the
classifications of audiences are also discussed to situate the study in the different groups of
audiences that exist. Further, the term audience development is examined to clarify the
terminology by discussing the related areas closely attached to the concept. These are
audience education, and arts marketing. The last thing discussed under this section is the
different approaches to audience development employed by various authors. Thus the first
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part of the literature review is to provide basis for the audience development plan at the end

of the study.

2.2 The Concept of Audience Development: Definitions and Approaches to Achieve an
Audience Development Plan

2.2.1 The Audience and its Relevance to the Theatre

The productions of theatre performances aim at attracting audiences that help complete the
theatre experience. This is because the target group for the intended message of the
performance is the audience. Theatre brings together audiences from all walks of life in its
endeavour to complete the theatre experience. The theatre needs its audience to make this
experience absolute; as without them it becomes a mere rehearsal. This is because the theatre
experience is a two way affair; the performers on one side and the audience on the other side.
This makes the “[t]heater a people industry” (Reid, 1998, p. i) where audience members and
actors or performers of a theatre organisation have an interpersonal relationship. Both parties
— audience and staff — should be friends. They should have deeper relationship to build
interest and strengthen them. Reid, in this instance, is advocating for a relationship built on
friendship. Supposedly, any form of unfriendliness may cause a shortfall in audience

patronage.

Audiences are active members of theatrical events and so are not to be taken for granted.
Audiences do not just happen to find themselves at events. They come together for a reason
and even with that it is not possible for them to assemble just because particular event exists.
They are attracted and encouraged (Park, 1986). Commenting on this, Park, in Analysing
Audience, (1986) advices “to know [and] consider your audience” (p.479). This simply
means the art of knowing the nature of one’s audience and taking considerable measures to

understand their features. The features being the needs and wants, likes and dislikes, and
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generally, what might have attracted them to the theatre event in the first place. When this is
achieved, then the theatre organisation can align the audience features with the suitable art
form. This way, audiences are identified with particular art forms that suit their
characteristics. Inferably, not only should the performance exist but it should attract and at

the same time be identified with the audience.

Audiences, in this case, are not seen as mere spectator but a relevant aspect of the theatrical
process. They are seen, according to Conner (2008), as a collective body that “looks, listens,
and feels at a distance” (p.80). Conner (2008) 9further asserts that historical facts imply that
the very presence of the audience at a theatrical performance “was fundamental to the very
definition of the arts [theatre] event itself” (p.81). Here, the audience do not only come to
watch actors perform but they engage in the art of selling, eating, making deals, talking,
flirting, learning , debating, and engaging with their fellow citizens. This suggests that the
attendance of arts or theatre events by audience could be likened to life. The theatre becomes
an event or a place where audience go to understand and enjoy life. For instance, in ancient
Greece, it was a norm for playwrights and poets to explain facts, ideas, themes, and issues
that concern their plays to their audience prior to the performance of the plays. In essence, the
audience, were seen not to watch performance for watching sake but to see the performances
as “the point of departure for the exchange of ideas, opinions, and passing that are
fundamental criteria of useful civic conversation” (p.83). They come to the theatre to think,
learn, debate social issues as well as to be entertained. So, before the audience watch a
performance, they are preoccupied with the issues and themes of the play and thus make

constructive conversation amongst themselves when the play unfolds before them.
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2.2.2 Defining the Audience

According to Rogers (1998), it is necessary for arts organisations to define what it means by
its audience. One may be involved in, for instance, an educational event, but that does not
automatically make that individual a theatrical goer. This person may be hindered from
attending a theatrical performance due to economic, social, or personal circumstance. Thus, if
an organisation defines audience only in terms of people who attend its performances, then its
focus becomes too narrow as the organisation tends to ignore those unable to attend due to

the aforementioned factors.

The term audience is defined by Lamos, (in Hill, O'Sullivan, and O'Sullivan, 2003), as “a
sounding board for the artistic impulse” (p.25). To him, the audience consists simply of those
who experience the art form that is available to them. This definition, in a way, is similar to
that of Rogers (1998) in that it excludes any other audience who may have the intention to
participate but may fail to do so because of a hindrance. However, he goes further to give a
broader definition that includes all those who support the art form in any way or those who
may have an interest in a way. This group is mostly those the company may have a form of
communication with. In essence, though those that attend the organisation’s performances are
those that constitute the core audience, they still give room for the less direct contact as well

(Hill et al, 2003).

Also, Schosser, (in Hill et al, 2003), sees audience as customers that are involved in a
transaction with the arts institution that they patronise their arts performances. Here, there is a
form of exchange between the arts institution and the audience that connects them and keeps
the movement going in both directions. For this relationship to grow there is the need for arts
organisations to make the arts more accessible in diverse ways. Any art organisation should

understand the relationship between its audience and the arts to know the kind of art an
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audience could be identified with; or the art form that may motivate their decision to

participate (Hill et al, 2003).

Audiences are very important aspect in the theatre and so should be accorded the desired
respect and acknowledgement. They are there for the theatre to function effectively; hence,
they should be studied and researched for an understanding of their make-up. This way, any
theatre organisation will be able to discern ways to build a relationship with their diverse
audience that will propel an attraction to the theatre and the understanding of its concepts in

their lives.

2.2.3 Classification of Theatre Audience
It is clear that the theatre exists for its audience but does it mean that every target audience
member is attracted to or interested in the theatre? The following discussion provides insight

into theatre audience classifications and groups.

Research has proven four classes of audiences (Pick, 1980 and Diggle, 1994). Pick (1980)
outlines: the target - the portion of the audience population who are genuinely interested in
theatrical performances. They are familiar with the theatre, aware of attending a production
and the role of theatre in general education; the regular - those in the habit of attending
performances on regular basis and help promote the arts as well; the occasional - those who
intermittently go to the theatre when a famous person or someone related to them is
performing; and the potential - the latent audience waiting to be wooed or massaged to the

theatre (pp.41-42).

Diggle (1994)’s four classifications of audience includes: attenders - those fond of
patronising the arts forms they are offered; intenders - those whose attitudes towards the art

form are favourable yet fail to attend on regular basis; indifferent - those who have no
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definable either for or against the art form being offered; and hostile - those who have a
negative attitude towards the art form. The attenders, in this case are the regular audience
who always grace their presence with arts events while intenders are those who naturally
should be attracted to arts events but have lackadaisical attitudes that prevents them from
attending on regular basis. The indifferent and the hostile are those, who need special
attention and education on the benefits of the arts for them to be enticed towards any art form.
For clearer identification, Diggle (1994) further groups the four under two umbrellas;
Available audiences (“attenders” and “intenders”) and Unavailable audiences (“indifferent”
and “hostile”). He elaborates that the available audience exist. They are present, available,
and can easily be reached out to. The unavailable ones are the future audiences. They are yet
to be recognised or found because they do not exist at the moment. They need to be searched
for and as a result measures must be put in place to capture these audiences as well as

sustaining their interest in the arts.

However, Hayes and Slater (2002) add one more group to their classification to make it five.
They have Existing audiences, Attenders elsewhere, Switchers, Intenders, Indifferent and
Hostile. Their groups have different characteristics but are unique in some way. The existing
audience are those that the organisation can call their own. Attenders elsewhere are those that
are inclined to other art events but are not currently attending that of the organisations’.
Switchers have the knack for various art forms and thus have no particular art organisation
that can satisfy their needs with one single performance. This group are always fond of
searching to broaden their range of experience. Intenders are those who are inclined to the
arts but never seem to put their inclination to fruition based on external factors like age or

mobility barriers. Indifferent and hostile audience could be likened to that of Diggle (1994).
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The classifications of Pick (1980), Diggle (1994), and Hayes and Slater (2002) discussed
above, may have different names for the various classification of audience, yet, all virtually
talk of the same audiences. However, the researcher sees the classification of Hayes and
Slater (2002) to be aligned with the situation the National Theatre of Ghana is facing
currently. Currently, there are audiences in Ghana that can be grouped under “Attenders
elsewhere”. Some audience members of Roverman Productions do not attend the productions

of the National Theatre of Ghana.

It should be noted that there is a development potential in every group of classification and
this may require different strategic approaches as well as examinations of people’s
motivations and behaviour (Hayes and Slater, 2002). Thus, it is advisable for every theatre
organisation to understand the makeup of their audience; the various classifications or the
type they belong to. This way, theatres can detect ways of attracting these different audiences
to build a relationship that will sustain them in the theatre. This is because, each audience
classification has unique problem; each of them may have their reasons for attending or not

attending the theatre. For this reason, they demand different solutions.

Every audience pass through the decision making process before attending any art event of a
sort. This is because; arts organisations presently in competition with a wide range of sources
(Television, cinemas, and sporting events, among others) that equally demand the attention of
the same audience. Audience members have the decision to choose from amongst these
sources and so they enter into the decision making process. Hill et al (2003) have outlined
five distinct stages that constitute the decision making process. The stages are in the
following order; problem recognition, information search, evaluation of alternatives, purchase,
and post-purchase evaluation. Potential audience members pass through these stages to arrive

at a decision to participate in the arts. Hill et al (2003) append, that in making decisions,
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individuals are prone to influences from diverse social, personal, and psychological factors
which may either attract or estrange their attending a theatre performance. For that reason,
theatre organisations need to understand these factors in order to devise ways and means of

breaking down the physical and mental barriers that restrict access to the arts or the theatre.

As Diggle (1994) argues:
Arts organisations have to live in the present as well as
the future and there can be no doubt that only an
organisation hell-bent on self destruction would ignore
the group of people who are favourably inclined
towards it and its raison d’étre and even more foolish to
ignore the people who are so favourably inclined that

they actually buy tickets for it (p.28).

This assertion, seem to encourage art organisations not only to live in the present but to look
to the future as well in terms of understanding the audience that patronise the performances
that theatre organisations put up. Audience members should not be taken for granted. When
they attend performances, they may have done so with so many reasons. It is up to the
organisers of theatre events to tap into what attracted them to the theatre in the first instance;
and then devise ways and means of sustaining them to build relationship that will make them
stay for life. It is only when theatre organisations understand the makeup of their audience
and what bring them to the theatre, that organisation can proceed to build a relationship with

them.

21



2.2.4 Audience Development In Context

Hayes (2003) traces the history of audience development from the United Kingdom (UK)
where it started in 1945. According to her, the fundamental goal was to develop the arts by
increasing infrastructure and touring productions and events. The expected outcome was to
increase awareness by providing value for the arts. In this vain, the Arts Council of England
provided funds to professional artists and concentrated on improving infrastructures of the
arts. However, as times went by, the concept was embraced and this led to the community
arts movement in the 1960’s in the UK. Consequently, art audiences were put at the heart of
cultural policy. Hayes (2003) adjoins that from the 1980’s to the late 1990’s, the motive for
audience development became economic in the UK. During the period, arts organisations
were expected to provide funding on their own and so funding, from the Arts Council, was
cut down. This led to the development of marketing orientations and the language of business
to appear in policy documents. To achieve success, it became a priority for arts organisations
to seek sponsorships to provide funds for production costs. When this happened, arts
marketers became aware of the need to develop capacity building and maximise box office
returns. Due to this, the ideas presented by Keith Diggle* were highly sought after. Also,
different kinds of manuals and guides on the approaches to audience development using
educational tools, marketing strategies and programming were provided by different arts
marketers, organisations and institutions (Hayes 2003). Thus audience development moved to
a broader spectrum that included education, marketing and programming. Currently, the
concept deals more with building relationship with existing audience to deepen their
experience to attract divers audience and broaden them towards achieving greater experience

in the arts (Hayes and Slater, 2002).

! Keith Diggle is an influential arts marketer based in the UK. He is the author of marketing book; Arts
Marketing (1994)
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2.2.5 Clarifying the Concept

There are a lot of definitions on audience development but there is no commonly agreed
definition. The various definitions and the strategies that come with them present their own
interpretation on the concept. Logically, these interpretations of the authors of the various
definitions are similar in context. The key elements in most of the definitions include;
education, marketing, artistic descriptions in programmes and the fundamental mission of
building a relationship with the audience and the theatre. Hayes and Slater (2002) have
argued that the most widely cited definition of audience development presently, is that of
Rick Rogers (1998). Rogers’s definition of audience development emphasises the need not
only to cultivate existing audience but new audiences as well. To him merging the artistic
programming, educational, and marketing elements of the arts organisation is the sure way to

achieve the objective of audience development (Rogers, 1998).

In line with Rogers is Maitland’s (1997) step by step guidebook in understanding the practice
of audience development. The three elements; artistic, education, and marketing, are seen in
Maitland’s view, as equally valid. She however argues that there is a difference only because
artists, educationist, and marketers have a different way of approaching the concept of
audience development. To her, the concept of audience development is building a
relationship between the audience and the arts organisation. To achieve a good relationship,

the organisation must work for it (Maitland, 1997).

Interestingly, both Rogers and Maitland are both authors of Arts Council of England’s report
(2004) and thus it is not surprising that they both have similar concept in terms of defining
audience development. However, upon critical review of both definitions, it is realised that
Rogers’s definition subtly outweighs that of Maitland’s. This is because Rogers sees audience

development as a holistic and integrative activity that not only requires the skill of marketing,
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education and programming, but also aims at achieving a series of short and long term goals.
He believes any organisation that is ready to develop its audience must be ready to cherish its
existing audience in order to nurture new ones. Basically, Rogers opines that audience
development is the art of “Quantitatively and qualitatively targeting new sectors in innovative
ways to broaden the arts audience base, then nurturing new attenders, along with existing
audience, to encourage them to grow with the organisation” (Rogers, 1998, p. 7). In line with
this definition is that of Kawashima (2002). He also sees audience development as a concept
that concerns the broadening of the audience base in both quantitative and qualitative terms to

enrich the experience of the audience.

Hayes (2003), on her part defines the concept of audience development as an “amorphous
concept that describes a wide range of activities with varied outcomes that are achieved
utilising one or a blend set of skill sets” (p.1). To her, the concept concerns itself with
achieving audience democracy in the arts through trust and commitment by changing the

construction and composition of the audience.

From the ongoing discussion, it could be seen that the concept of audience development is a
complex one. In practice, the terminology is often confused with the art of just growing the
size of one’s audience. Therefore, arts organisations should know that developing audiences
at the theatre should not be seen as “merely increasing of audience size” but the building of

participation in “broader sense” (McCarthy & Jinnett, 2001, p.6)

Participation, in this sense, includes but not limited to; the audiences, presenters (actors and
designers), policy makers, arts critics, sponsors, advocates, among others. They all in one
way or the other participate their quota to complete a theatrical performance and to the
effectiveness of the theatre organisation. Participation in the theatre is thus not limited to the

performers alone. The art of building audience participation has been extensively dealt with

24



by McCarthy and Jinnett (2001). They looked at participation in the arts in general and came
up with three basic categories - diversifying, deepening, and broadening - of developing
audiences or participation. These three approaches, for the purpose of this study, will be
referred to as ‘the trichotomy of audience development’. It will be discussed later in this very

chapter.

Another author, who is against the perception of audience development being just filling seats
in the theatre is Fanizza (2012). She opines, that developing audiences “is about building
relationship with your patrons and getting to know them personally” (p.9). Fanizza defines

audience development as

...the building of relationship with your existing and
potential audiences, through the use of specific
audience relations programs, in order for them to
become more involved with your organisation and/or

art form. (p.10)

Relating the above definitions to that of Rogers (1998), it can be inferred that the essence of
developing theatre audience is by attracting new and diverse people toward a theatrical event,
to build a deeper relationship with the already existing ones, and to sustain interest that will
boost audiences up for future patronage. The aim is to provide value to the audience with
quality content that engages them in body and soul so that the audience believes that your
product or service is the one for them. Thus audience are developed for the purpose of
building relationship that will propel them to come to the theatre always. However, the
definitions outlined so far also stress on the approach of using the tools of education,

marketing and artistic programming in achieving the concept. Thus the terms, audience
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education, arts education and arts marketing, often used comparably and sometimes on equal

terms with audience development merits clarification.

Arts Education
Paul Owens, (1998) maintains that “[e]ducation in the arts is part of the growing armoury of
methods employed to attract and retain audiences, participants and funders” (p.6). The key
thing that the researcher finds interesting in this definition is the attracting and retention of
audiences. Upon critical assessment, it could be deduced that this definition is quite similar to
audience development as the interest lies in devising ways of not only attracting the audience
into the theatre and the art form but the objective of retaining them as well. However, does

that mean that arts education is audience development?

Kawashima (2002) describes the difference between arts education and audience education

thus:

Arts education may be for the virtue of education, or
personal development, to which the arts contribute,
whereas Audience Education in contrast has a clearer
focus on audience, whether existing or potential, and
education is an implicit means for making the arts

accessible to audiences (p.10).

This definition points to the fact, that audience education is an integral part of audience
development. However, arts education seems to be an entity on its own. Therefore, to answer
the question of whether arts education is audience development, the researcher sustains that
education is key in audience development and so to achieve a height in audience development,

audiences must be educated on the art form to create awareness. Further, education for
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education sake can work without an attempt to develop the audience but it might not be
possible to develop an audience without education (Rogers, 1998). So it could be maintained
that arts organisations can put up arts education programmes inside audience development.
This issue is very important to this study as the researcher sees education as an effective tool
to making the theatre accessible and viable in Ghana, using the National Theatre as a focus

point.

Arts Marketing

Diggle (1994) is his book Arts Marketing, defines art marketing thus:

The aim of arts marketing is to bring an appropriate
number of people, drawn from the widest possible
range of social background, economic condition and
age, into an appropriate form of contact with the artist
and, in so doing to arrive at the best financial outcome

that is compatible with the achievement of that aim

(p-3).

Diggle’s definition reveals that arts marketing differ from business marketing. Hill and O'
Sullivan (2003), in agreement with the above conception divulge, that the commitment and
the kind of engagement that arts marketing seeks to achieve with its patrons makes the
concept different from business marketing. The difference thus lies in the special nature of
the arts experience and the centrality of the participants in the creation of the experience. Arts
in general are created for the appreciation and patronage of the audience. It is a give and take
affair as the artist/performer and the audience complement each other to achieve a holistic
experience. This could be seen in relation to relationship marketing. Relationship marketing,

according to Hayes and Slater (2002), employs the creation of long term relationship with
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attendees by adapting to the changes in needs of the audience when the need arises. Fanizza

differentiates between audience development and relationship marketing thus:

Audience development has a specific task to it —
developing an audience. The specific task of evolving
the audience member from a one-time interest buyer to
a happy, loyal and involved patron is what sets
audience development apart from the generic

relationship marketing (p.29).

In Fanizza’s view, though a marketer can also use the technique of audience development
(word of mouth) to build relationship, in audience development, there would not be any need
to use “typical marketing to be effect[ive]” (27). In effect, she believes that audience
development can build relationship to sustain interest in the theatre than marketing. She
however, suggests that audience development is a little valuable than marketing; perhaps

because, to her, marketing is expensive than audience development.

Arts marketing, therefore, tends to concentrate on existing audiences whiles audience
development is seen to be different in that its targets is not easily available audiences. So it is
necessary for a theatre organisation, like the National Theatre to put up audience
development programmes to develop audiences even though there is a marketing aspect to
the organisation. This is as a result of the fact that in marketing, the product is created and
promoted to benefit the organisation. Audience development on the other hand aims at
creating with both the organisation and the audience assured of their benefits (Fanizza, 2012).
Thus in marketing, the end product is for the organisation to win or benefit at all cost whereas

in audience development, both parties are assured of its benefits.
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Further, the establishment of sustainability, building of relationship and the long term impact
on audience development seem to distinguish the concept as its own brand and not
necessarily as a subset of marketing. However, leading from the views of Fanizza (2012) on
the difference between arts marketing and audience development, the researcher believes that
collaboration between the two concepts in addition to audience education, will work wonders
for any art organisation that wishes to develop its audience. This is because, collaborating the
two; education and marketing with audience development as suggested by Rogers (1998),
will sustain and expand existing and regular audiences, create new audiences and enhance
their experience. This process is, basically, what this study is advocating for in an audience

development plan for the National Theatre of Ghana.

2.2.6 Approaches to Audience Development
Research has proven that there are different approaches to developing audience (Hayes and

Slater, 2002; Kawashima, 2002; McCarthy and Jinnett, 2003; and Fanizza, 2012).

Rogers (1998) advocates for a holistic approach to audience development. He outlines three
elements: programming, educational and marketing as the tools that must be harmonised to
achieve the effective objective of audience development. The objective, he maintains, has to

do with the knack to increase, broaden, and enrich targeted audiences.

This model by Rogers (1998) has been criticised by Hayes and Slater (2002). They argue that
the three elements outlined by Rogers hardly ever involve each other in practice. They
explain that there seem to be projects between marketing and education, programming and
education, and then marketing and programming. Thus to them the collaboration of the three
elements to achieve audience development is rare on the basis of organisational structures,
budgetary contributions to projects and communication channels. Perhaps, they were right to

an extent, as Rogers, himself, indentified time, pressures, issues and attitudes as the obstacles
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to the collaboration of the three elements. He, however, singled out time to be the most

pressing obstacle of the lot.

Hayes and Slater (2002), on their parts identify two approaches to audience development:
missionary and mainstream. The former concentrates on increasing the size of audience
attendance by attracting new ones, while the later endeavours to deepen the experience of
existing audiences. They argue that arts organisation most often concentrates on attracting
new audiences and ignore the objective to retain the existing audience. They retains, that
trying to attract new audiences into the existing fold might be costly in terms of time, money
and labour (Hayes and Slater, 2002). This is true as not devising strategies to maintain the
existing audience may cause a gradual decline in their attendance and participation of the art
form they were so attracted to in the first place. Hayes and Slater (2002), however, advocate
for an audience development plan or strategy that include both approaches. The researcher
believes that this approach, perhaps, may broaden the definition of the arts to their existing
audience and discern ways of attracting new ones through the development of the existing

audiences. This will increase participation in the theatre by audiences.

After observing the approaches of both Rogers (1998) and Hayes and Slater (2002), the
researcher finds the tenets in the approaches of Hayes and Slater (2002) and Rogers (1998)
expanded upon by McCarthy and Jinnett (2001) and Fanizza (2012). For the purpose of this
study, the researcher terms the approach of McCarty and Jinnett (2001) as the ‘Trichotomy’
of Audience Development. This basically means the three categories/appraoches of audience

development.

McCarthy and Jinnett (2001) conceive three approaches to audience development that they

believe can increase participation in the arts.
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1. Diversify participation — attracting new or different kinds of audiences than currently
attending

2. Broaden participation — attracting more people who are not regular and yet are
expected to patronise the theatre

3. Deepen participation — enriching the experience of regular participants of the theatre.

(p.32)

Each classification of building participation is aligned with a particular target population.
That is the classifications of audiences established in 2.2.3. The specific population
determines which efforts are relevant in solving the issues in each case. To understand these
classifications, McCarthy and Jinnett (2001) suggest that there is the need for theatre
organisations to determine how participation building efforts fit with their overall purpose or
mission. Every theatre organisation has a mission and so, the wish to develop an audience
should be in compact with the mission of establishment. In this case strategies must be put in
place to develop the audience. There should be the availability of resources and the funds to
embark on such task. Again, the community environment in which they operate should be a
contributing factor to the quest of an audience development (McCarthy and Jinnett, 2001).
They believe it is only when these have been sorted out by any organisation determined to

develop audiences, that it can fully achieve the overall concept of audience development.

Diversifying participation, as already been noted, has to do with attracting new or different
audiences who are currently not attending. This group is not inclined to patronise theatre
events. They are likely to be part of the potential audience as classified by Pick (1980), and as
Diggle (1994) rightly implies, “the unavailable audience”. To Diggle, they are either
“indifferent or hostile” and thus can rightly be linked to the potential audiences. On one hand,

they are indifferent because their attitude towards the arts they are being offered is not

31



defined. One can only guess if they are for or against the art form. On the other hand, they are
hostile because they have a negative attitude and believe that the theatre is not for them;
hence, not likely to benefit from being involved in it. So they stay away; having nothing to
propel them to the theatre. The question here is how then do we advocate the theatre to this
group of audience? They need to understand the theatre and its benefits and value to culture

and humanity.

The challenge, as suggested by McCarthy and Jinnett (2001), is to change the perception and
attitude of this group of audience towards the theatre. This is because for as long they remain
with how they perceive the theatre (with nothing to enlighten them); they may never consider
participating in the theatre. On this same issue, Diggle (1994) writes; “if we want to expand
audiences then we should have to learn how to change people’s attitudes towards the arts”
(p.13). To solve this issue, McCarthy and Jinnett, in line with Diggle on changing the minds
and perceptions people have of the arts, proposed the need for theatre organisations to make
the theatre more accessible, tangible, and more closely related to everyday issues. They
further stress that the social aspect (effective way of communication) of the arts should be
emphasised to such audiences. This could be done by approaching individuals through their

own social groups and emphasising the opportunities the theatre, offer for social interaction.

Perhaps Diggle (1988) puts it better when he writes that there is the need to show “people
how rewarding the arts can be, to changing negative attitudes into positive ones, to ‘opening
doors’, [and] to opening minds” (p.49). Consequently, educating the audience, as expressed
by Roger (1998) and Hayes and Slater (2002) is brought to the fore to make the theatre more

accessible and viable to audience.

The next element employed by McCarthy and Jinnett (2001) is broadening participation. This

category or method of attracting audiences involves appealing to occasional audiences to
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make regular audience out of them. Audiences found here could be the “occasional” as
posited by Pick (1980). Diggle (1994) calls this group of audience “intenders”. They are
inclined to participate in the theatre but are not attending. If they do, it is occasional.
McCarthy and Jinnett (2001) suggest that information is vital to this group of audiences.
They further advise that the information should be a give and take affair; the audience should
have information about the theatre organisation and in turn, the theatre organisation should be
updated with information on their audience. This group must be provided with information on
what types of programmes are available, when, and at what price, and on why these
programmes might interest them. Similarly, the theatre organisation should know the
audience classifications (pick 1980, Diggle 1994, and Hayes and Slater, 2002) and the
decision making process (Hill et al, 2003) of their audience as it is of utmost importance. This
information provides basis as to why audience behave the way they do. Accordingly, paying
particular attention to the information provided from both parties; the audience and the
organisation, can aid in the smooth adjustment of understanding each other. This way, the
theatre organisation can devise ways of breaking the bounds of what hinders audiences from
attending the theatre on regular basis. Getting the needed information to these people may
involve first determining the channels they use to get information; the media, personal

recommendation, from friends, relatives, or community (McCarthy and Jinnett 2001).

The last approach is termed Deepening participation. This involves connecting consciously
with the regular patrons of the theatre. This group of audiences know what the theatre means
to them (Pick 1980, and Diggle 1994). However, one cannot be sure of their sustained
patronage. According to Diggle, this group of audience are “made up of people who are
favourably inclined towards the art form, already know something about it, and those who
create and perform it [...] they are familiar with the ideas, language, style, images and so on,

of the genre” (p.21) and so do not really need much persuasion to patronise any art form they
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so wish. The challenge, nonetheless, is to convince them to become more involved, which
means making their participation more rewarding. The key goal, as McCarthy and Jinnett
(2001) conjecture, is to “increase these people’s knowledge of the arts form relevant to them
and to instil in them a sense of belonging to the theatre community” (p.19). The experience is
very important in the sense that it sought to increase their knowledge about the theatre by
providing special events, seminars, workshops, and possibly, pre and post performance
discussions. The experience also enhances the social dimensions of the theatre experience by
offering people a sense of belonging. To deepen audience participation is to deepen their
appreciation of theatre experiences and make them ambassadors, who will go out of their way
to market the theatre. Perhaps, Diggle summarises the notion best. He writes: “Available
audiences are not automatically your audiences just for the taking; even the most devoted
followers will have their quirks and their blind spots” (p.29). Hence, it is a crucial effort to
deepen the relationship of available audience to make them a family that will always be there

as and when needed.

The study also found the approach of Fanizza (2012) to developing audience worthy of
evaluation. She terms her approach, the 4C’s. They are Community, Connections,

Collaborations, and Caring (p.10).

The Connections, as the name implies, are those who will readily offer help in times of need
and support. They are mostly family, friends, co-workers, neighbours, among others. They
are also, most of the time, the audience that theatre organisations may be assured of attending
performances against all odds. They could be looked at in terms of the regular audience who
understand the art of the theatre as suggested by Pick (1980), Diggle (1994) and Hayes &
Slater (2002). This group, as stressed by the aforementioned authors, have links that may give

them the opportunity to help the theatre organisation that they are associated with.
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The Collaboration consists of the ability to expand the boundaries of the theatre organisation
through partnership and association with other related organisations to build team work
(Fanizza, 2012). This is where the theatre collaborates with a social cause, corporate bodies
that might sponsor the theatre organisation, community outreached collaborations, business
collaborations, political collaborations, among others. The collaborations are meant to put the

theatre organisation in the lime light.

The Community aspect of the 4C’s has to do with the theatre organisation becoming part of
the community in which it is established. This is to create awareness in the community with
the sole aim of increasing the consciousness of the theatre in the community and also
building the audience in the process. The community, in another instance, can also duel on
the ability of the theatre organisation to create its own community within the organisation to

become part of the larger community (Fanizza, 2012).

Caring, is the last approach and it simply deals with allowing those around the theatre
organisation to be aware of the care and love that the theatre organisation has for them. In this
case, the staff and management of the organisation work in harmony, because it is through
that they will extend to those outside; the audience (Fanizza, 2012). Fanizza (2012) advocates
for all the 4C’s to be inculcated into an audience development plan for it to be completed to

fruition.

Upon critical evaluation of both approaches; the ‘trichotomy’ of audience development by
McCarthy and Jinnett (2001) and the 4C’s of audience development by Fanizza (2012), the
researcher realised that the approach of McCarthy and Jinnett (2001) is directed towards
achieving audience development through audience research. That is studying the audience to
know the various classification they fall under, their decision making process, the information

that need to be sent across to them and the resources available to carry out such research.
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Further, an organisation with an objective to develop audience should align its mission of
establishment to the goal of audience development. Similarly, Fanizza (2012) advocates for
an audience development strategy on the premise that, the theatre organisation can relate with
its audience through a liaison between the staff and the management. Here, the relationship
building stems from the establishment and unto the audience. A contributing factor is the fact

that both approaches, when used effectively, can complement each other.

For instance, both approaches recognise the importance of the audience and advocate for a
deeper relationship based on understanding the audience make-up and the decision making
process. Again, they identify the need for arts organisations that wish to develop their
audience to align their audience development goals alongside the vision of the organisation in
general. Lastly both see education as an effective tool to promote audience development.
Education, not forgetting has been put along side arts marketing and programming, as
relevant aspect of audience development process which are emphatically stressed on by
Rogers (1998) and later Hayes and Slater (2002) as the strategic tools to effective audience

development plan.

Either ways, the approaches outlined by the Wallace Studies in Building Arts Audiences by
Parker (2012) suggests that any arts organisation that wishes to develop its audience may pay

critical attention to the following:

1. Understanding audiences and figuring out strategies to “meet them where they are”
2. Involving the whole organisation in audience development

3. Creating a culture that embraces experimentation and learning (Parker, 2012, p. 4)
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This approach, suggested by Wallace Excellence grantees® and put together in a report by the
Wallace studies in audience development, has its tenets in line with the discussion on
approaches above. However, the researcher sees this approach as straight to the point. It
seems to be a combination of all the aspirations found in the various approaches discussed
above modelled into one. This audience development approach is what the researcher wishes

to base the audience development for the National Theatre of Ghana on.

2.2.7 Why the Need to Develop Audiences

This chapter has established the relevance of the audience to the theatre experience. So, the
need to develop the audience that are so vital to the theatre experience should make perfect
sense. As Hayes (2003) rightly puts “audience development is the life blood of arts
organisations” (p.18). Again, arts organisations have various missions to meet. These
missions that are in line with the overall mission statement of the organisations include
artistic excellence, financial capabilities and social affiliations with the communities they
found themselves. Audience development helps in achi