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Abstract
The following paper is about how small arts and cultural organisations can learn from similar
small organisations in Scotland about using digital technologies and platforms to enhance
audience engagement, participation and education. A mixed method approach of quantitative
surveys followed by in-depth qualitative interviews is used to explore what tools they are using
and how and why these organisations are using digital technologies and platforms. Therefore,
the purpose of this study is to: understand what is ‘digital’ for them; explore how they have
been using these tools in order to help them achieve their goals; and discover how digital
technologies and platforms have been introduced into their business strategy. In conclusion,
this research will provide recommendations to similar small organisations by pointing out the
benefits and the limitations that digital technologies and platforms can have when
implementing them into the business strategy.

iii

Acknowledgments
I would first like to thank my thesis advisor Dr David Stevenson, the Head of Division Media,
Communication and Performing Arts and Lecturer in the Media, Communication and
Performing Arts Division at Queen Margaret University, who has always helped whenever I
ran into a trouble spot or had a question about my research. He consistently allowed this paper
to be my own work, but steered me in the right direction whenever he thought I needed it.
I would also like to thank the organisations’ Managers and Directors who were involved in the
survey and the interviews for this research project: Briana Pegado, Louise Warmington, David
Martin, Marion Bourbouze, Rosie Priest, Kath Clark, Agnese Daverio, Sarah Cockburn, Leigh
Robieson-Cleaver, Vicky Rutherford-O'Leary and Julie Cathcart. Without their passionate
participation and input, the survey and the interviews could not have been successfully
conducted.
I would like to acknowledge my sister Janice Buttigieg for her constant support and for proof
reading this paper. I would also like to thank Mr Tim Freckleton of the ELS at Queen Margaret
University for his constant support whenever I needed to ask questions about my writing.
Finally, I must express my very profound gratitude to my parents, my partner, family and
friends for providing me with unfailing support and continuous encouragement throughout my
year of study and through the process of researching and writing this thesis. This
accomplishment would not have been possible without them. Thank you.
Author
Christopher Buttiġieġ

iv

Table of Contents
1. Introduction (p.1)
2. Literature Review (p.3)
2.1. Introduction (p.3)
2.2. Theme one: the influence of digital technologies and social media platforms
(p.3)
2.3. Theme two: the enhancement of audience engagement and participation
through digital technologies and platforms (p.6)
2.4. Theme three: audience education in the arts and cultural sector through digital
technologies and platforms (p.8)
2.5. Research Question (p.9)
3. Methodology (p.11)
3.1. Research aims and questions (p.11)
3.2. Ontology (p.12)
3.3. Research design – case studies (p.12)
3.4. Phase one – ‘text based survey of websites (p.13)
3.5. Phase two – online survey (p.14)
3.6. Phase three – in-depth qualitative interviews (p.15)
3.7. Ethics (p.16)
3.8. Limitations (p.17)
4. Findings and Discussion (p.18)
4.1. What does ‘digital’ mean for small arts and cultural organisations in
Scotland? (p.18)
4.2. Theme one: the influence of digital technologies and social media platforms
(p.21)
4.3. Theme two: the enhancement of audience engagement and participation
through digital technologies and platforms (p.25)
4.4. Theme three: audience education in the arts and cultural sector through digital
technologies and platforms (p.31)
5. Conclusion, Recommendations and Limitations (p.38)
5.1. Conclusions (p.38)
5.2. Recommendation relevant to managers of arts and cultural organisations
(p.39)
5.3. Limitations of the study (p.40)
5.4. Recommendations for future research (p.41)
6. References (p.42)

v

7. Appendices (p.47)
7.1. Appendix I (p.47)
7.2. Appendix II (p.51)
7.3. Appendix III (p.58)
7.4. Appendix IV (p.66)
7.5.Appendix V (p.73)

vi

List of Tables
Tab. 1. Details about the small organisations representing Scotland which use digital
technologies and platforms. (p.66)
Tab. 2. Details about organisations using digital technologies and platforms to enhance
audience engagement in the arts and cultural sector. (p.67)
Tab. 3. Details about organisations using digital technologies and platforms to educate their
audience. (p.68)
Tab. 4. The internal challenges that the organisations have to face. (p.69)
Tab. 5. Why was it challenging for your organisation to adapt to the digital changes? (p.70)
Tab. 6. How organisations get funding for the digital technologies and platforms needed. (p.71)
Tab. 7. Details about organisations using digital technologies and platforms to interact with
the audience during an event. (p.72)

vii

List of Figures
Fig. 1. Did you have to change your business strategy by including digital technologies and
platforms? (p.73)
Fig. 2. The number of staff (full-timers, part-timers and volunteers) that work with the
Marketing team within the organisation. (p.73)
Fig. 3. How important is digital technology for your organisation to increase audience
engagement? (p.74)
Fig. 4. How important is digital technology for your organization to increase audience
participation? (p.74)
Fig. 5. Does your organisation use social media platforms to educate the audience about
particular upcoming shows/events/exhibitions out of moral obligation? (p.75)
Fig. 6. What is your organisation’s main function? (p.75)
Fig. 7. Your organisation is a... (p.76)
Fig. 8. Select which social media platforms your organisation make use of. (p.77)
Fig. 9. Do you have a paid employee or employees whose main responsibility is social media
platforms management? (p.78)
Fig. 10. Who is responsible for managing your social media platforms? (p.78)
Fig. 11. Do you outsource work when you need to install any new digital devices to manage
digital platforms on? (p.79)
Fig. 12. Which of these lead to the highest engagement with the public on your social media
platforms? (p.79)
Fig. 13. Does your organisation use digital technology to engage with people who are
physically disabled? (p.80)
Fig. 14. Which audience seem to get more interest in educational material? (p.80)

viii

Matriculation Number: 16008212

1. Introduction
Scotland has been found to be an inspiration for many arts and cultural organisations around
the world, with a number of venues around the country which welcome an audience who have
an appetite for the arts (Hunter 2017). Many believe that it has some of the best arts and cultural
festivals in the world, and as a result, this brings a lot of competition in the country amongst
many organisations, from the smallest to the largest. However, for the past decade, digital
technologies and social media platforms have helped these organisations to reach their current
and new audiences, and to develop a new two-way communication strategy (Kolb 2013). As a
result, over this period this topic has been the focus for various arts and cultural organisations,
especially for small organisations in Scotland, because it has been shifting the relationship with
their audience and visitors, generating bigger marketing teams, and requiring more funds and
more funding applications.
It has previously been suggested that this is the new normal, specifically, because it has been
effecting our culture, society and economy (Arts Council England 2010; Brown and Ratzkin
2011). These technology changes have therefore established new forms of communities that
before no organisation used to imagine (Kolb 2013). Thus, many organisations in taking this
into account and having to cater for these new communities started to encounter various
challenges, often for reasons of limited funding and a limited number of staff members.
Formerly, research has discussed how funding has been abruptly cut from various public bodies
and as a result arts and cultural organisation are finding it extremely difficult to budget and
invest in digital technologies and platforms without adequate funding (Stevenson 2014).
This analysis focuses explicitly on understanding the role of digital technologies and platforms
for a selected group of small arts and cultural organisations in Scotland which are either: an
independent non-profit, subsidised or another kind of organisation. In conducting this research,
various opinions and facts about the subject have been identified based on real events by using
a mixed method approach of quantitative surveys followed by in-depth qualitative interviews.
These findings provide insights that will be of value for other similar small organisations. In
so doing, the aim of this research is to present insights on three identified themes, which are:
the influence of digital technologies and social media platforms; the enhancement of audience
engagement and participation through digital technologies and platforms; and audience
education in the arts and cultural sector through digital technologies and platforms. Thus, the
1
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objective of this research is to shed light on what tools they have been using and how and why
small organisations are taking certain actions. Therefore, it will seek to: discover whether these
organisations have been using digital technology to help them achieve their initial goals;
understand the processes that they go through in order to make use of digital; understand how
digital technologies and platforms have been introduced into their business strategy; and
understand how effective and successful these tools have been for these organisations.

This paper will address the academic gaps found in this topic and aims to highlight the benefits
and the limitations that most small arts and cultural organisations in Scotland encounter in
implementing digital technologies and platforms to their business strategy to enhance
engagement, participation and education.

2
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2. Literature Review
2.1. Introduction
As mentioned above, the use of digital technologies and digital platforms to enhance
audience engagement, participation and education is still new in the arts and cultural field. In
order to understand the field and effectively develop a strong theoretical base for the methods
used in this research, a thematic analysis was conducted to examine what others have found
regarding the role of digital technologies and platforms.

The primary focus of this research was not just to find findings on how to retain existing
audience and engage with potential audience. Nevertheless, this review will explore what other
academics have discussed regards digital technologies and platforms, arts and cultural
organisations and/or culture policy. As a result, three themes were identified in which ‘digital’
was considered to be in relation to arts and cultural organisations in delivering their mission,
which are:

-

Theme one: the influence of digital technologies and social media platforms;

-

Theme two: the enhancement of audience engagement and participation through digital
technologies and platforms;

-

Theme three: audience education in the arts and cultural sector through digital
technologies and platforms.

As a result, there is little academic literature which has discussed the subject in the arts and
cultural area and one could conclude and agree that most of the academic literature focuses
mostly on audience segmentation (Walmsley 2016).

2.2. Theme one: the influence of digital technologies and social media platforms
Digital engagement in the arts and cultural sector is still ‘in its infancy’ and there is little
‘empirical scholarly research’ on the subject (Walmsley 2016, p.67). Other research has come
to the conclusion that since digital technology has flourished, both multimedia software and

3
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social media platforms have been developed and are putting the traditional marketing practices
under siege (Zamianchi and Bender 2006). They add that these are the results of the short-term
response and the ‘marcom efficiencies’ (2006) which inspire marketers to evolve further.
However, social communities may react differently to the different tools and strategies that are
used to achieve the same goal, whether it be offline or online marketing (Mustafi et al. 2011).
Mustafi et al. (2011) see social media as an active form of marketing which uses the cultural
context of social communities. These social communities may include: social networks; virtual
words; social news sites; and social opinion sharing sites to meet branding and commercial
objectives (Luten 2008, cited in Mustafi et al. 2011, p.13). Amongst the best known social
media platforms or electronic channels (Yannopoulos 2011), one can find: websites
(Khramkova 2012); Facebook (Walmsley 2016); blogs (Visser and Richardson 2013); Twitter
(Teng et al. 2015); iOS/Android app (Thomson et al. 2013); YouTube (Kuzio 2015); Snapchat
(Barbor 2017, cited in Campaign 2017, p.12); LinkedIn (Hudson et al. 2015); and Instagram
(Sheldon and Bryant 2016). This is the ‘new normal’ according to Brown and Ratzkin (2011).
Others agree and approach the argument with certainty and speak about how the adoption of
digital technologies and social media platforms gave an opportunity to the diverse internet
audience to have a voice (Kolb 2013; Kuzio 2013, 2014 cited in Kuzio 2015, p.40). However,
Paek et al. (2013) and Walmsley (2016) disagree and claim that there are some organisations
which still are not taking full advantage of the “interactive and dialogical capabilities afforded
by new social media platforms” (Paek et al. 2013, p.527) to interact with the online audience.
Analysis has defined digital technology and platforms as a form of “social change” (Kuzio
2015). On the one hand, now consumers have the opportunity of clicking on a button to: share
their own ideas, share their own work, exchange opinions, and interact with other arts and
cultural enthusiast (Gottdiener 2000; Newland-Pratt 2009; Jenkins et al. 2009; Kolb 2013;
Taprial and Kanwar 2012, cited in Kuzio 2015, p.40). On the other hand, now producers can
opt for ‘direct-response advertising’ which only social media technology can offer (Bender and
Zamianchi 2006).
Jenkins et al. (2009) chose to further categorise online audience through digital technologies
and platforms into four methods, namely: affiliation, expression, collaborative problem
solving, and circulation. Kolb (2013, p. 46) cited Jenkins et al. (2009) as she simplifies this and
explains these methods in a table. Affiliation is described as very new to the arts and culture
sector where these communities are not organised or managed by the organisations, instead,
4
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they are formed and managed online by the public by using a number of different social media
platforms. Kolb (2013) explains that organisations have no control over most of these online
platforms and asserts how important it is to: get involved, give an online space, and be part of
these communities who have art and culture at heart.
The second method is expressions of creativity (Kolb 2013, p. 46) where the public can upload
work and participate in the arts. Kolb (2013) adds that by doing so the audience is changing
the definition of art. She elaborates her argument and adds that organisations should take
advantage of this and collaborate with the public by promoting the work produced on the
organisation's social media platforms. A researched example is Contact Theatre’s Freestyle
Mondays, where an organisation in Manchester live streams Poetry, Spoken Word and Hip
Hop which appeals to a diverse and younger audience (Walmsley 2013; Contact 2017).
Walmsley (2013) also suggests ‘co-creativity’ as a ‘collaborative journey’ where together,
individuals can create and design something new. Howe stated that now consumers have more
control over the creation of the products they consume, and refers to them as ‘prosumers’
(2009). With the rise of the Internet, various types of crowdsourcing projects have started to
be developed, such as: correcting a misspelling on Wikipedia, uploading videos on YouTube
or suggesting an edit to another author online. Howe (2009) adds that the activities that include
crowdsourcing are as diverse as the crowd itself. It is a ‘collective brain’ or a combination of
people's creative energies (Howe 2009, p.177). Walmsley (2013) gives an example of live
streaming of performing arts, where the National Theatre of Scotland in 2011 took the initiative
to collaborate with passionate theatre consumers to write, direct, perform and produce a fiveminute piece of theatre which had the opportunity to be broadcasted online.
Collaborative problem solving is the third method which suggests discussing problems online
instead of discussing them in secret because there will be more ‘soft influencers’ (Kuzio 2015)
collaborating in solving an issue who could help far more, especially in fundraising.
Crowdsourcing which “is rapidly migrating from the fringe to the mainstream" (Howe 2009,
p.5), is the framework that can help organisations in opening doors to fund-raise money
(Rentschler et al. 2001; Kolb 2013; Seo et al. 2009 and Smitko 2012 cited in Paek et al. 2013,
p.527).
Last but not least is circulation, which is another method that Jenkins et al. (2009) discussed in
their research. This gives space to the consumer to share information online via blogs and
5
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reviews. These tools can help the public extend their voice to others who may be found online
and have interest in the subject. Kolb (2013) adds that organisations should take advantage of
this and get involved in answering both negative and positive reviews and to possibly link them
to the organisation's social media platforms.
Jenkins et al.’s (2009 cited in Kolb 2013, p.46) idea of online audience seems to gather
together most of the relevant discussions made by other academics. It gives an insight on how
digital technologies and social media platforms can be used to sustain the mission of an
organisation and points out the process that an organisation can go through. However, few
are the insights into case studies which can determine how an arts or cultural organisation can
consider such theory as successful or failure.
This section outlines multiple case studies which follow Jenkins et al.’s (2009) theory. The
latter portray the importance that many organisations have been giving to digital technologies
and platforms and show how traditional marketing is no longer as important ever since digital
technologies and platforms have been developing. Nonetheless, there is an empty breach in the
literature about the process that many organisations go through in putting into practice Jenkins
et al.’s theory.

2.3. Theme two: the enhancement of audience engagement and participation through
digital technologies and platforms

One area which has received a lot of attention in the arts and culture sector is public
relations, also known as: audience engagement (Brown and Ratzkin 2011; Ohalandt 2015;
Walmsley 2016), audience development (Kawashima 2000) and audience outreach (Ohalandt
2015). Cutlip et al. (1985) described public relations as “the management function that
identifies, establishes, and maintains mutually beneficial relationships between an organisation
and the various publics on whom its success or failure depends” (1985, p.6). The academic
literature agrees that it is a process that needs to follow a strategy, Ohalandt (2015) refers to
outreach as ‘strategy of engagement’ whilst others refer to it as ‘strategic communication’
(Buhmann et al. 2015). In conclusion, both pointed out that outreach is a purposeful use of
communication in aiming to fulfil the organisation’s mission. Others have also identified the

6
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term engagement, but Steven Tepper’s (2008) interpretation which is: “to interlock, to involve,
or to cause” (cited in Walsmley 2016 p. 68), perfectly describes Kolb’s (2013) idea of today’s
‘culture consumer’. Other literature has identified two different outcomes of engagement,
Rentschler et al. (2001) theoretically referred to these outcomes as ‘transaction marketing’ and
‘relationship marketing’. Transaction marketing is to target and to attract new audience, whilst
relationship marketing is to: enhance, retain, and maintain a strong, long-term relationship with
individual members and this leads to a strong audience participatory effect (Rentschler et al.
2001; Vivek et al. 2012).

In discussions about culture consumer, one controversial issue has been how to keep a
relationship with the new culture consumers. On the one hand, Kuzio (2015) states that
nowadays the interest is in building ‘long lasting relationships’ and successful relationships
aim to have a participatory effect where both the organisation and the public have a constant
process of exchange (Pine and Gilmore, 1999 cited in Walmsley and Franks 2011, p.2; Taheri
et, al. 2013). Rentschler et al. (2001) agree that a participatory effect is an exchange “of value
for both sides” (2001, p.124) where organisations invest money and commitment to give the
audience an experience, whilst the “audience also invests time, money and an emotional and
social commitment in the arts organisation” (2001, p.124). In addition, Walmsley (2016)
implies that this notion of the participatory effect creates ‘networked’ and ‘empowered
audiences’ and Taheri et al. (2013) insist that organisers should attempt to build upon the
experience that the audience seeks. On the other hand, Kolb (2013) and Hudson et al. (2016)
believe that the culture consumers have only changed because of the new "communication
technology" (Kolb 2013, p.36) which gave space to the audience to get involved in different
ways. Furthermore, Kolb (2013) categorised the audience as the: ‘culture consumers’; ‘fans of
culture’; ‘culture cultists’; and ‘enthusiasts’. In her literature, she elaborates on these points
and she writes about how in the past the aim of the management in cultural organisations has
been that of turning these "consumers of culture into the enthusiasts of culture” (2013, p. 42).
Nevertheless, nowadays it is not the management who is responsible for the "public's emotional
involvement with the art" and turn the audience to enthusiasts, but it is the online social media
platforms (Kolb 2013, p. 42).
This ‘cognitive’ and ‘emotional’ involvement found in the process of audience engagement is
compared to a “psychological process” (Brodie et al. 2010; Elliot et al. 2013). Psychological

7
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research has defined “the ways that various emotions are experienced and expressed ....
laypeople conceptualise emotions and differentiate among them” (Anderson and Guerrero
1998, p.10). As a result, “not all consumers enjoy the same level of engagement” (Taheri et al.
2013, p.322), mostly because “individuals experience basic emotions as distinct from one
another” (Anderson and Guerrero 1998, p.10). One scientific study found that:
Emanating from the interface of the brain and human relationships, the mind creates
connections among the various elements of representations, ranging from sensations and
images to concepts and words. (Siegel 2012, p.264)
There is academic literature based on the above scientific knowledge. Because of the ‘bidirectional communication’ and the dynamic process of online attention, research has
emphasised on how important it is to use the: right discourse; right design and atmosphere,
which is a servicescape that serves to enhance the potential audience’s positive emotions; and
also as a vehicle to create, build and enhance the relationship with the audience (Sedley 2008
cited in Brodie et al. 2013, p.105; Elliot et al. 2013; Walmsley 2016).
This comes back to how Tepper (2008) defined engagement. Walmsley (2016) aspired to
generate original insights into the advantages of having an ongoing digital engagement between
artists and audiences. Other case studies found in grey literature discuss how engagement in
digital engagement is highly important for arts and cultural organisations, which is clearly
shown in the results of studies done by Nesta (2015). Hence, not a lot of academic research has
been dedicated to this area of enhancing audience participation through digital technologies
and social media platforms with relevant case studies and which may be used as a reference.
Many scholars have come to the conclusion that the common practice of keeping the creative
process secretly hidden and not including the public in the process, just means that
organisations are missing out on the opportunity to increase audience participation (Ohlandt
2001; Walmsley 2013; Walmsley 2016).

2.4. Theme three: audience education in the arts and cultural sector through digital
technologies and platforms
Studies have also focused on the educational objectives in the arts and cultural sector.
From these studies, one can interpret the certainties and the lack of knowledge researchers have
8
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in this field. Studies have discovered that new audiences lack confidence and feel
uncomfortable due to the lack of familiarity within a given art-form (Reason and Reynolds
2010, cited in Walmsley 2016, p.70). Walmsley (2016) adds that some in the audience feel
distant and others might also find it hard to connect with or even watch performances which
lack emotional engagement. Nivas (2011, cited in Brown and Ratzkin 2011, p.17) likewise
believes that educational work can be more helpful in getting people to engage more with what
they are seeing and feel confident in understanding and criticising the arts better. Ratzkin and
Brown (2011) acknowledge that marketers and education staff still struggle to combine this
strategy into the larger strategic framework. Ohlandt (2001) highlights the importance that
educational material has as ‘enrichment material’. In doing so, organisations may provide
information through online marketing about upcoming events by: creating more knowledge to
help the audience have a deeper understanding of the event; enhancing the relationship with
them; and increasing the probability of attending again (Kawashima 2000; Ohlandt 2001;
Rentschler et al. 2002; Brodie et al. 2013).
Case studies are typical of how this topic has thus far been researched. For instance, Skegness
resort broadcasted opera on the beach and gave an opportunity to the culture consumers to
listen, learn and appreciate opera whilst enjoying their holiday (Kolb 2013). However, there is
still lack of knowledge in this field, mostly on: what the process involves, how effective it is
for an organisation, and what the advantages and the disadvantages are for an organisation to
educate through digital technologies and social media platforms.

2.5. Research Question
Based on critical review and analysis, significant research with regards to the use of
digital technologies and platforms in the arts and cultural sector and on how they can facilitate
audience engagement, participation and education was found. Even though the subject has
flourished in the past decade, several studies focused onto how strategic communication can
help to develop a long-lasting relationship with the audience and how to segment them. Most
of these studies where theoretically based without giving specific and outstanding examples.
Therefore, this brought the researcher to conclude that academic knowledge on how to measure
the success and failure of using digital technologies and platforms in the arts and cultural sector
is limited.

9
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In understanding how strategies should be conducted and identifying the lack of knowledge in
the area, a study based on arts and cultural organisations in Scotland and on how to adopt a
good strategy of engagement to enhance audience participation and education was conducted
with the aim of gathering data on the success and failure that each one has experienced. These
small Scottish arts and cultural organisations were selected based on how many people work
within the organisation. The research was conducted to develop new knowledge that can be of
particular value for various small arts and cultural organisations across the globe.
Therefore, the methodology addressed the following research proposition: What can small
organisations learn from similar small arts and cultural organisations in Scotland about using
digital technologies and platforms to enhance audience engagement, participation and
education?

10
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3. Methodology
3.1. Research aims and questions
The purpose of this study is to provide recommendations to small arts and culture
organisations on how ‘digital’ can be useful in enhancing engagement, participation and
education. It aims to explore how small organisations in the Scottish arts and cultural sector
have used or are using digital technologies and platforms in the areas above, and in particular,
it explores: what ‘digital’ means for these organisations and how their digital strategy has been
strategically combined with their business strategy to be effective. Digital technologies in this
research refer to technological tools including portable devices such as: mobile phones, tablets
and watches, and digital platforms which refer to websites, mobile apps and social media
platforms, like: Facebook, Instagram and Twitter. As a result, the research gathers data from
different Scottish arts and cultural organisations to analyse - what, how and why digital
technologies have been adopted for: engagement, participation and education purposes.
Thus, since little is known on how successful digital technologies have been or are for these
arts and cultural organisations, after adopting it to their strategy, this research aims to present
data and information which explores these questions: ‘How they have managed to be
successful?’; ‘What are the potential benefits that digital technologies have?’; ‘What does it
take to start and keep supporting these digital technologies?’; and “Have these organisations
achieved their initial goals?’.
“A research design provides a framework for the collection and analysis of data” (Bryman
2016, p. 40). In doing so, this research adopted a mixed method approach which consists of
three separate phases, that is: a collection and analysis of quantitative research of previously
collected data; the second phase involved an online quantitative survey with close ended
questions and some qualitative open-ended questions; and the third phase, which builds on the
second quantitative phase contained interviews with qualitative, semi-structured questions and
some quantitative questions to provide a general understanding of the research question. The
rationale behind this study is that professionals from the arts and cultural sector in Scotland
can play a key role in helping other similar small arts organisations to understand the use of
digital technologies in the sector.

11
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3.2. Ontology
This research question is an ontological question. Social ontological questions are
“concerned with the nature of social entities” (Bryman 2016, p.28) and aim to discover “what
is the reality like” (Punch 2016, p.61). What was important to the researcher here is the overall
process that these organisations take by making use of digital technologies and platforms,
therefore, to discover: why they chose to make use of certain digital technologies, what digital
technologies or platforms they use and how they obtained or didn’t obtain certain conclusions
and results. These ontological considerations were estimated by the suggestion that:
…categories such as organization and culture are pre-given and therefore confront social
actors as external realities that they have no role in influencing. (Bryman 2016, p30)

This particular research followed a post-positivist approach and dealt with naïve/critical
realism. Since the research is primarily realistic with some degree of interpretation, it was
important to acknowledge this idea of interpretation. While not a definitive answer was found
and a broader idea was identified, this study does not suggest that these terms are immobile
and fixed because there is a degree of interpretation and the study has considered that to some
degree. Interpretivist is where a study aims to rely on the participant (Creswell 2014). However,
even though here the research relied on the participants’ idea representation and interpretation
of the use of ‘digital’ in their organisation, the researcher acknowledged the fact that “social
phenomena and their meanings are continually being accomplished by social actors” (Bryman
2016, p. 29), in this case the organisations. Keeping this in mind, a case study design which
uses mixed methods approach was adopted to carry out a survey on ten organisations and
conduct in depth case studies on three organisations.

3.3. Research design - case studies
Case study research is an overall examination of a particular context, which studies
selected subjects like geographical areas or a very limited number of individuals (Zainal 2007;
Bryman 2016). For this specific research, was used a multiple case study approach. Previous
researchers have noticed that it is more captivating to use multiple case studies as it is more
powerful (Hakim 2000; Rowley 2002; Yin 2014). The main aim of a case study is to acquire
12
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greater knowledge and examine a life phenomenon which is not easy to distinguish and may
be problematic (Stake 1995; Hakim 2000; Yin 2003; Yin 2014). In his study Yin explains that
a case study is:
…as an empirical inquiry that investigates a contemporary phenomenon within its reallife context; when the boundaries between phenomenon and context are not clearly
evident; and in which multiple sources of evidence are used. (Yin 1984, cited in Zainal
2007, p.2)
Since these phenomena are not always distinguished, case studies tend to use other
methodological characteristics, and employ both qualitative and quantitative methods to
explain both the process and the outcome of a phenomena (Hakim 2000; Rowley 2002; Zainal
2007; Robson 2011; Yin 2014; Bryman 2016). However, in this case the quantitative surveys
where used to structure the qualitative semi-structured interview questions on to use for the
three case studies. This was the most appropriate method because it gives an in-depth overview
of the organisations which other primary research methods could not give.
In his study, Yin (2014) identifies three different types of case studies: exploratory,
explanatory, and descriptive, whilst Stake (1995) suggests further categorisations: intrinsic,
instrumental, and collective. In this case, making use of an explanatory or descriptive case
study would have not been as adequate as applying an exploratory case study. Since little is
known about the fruits of using digital technologies in small Scottish arts and cultural
organisations as stated in the Literature Review section, an exploratory case study methodology
was considered to be the most appropriate one for the purpose of this research to discover how
and why digital means have been used or are being used (Yin 2014). In addition, the choice of
multiple situations which may be called “instrumental case studies” (Stake 1995, p.3) are
considered to be more powerful, therefore, more appealing (Yin 2014; Hakim 2000).

3.4. Phase one - 'text' based survey of websites
These organisations, which are either, publicly subsidised, independent non-profit or
commercial organisations, were strategically selected according to the number of staff that
work within the organisation. Undertaking quantitative research, based on the information and
data available from other sources on the Web, helped to set these parameters by identifying
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what ‘small’ is. ‘Small’ in this case was identified by the number of staff that each organisation
has; the less staff each organisation has the more eligible it was for this research. After this
criteria was identified, ten to fifteen different arts and cultural organisations in Scotland were
selected on this basis. However, given the limitations of time and space for further analysis,
the researcher acknowledges the fact that there are many other ‘digital’ initiatives happening
around Scotland in the arts and cultural sector. The types of organisations to be analysed for
the purpose of this research include, but are not limited to: theatres, museums, festivals,
heritage, dance and visual arts. Following this, the digital technologies or platforms used by
these organisations were identified and the information gathered was placed in a grid.
This grid table was created by using Microsoft Excel Spreadsheet (Microsoft 2017) software
to effectively and accessibly measure, organise and list the differences amongst each
organisation, including an analysis of the number of staff of each organisation as indicated on
their respective website and previously collected data. This spreadsheet also included the
information retrieved on the vast digital technologies and platforms each organisation makes
use of or has made use of till this date. All this information was retrieved and collected together
to use as a guide to build knowledge on - what, who and how organisations in Scotland have
made use of digital technologies to enhance: engagement, participation and education.
From the fifteen organisations, ten organisations were approached via an electronic mail
message, addressed to either the marketing team or the creative learning team. The aim of this
email was to: show interest in their projects/organisation, inform them regarding the research
in question and ask them if they are willing to collaborate as an organisation. Fifteen
organisations were selected to acknowledge that: some of the selected organisations’
representatives were busy at that time; others might have not been interested to collaborate;
and nine relevant organisations had to be selected by a systematic approach using relevant
criteria. Out of the fifteen organisations, thirteen organisations got in touch with the researcher
and ten were chosen to participate in the sample survey.

3.5. Phase two - online survey
“Quantitative research is associated with a number of different approaches to data
collection” (Bryman 1988, p.11). In this case, data collection was undertaken by a survey, a
method which is considered to be amongst the main methods of quantitative research (Bryman
14
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1988). It was the most suitable method because the “purpose is to generalize from a sample”
(Creswell 2014, p.157) to a wider choice of small organisations found in Scotland out of which
theories, characteristics and facts were tested. In addition, nowadays most of the surveys are
being designed through “online surveys products” (Sue and Ritter 2012, cited in Creswell 2014,
p.160).
The online survey product used for this research, was the cloud-based software, Survey
Monkey (Survey Monkey 2017). All participants representing the organisations were briefed
in advanced regarding the research and the survey via an email which: explained the aim of the
research and why their contribution was important, and they were asked for consent. Also, a
link leading to the online survey was included in the email. The survey was six web pages long
and should not have taken more than twenty-five minutes to complete. The mixed method
survey asked both closed and open-ended questions which kept an internal consistency
throughout. The aim of these closed and open-ended questions was designed to examine what
each organisation offers in terms of ‘digital’ and to pragmatically analyse the information and
the data to gather it and then transfer it to a Microsoft Excel Spreadsheet software. This made
it easier to read and to transfer the informative data into infographics1. For the infographics,
nine organisations with the least staff members where selected and the infographics where
designed by using Microsoft Excel Spreadsheet software with the aim to make it easier to
communicate the information to the reader.

3.6. Phase three - in-depth qualitative interviews
Interviews are a powerful method of qualitative data collection (Punch 2016). Qualitative
methodologies seek to describe the qualities of a fact in its context and can help to have a deep
understanding in contrast to a quantitative methodology (Azpíroz 2014). From the sample
survey, adequate information was used and transferred to prepare the questions for the three
case studies. This is because some of the criteria on which the organisations were selected were
more important to the research subject. Therefore, the research design which was informed
from the first and the second phase proceeded based on the number of staff that work within
the marketing team of each organisation. That is - a voluntary run, a one-staff member and a
1

Refer to appendix V.
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four-staff member organisation with a different background: theatre, festival and gallery.
A constructivist research approach was used to study the three selected Scottish arts and
cultural organisations. This approach was appropriate because these participants were
representing their organisation where each one of them aims to reach a mission. A one-hour
in-depth semi-structured interview was conducted with each one of the organisations’
representatives in July 2017 and these interviews were undertaken in their main office, in
person. These recorded interviews were undertaken either with the Marketing Manager, the
Creative Learning Manager or the Director and involved a set of qualitative semi-structured
questions2, with only some quantitative questions being asked for the purpose of this study.
Establishing trust and understanding in what the participants hopefully interpreted as a
comfortable environment was important (McNeill and Chapman 2005). The researcher here
was interested in finding the truth from these people who are a situated knowing subject who
work within this field. When analysing, it was highly important to acknowledge any
epistemological assumptions by the interviewees, since the interviewees were representing the
organisations and not themselves. This is because, epistemological challenges are inherent to
most of the qualitative research because of the influence and relationship between audiences
and their experiences. Siegel (2013) in his study speaks about how energy, “and information
flow is what is shared among people within a culture, and this flow is what is measured in
subjects within a brain scanner” (2013, p.3). The interpretative investigation sought a better
understanding through the multiplicity of meanings that arose from the participants
representing the organisations; therefore, through their lived experiences from working within
the organisation.

3.7. Ethics
All primary data collection from organisations and human beings need an ethical
approval (Denscombe 2012, p. 122). Being the case, an ethical approval was sought, and
granted, from Queen Margaret University. In addition, all organisations were asked for consent
and all agreed to voluntarily collaborate in the research. A full consent form addressed to the
ten participants who set for the sample survey and the three participants who sat for the
2

Refer to appendices I, II and III.
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interviews agreed and gave permission for any documents or recorded contribution to be used
in this research3. In doing so, all participants were also asked if real names could be used in the
research.
It is not in the interest of the research to ruin any reputations or to damage relationships with
the organisations’ respective audience or in the industry. Instead, the aim of this research is to
academically present data and information to other small organisations. In recognising the
organisations’ consent, all precautions were taken in order to protect the participants from
getting directly harmed by participating in the research (Denscombe 2012).

3.8. Limitations
This research has its own limitations in terms of what has been achieved and what has
not been achieved. This is not implying that the research has no worth findings; however, it is
to “provide a measured, balanced appraisal of what the research can do bearing in mind it’s
particular design, its methods, and its scope” (Denscombe 2012, p. 105).
The main limitation was that most of the organisations at the period when the research took
place were very busy. Most of the organisations were either preparing for the large hectic
festival period in the city of Edinburgh or preparing to launch their yearly or festival program.
Nevertheless, ten relevant organisations for this topic agreed to participate. Out of the nine
chosen organisations few probably had the right explanations about how they use digital
technologies and platforms and the effects on their organisation. This is because the topic
digital technologies and platforms is still quite new in Scotland and few of the organisations
have access to social media insights, audience development insights and progress reports.
However, significant conclusions had been drawn both out of the surveys and the interviews.
A further limitation of the research which might have affected the final result could have been
that of looking for realism, the attitude of the participants/interviewees and their desire to hide
some of the necessary and relevant information in order to present their organisation in a more
positive way. In conclusion, the findings of this research definitely have a number of relevant

3

Refer to the ‘raw data’ folder.
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points for cultural policymakers, small arts and cultural organisations, artists and audience in
Scotland and also other countries.
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4. Findings and Discussion
For the past decade, digital technologies and social media platforms have been the focus
for various arts and cultural organisations, including small organisations in Scotland. However,
only a few academics have focused and analysed this topic, and as discussed in the literature
review they have focused mostly on theoretical assumptions and audience segmentation.
This study focuses specifically on understanding the role of digital technologies and platforms
for a group of arts and cultural organisations in Scotland. In doing so, it has identified various
opinions and facts about the subject by using a mixed method approach of quantitative surveys
followed by in-depth qualitative interviews. These findings provide insights that will be of
value for other similar small organisations. The aim of the following chapter is to present the
key findings in the context of the three main themes outlined earlier in the literature review,
and its objective is to: discover whether these organisations have been using digital technology
to help them achieve their initial goals; understand the processes that they go through in order
to make use of digital; understand how digital technologies and platforms have been introduced
into their business strategy; and understand how effective and successful these tools have been
for these organisations.

4.1. What does ‘digital’ mean for small arts and cultural organisations in Scotland?
According to Briana Pegado Director of the Edinburgh Students Arts Festival (ESAF)4,
and Louise Warmington, Press and Marketing manager at The Fruitmarket Gallery5 in
Edinburgh, the arts and culture industry in Scotland is appreciated and the public desires to
engage in it. This explains why there are several small organisations in Scotland, including but
not limited to: performing arts, performance facilities, cinemas, art museums and festivals6.
Larsen and O’Reilly describe art and culture as a lively field, where organisations are:

4

ESAF is a social enterprise which aims to provide new artists a platform where to showcase their work publicly and this is
officially done through an annual festival organized in Edinburgh, Scotland by volunteers (ESAF 2017).
5
The Fruitmarket Gallery is a contemporary art gallery found in the heart of Edinburgh which aims to showcase some of the
world’s most important international and Scottish artists (The Fruitmarket Gallery 2017).
6
Refer to Appendix V (see Fig. 6) for more information about the main functions of the organisations.
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…increasingly adopting the business models and mainstream commercial organisations
are increasingly turning to cultural partners of various kinds in order to add vitality and
sustenance to their offerings. (Larsen and O’Reilly 2010, p.3)
According to the data provided, whether it is a subsidised, an independent non-profit or another
kind of organisation7 all organisations are passing through a revolution, since digital
technologies and platforms have flourished. Organisations can apply this digital shift to:
programming and creation, business models, operations and marketing (Zamianchi and Bender
2006; Debattista 2016). Small Scottish organisations have a diverse opinion on ‘digital’ and
this changes according to the organisation’s nature. On the one hand, for Warmington digital
means reaching out there and making an exhibition still accessible for those people who for
one reason or another cannot attend. On the other hand, Pegado explains digital as a “marketing
and professional tool, as another way to engage with our audience, recruitment and also to be
able develop the festival” (2017). In other words, one may argue that digital is a huge asset for
the artistic and creative industry which can boost the organisations’ place in the society and
develop their mission.
Almost all arts and cultural organisations consider digital technologies and platforms as
“important” for their business strategy. The following chart shows data on the importance of
social media platforms for the smallest to the largest organisation (see Tab. 1).
There seems to be a common opinion amongst the organisations in this study on the choice of
social media platforms and digital technologies8. The three most favoured and common
platforms used in order of user are Facebook (Walmsley 2016), the Website and Twitter (Teng
et al. 2015). There is no doubt that, organisations have different opinions on each social media
platform, however, most organisations seem to be quite satisfied. What was interesting to
observe was the amount of money that each organisation spends on these low-cost platforms.
Some organisations said that they budget zero pounds per year whilst others budget up to three
thousand pounds per year for Facebook and fifteen thousand pounds per year for the Website.
Previous studies show that in the previous years it had been very difficult for small
organisations, especially for non-profit organisations to strategically use a website and to use
it as an engagement tool (Lovejoy and Saxton 2012). However, social media platforms, which
are free and have a ‘build-in interactivity’, gave the opportunity to all organisations to build a
7
8

Refer to Appendix V (see Fig.7) for information about the kind of small organisations found in Scotland.
Refer to Appendix V (see Fig.8) for information about which social media platforms the organisations make use of.
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relationship with online communities by keeping in touch at all times (Lovejoy and Saxton
2012). Small organisations in Scotland do benefit (see Fig. 3) and do take advantage of these
non-expensive platforms as described by Lovejoy and Saxton (2017). However, some of the
organisations have pointed out that these platforms are time consuming and both funding and
sufficient staff are needed in order for them to be managed well. Sarah Cockburn,
Communications manager at The Lyceum9 in Edinburgh, stated that these tools are not “a
cheaper alternative”. She elaborates on this point and adds:
Tab. 1. Details about small organisations in Scotland which use digital technologies and
platforms.

When was
your
organisation
founded?

Number of
full-time
Employees

What is your
annual
operating
budget for the
organisation?

What is your annual
budget for online
marketing?

How important is
digital technology to
promote the arts?

Code

Organisation

A

Edinburgh Student Arts
Festival (ESAF)

2014

0

£4,500

£1,000

Extremely important

B

Hidden Door

2013

0

£250,000

£0

Important

C

Jazz Scotland

2010

0

£350,000

£20,000

Extremely important

D

Curious Seed

2005

1

£70,000

£2,000

Important

E

Puppet Animation
Scotland

1980

3

£240,617

£1000

Important

F

Imaginate

1989

6

£750,000

£3,000

Extremely important

G

Centre for Contemporary
Arts

1992

10

£750,000

£37,000

Extremely important

H

The Fruitmarket Gallery

1974

12

£537,961 (-the
salaries)

£22,000

Important

I

Royal Lyceum Theatre
Edinburgh

1961

100

£3,600,000

£25,000

Important

Average

-

-

-

-

Important

9

Known as The Royal Lyceum Theatre Company in Edinburgh and it has a “strong reputation for excellence in classical,
contemporary and community work” (The Lyceum 2017).
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I wouldn’t advocate switching entirely to digital marketing just because it’s popular,
current and cheap - one has to remember that it does cost somebody’s time and that can
be quite an expensive resource - to produce good content or keep up a good conversation
on Twitter, someone has to be very dedicated to that, therefore it might not cost as
much money but it does cost staff time. Also, digital might not be the best way of
reaching your target audience.
Both, Pegado and Warmington agree with her in saying that lack of sufficient funding and
insufficient team members create difficulties in an organisation. As a result, there will be
limitations in: keeping constant communication with the online communities; producing
relevant content, such as: videos, photos and articles; having sufficient funding to invest in
technology and technological maintenance; and keeping track to report and analyse the
platforms’ success.
This led to the appreciation of the differences amongst the organisations. Though for all the
organisations promoting the arts and culture through digital technologies and platforms is
important, the difference in their budget and the number of staff is what makes them different.
While The Lyceum, which is a larger organisation may have a strategic approach towards
digital technologies and platforms, smaller organisations may see this digital transformation as
a threat when implementing it because of the limitations that they may encounter.

4.2. Theme one: the influence of digital technologies and social media platforms
It could be argued that this digital shift is the new normal and the influence of digital
technologies and platforms are effecting every aspect of our culture, society and economy (Arts
Council England 2010; Brown and Ratzkin 2011). For the purpose of this study, there was a
particular interest in the effect that digital platforms and technologies may have on the
organisations. Pegado asserts that digital platforms are fundamental for ESAF:
“…. it is a shopfront, if you do not have Facebook, Instagram, Website... you’re out of
the game entirely, so you need to have those platforms set up and then you can grow
them…. otherwise we would not be taken seriously”.
These tools gave an opportunity to the arts and cultural organisations to connect with the public
in new and different ways, by bringing the public “into a closer relationship with culture and
creating new ways for them to take part” (Arts Council England 2010, p.8). However, it
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requires a great deal of effort from the organisations to do so. All the organisations interviewed
admit that they invest in digital technologies and platforms because other organisations in
Scotland are doing so. In this case, interviewees spoke about how they are influenced by larger
organisations which have a higher budget like the Tate Modern12 or the National Theatre13.
Cockburn and Warmington agree on how their practice within the industry involves looking at
other competitors, collaborators and people in the sector to learn and try new things through
each other. In doing so, they introduce digital technologies and platforms to their own
organisation’s strategy, to enhance audience engagement, participation and education.
Fig. 1. Did you have to change your business strategy by including digital technologies and
platforms?

A good strategy in relationship marketing leads to: identifying, establishing, maintaining and
enhancing relationships with the customers and other stakeholders “at a profit, so that the
objectives of all parties involved are met” (Rentschler et al. 2001, p.124). It may be argued that
since digital technologies and platforms play an important role in the daily life of the audience,
new forms of communities are established, and thus, organisations have had to change their
business strategy (Kolb 2013). The result support Kolb’s (2013) argument, where the
implementation of an online strategy for the selected arts and cultural organisations in Scotland
is common and majority (67%) of the organisations had to slightly change their business
strategy by including digital technologies and platforms (see Fig. 1).

12

The Tate Modern gallery is an international and modern contemporary art gallery found in London (Tate 2017).
The National Theatre in London, is the UK’s biggest theatre which produces work and tours across the country (National
Theatre 2017)
13
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The interviewees expressed how challenging this can be for very small organisations,
especially for ESAF to follow a strategy and to include it in their business strategy. ESAF is a
low budget, volunteer run organisation, where the digital marketing officer changes from year
to year and thus, it is difficult for the organisation to keep a continuous process. Nevertheless,
the director described the organisation as being flexible in changing the tone used to
communicate with the audience on their online platforms and she adds that this depends on the
person that is taking on the job from year to year. In addition, Pegado said that by implementing
a yearly strategy for the past three years it has helped them in achieving their goal, however,
there are no future digital strategic plans. Previous research claims that organisations are still
not taking full advantage of digital technology and platforms. This is perhaps either because
small organisations are not taking risks or because there are issues which lead to the limitations
discussed before, which are: the lack of employees and the lack of funding.
Fig. 2. The number of staff (full-timers, part-timers and volunteers) that work with the
Marketing team within the organisation.

In contrast with Brown and Ratzkin’s (2011) findings, the majority of the organisations in
Scotland have not established dedicated teams or staff members whose main role is to plan
activities and to implement engagement programmes. Nevertheless, one of the organisations’
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biggest challenges here is to have an adequate number of staff to implement the organisation’s
strategy (see Fig. 2). Like The Fruitmarket Gallery, most of the organisations do not have a
paid employee or employees whose main responsibility is social media platform management14
and have only one person working in the marketing department or none. Most of the time,
digital platforms are administrated by people who either have been using social media
platforms in their personal life or who are fixed term interns or volunteers15. Warmington adds
that as a result of being the only person in charge, she does not have a schedule to follow and
she plans on a day to day basis her personal to do list. Evans’ (2012) argument supports
Warmington’s belief and he adds that the only reason why arts organisations have grown in
using digital technologies and platforms, is because most of the arts administrators have had
time to use them in their personal life and not because they have invested. On the flip side, by
attempting to use interns to assist administrators, the organisations will only risk slowing down
the momentum of their social media platforms and it will work against them (Evans 2012).
More specifically, the survey asked whether the organisations have any staff members who are
dedicated to technical maintenance and development. Considering their financial position most
of the organisations have to outsource work. Only 33% of the arts and cultural organisations
have a staff member whose main responsibility is technical maintenance16. Warmington
explains that even though the gallery has not got any full-timers in charge of the maintenance,
they have one board member who is dynamic and excited about exploring and using new
innovative technology for the benefit of the gallery. This fits well with Siciliano’s (1996)
statement that the board members should be more present and should provide access to their
expertise and experiences. This analysis shows that even though organisations cannot invest in
more staff members to manage and maintain these platforms, the sector is still recognizing the
potential that digital technologies and platforms can have. These are, but not limited to:
customer data collection, relationship marketing, a reference point for the art and culture
enthusiasts by facilitating exchange and networking, an online exhibition archive and other
positive impacts that may lead to arts and cultural engagement (Chatzichristodoulou 2013).
Doubts remain whether these benefits are recognized by culture policy makers and
organisations. It is unclear whether funding is still an issue because most organisations are still

14

Refer to Appendix V (see Fig.9) for information about how many have a paid employee or employees whose main
responsibility is social media platform management.
15
Refer to Appendix V (see Fig.10) for information about who is responsible for managing the organisations’ social media
platforms.
16
Refer to Appendix V (see Fig.11) for information about if organisations outsource work for technical maintenance.
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run by an elder generation, or because there is no funding at all to invest in digital technologies
and platforms.
Organisations is Scotland seem to have a balanced opinion on how challenging it has been for
their organisation to adapt to these digital changes and just a bit more than half of the selected
organisations (56%) said that it was challenging for mature employees who work within their
organisation to understand the value of digital technologies and platforms17. Of course, this
made it challenging for most of the smallest organisations18. Hypothetically Cockburn said that
this has not been an issue for them since they have a fixed budget. Nonetheless, strategically
the team must decide on a show, to show basis, on how much they can invest on digital
marketing. Warmington agrees, and she said that considering the limitations on the budget, the
management at The Fruitmarket Gallery has been quite open-minded on investing in digital
technological equipment, and she adds, “I am sure that if I had to ask for training they wouldn’t
say no” (Warmington 2017). Whilst some have an annual budget to implement their digital
strategy, whether they are subsidized by public funding, donors or sponsors; for other
organisations like ESAF funding is extremely challenging to get and most of the time it is
because of the nature of the organisation. ESAF is a social enterprise, student voluntary run
organisation and Pegado is well aware of the need to have paid staff within the organisation.
Unfortunately, when applying for funding from various public bodies (i.e. Creative Scotland19
or local councils), applications get rejected and they do not receive the support promised from
year to year20. Funding has been cut abruptly and small organisations have found it difficult to
access any kind of funding unless they change the organisation’s values. As a result, these
small organisations remain with no financial security (Stevenson 2014).

4.3. Theme two: the enhancement of audience engagement and participation through
digital technologies and platforms
The digital revolution offers a once in a lifetime opportunity to bring more art to more
people in more ways than we have ever imagined. (Bazalgette 2017, cited in Arts Council
England 2017)
17

Refer to Appendix IV (see Tab. 4) for information about the internal challenges that the organisations have to face.
Refer to Appendix IV (see Tab. 5) information about why was it challenging for small organisations to adapt to the digital
changes.
19
Creative Scotland is a public body which its main interest is in supporting the arts sector in Scotland (Creative Scotland
2017).
20
Refer to Appendix IV (see Tab. 6) for information about how organisations get funding for the digital technologies and
platforms needed
18
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The progression of the Internet and other digital communication technologies have seen a
dramatic change in the past twenty-five years, where new modes of marketing and audience
engagement, and participation tools have been introduced (Hesmondhalgh and Saha 2013;
Chatzichristodoulou 2013; Elsevier 2014). Bearing in mind what was previously discussed on
the limitations faced by small organisations, the results of this research share several
similarities with the findings of other research (Brown and Ratzkin 2011; Thomson et al. 2013;
Chatzichristodoulou 2013; Ohalandt 2015; Nesta 2015; Walmsley 2016). This is because most
of the Scottish organisations do consider audience engagement as highly important for them to
deliver their mission and technological innovation in order to create new types of engagement
(see Fig. 3).
Fig. 3. How important is digital technology for your organisation to increase audience
engagement?

Warmington elaborates and she speaks positively about how throughout her twelve years
working as the Press and Marketing manager, digital technologies and social media platforms
have made it easier for The Fruitmarket Gallery to enhance audience participation and arts and
culture experiences. Considering the difference between the selected organisations, these
values are quite close to Thomson et al.’s (2013) findings; where in the United States: 78% of
the organisations surveyed believe that digital technologies are very important for them as they
increase audience engagement. Further research reported by Nesta, justify these findings too
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and show how for small organisations, similar to those in this research, as well as large
organisations, the use of digital technology to increase audience development and engagement
has become more effective in England in the past three years (Nesta 2015). Since the majority
agree that digital technology is extremely important, it was interesting to find out about which
tools small organisations in Scotland have been using to enhance audience engagement.
There are multiple digital media tools which are being used, such as, but not limited to:
photography and videography which both highly engage with the public21 and e-word of
mouth, where people share their opinions and they comment online. Cockburn emphasized
how, for certain shows, one thousand words in a brochure are more effective when pitched in
a video to directly engage with people, rather than in a brochure which cannot deliver the
message about a show and which people might not even bother to read. For The Fruitmarket
Gallery, Twitter and Instagram have been highly engaging and consumers have the choice to
participate by sharing their own personal thoughts or uploading their own artistic images. This
has previously been identified and academics (Newland-Pratt 2009; Brodie et al. 2016) have
defined these new consumers as prosumers. In other words, now the online communities which
are the new consumers have more control over the creation of products and they can produce
their own content to share (Howe 2009; Kolb 2013). As an example, Warmington explains that
through Instagram, the organisation selects a number of photographic posts, created by its
followers, and features them in the gallery’s printed leaflet to celebrate the consumers’
creativity. These values correlate favourably well with Jenkins et al.’s (2009) theory, which
further supports the idea of expression of creativity and Kolb (2013) adds that the organisations
should take advantage of this by collaborating with the public and promoting their produced
work on the organisation's social media platforms.
Most of the organisations now do recognize that digital technologies and platforms help them
increase audience participation: 56% of the organisations (see Fig. 4) indicated that digital
technology is “important” for them to increase audience participation. Although the three
interviewees showed interest in enhancing audience experiences and acknowledged that they
have to be closer to the audience, they said that they have to accept the two key limitations
discussed before: the lack of funding and lack of staff. These limitations restrain organisations
21

Refer to Appendix V (see Fig. 12) for the infographic that reads about the digital media tools which lead to the highest
engagement with the public on the organisations’ social media platforms.

28

Matriculation Number: 16008212

from establishing and maintaining a long-lasting relationship with the audience through a
constant exchange of values from both sides in aiming to achieve a participatory effect
(Rentschler et al. 2001; Pine and Gilmore, 1999 cited in Walmsley and Franks 2011, p.2; Taheri
et, al. 2013; Kuzio 2015). Cockburn supports this statement and she argues that in order to
produce relevant content and keep a constant positive conversation with the online community
on Twitter, the organisation needs someone very dedicated to that. She adds, that even though
it might not cost money, it does cost time. This argument confirmed the findings of previous
studies about the impact that lack of money has on the organisation, which unfortunately leads
to lack of experienced and qualified staff who could implement an effective online strategy; a
case in point being ESAF because it is run by volunteers who frequently change22 (Proust
2013).
Fig. 4. How important is digital technology for your organisation to increase audience
participation?

In implementing a high-quality strategy and aiming to enhance audience participation, the
process that the majority of the organisations follow is to: engage with the audience before,
during and after an event via digital technologies and platforms, enhance the relationship with
the audience and also increase audience attendance (see Tab. 2).
Research has explained how digital technologies and platforms play an important role in
enhancing the audience experience and breaking down the barriers to attendance (Walmsley

22

See Appendix III (p.63) to read more about ESAF and how it is effected as a volunteer run organisation.
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2016). However, many arts organisations are still not breaking down the barriers in the right
way and are still leaving the audience unprepared for what they would see during an event
(Brown and Ratzkin 2011). Brown and Ratzkin (2011) emphasise how the decision to attend is
conveyed by three levels, “build-up and contextualization, leading up to the artistic exchange,
and extending into meaning making” (p.32). Warmington supports this model, and with buildup and contextualization The Fruitmarket Gallery has increased its audience by 3% every year
and in 2016 it increased its audience by 11%. However, each organisation has its own strategy.
Cockburn agrees with the majority and in her interview, she adds that because they target a
mature audience and because of the nature of their events:

Tab 2. Details about organisations using digital technologies and platforms to enhance
audience engagement in the arts and cultural sector.
Does your
audience use
your digital
platforms to get
information
regarding the
events organised
by your
organisation?

Code

Organisation

Do you agree
that digital
technology
has made art
and culture a
more
participatory
experience?

A

Edinburgh Student
Arts Festival
(ESAF)

It has

It does

Before /
During /After

Slightly

Slightly

B

Hidden Door

It has

Absolutely

Before /
During

Not at all

Slightly

Jazz Scotland

It has

Absolutely

Before /
During /After

Not at all

It does

Curious Seed

It has

It does

Before / After

Not at all

Slightly

Puppet Animation
Scotland

Slightly

Absolutely

Before /
During /After

Not at all

Slightly

Imaginate

It has

It does

Before / After

Slightly

No

Centre for
Contemporary Arts

Absolutely

Absolutely

Before /
During /After

Absolutely

Absolutely

H

The Fruitmarket
Gallery

Slightly

Absolutely

Before /
During /After

Not at all

Slightly

I

Royal Lyceum
Theatre Edinburgh

Absolutely

Absolutely

Before / After

Slightly

Absolutely

C

Do you
engage with
the audience?

Do you believe that
digital technologies and
platforms have
decreased audience
attendance at in person
events?

Do you believe that
your audience is
using these public
platforms to criticise
art and to
communicate their
experience to other
art lovers?

D

E

F

G
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Average

It has

Before /
During /After

Absolutely

Not at all

Slightly

Our potential audience member might pick a flyer or a brochure which initiates their
interest in the show, later they might read a press article about it, then they’d think about
it again, then they might see people talking about it online, then they would see
a Facebook video online that we have created, boosted and targeted at their demographic,
and in a drip, drip effect, this combination of things might be what finally prompts them
to buy a ticket.

Thus, is offline marketing still very important for small organisations? One could argue how
interesting this process is in suggesting that offline marketing for small organisations still plays
an important role in order to get the audience participating online before, during and after an
event. Pegado agrees and explains how for ESAF, as a start-up organisation, offline marketing
and branding was crucial to build a reputation and direct the public to its online platforms. She
adds that previous reports show that 70% of their audience learnt about the organisation by
word of mouth, whilst 30% learnt about it through social media platforms. Therefore, as much
as online marketing can turn the audience into ‘enthusiasts’ (Kolb 2013), one can argue that it
is still very important for an organisation to invest in offline marketing and to engage with the
audience before the show so that the audience will be led to the online digital platforms.
However, this could be the topic of another study.
These findings show how small organisations are making arts and culture accessible and are
maintaining a relationship with a much wider audience during and after an event with the aim
of attracting a diverse audience both online and on location. During an event, many of the
Sottish organisations are introducing: virtual exhibitions, broadcasting live events25 and
engaging with people who have physical disabilities26 (i.e. hearing impaired, concentration
problems or visually impaired). In other words, access to a whole range of different people
who might need to receive information, shows or events in a different way.
On the one hand, some of the managers have expressed their concern about sharing live events,
since they have encountered a decrease in audience attendance. On the other hand, Warmington
emphasised on how this has been a positive move for their organisation. Her experience is very

25

Refer to Appendix IV (see Tab. 7) for details about organisations using digital technologies and platforms to interact with
the audience during an event.
26
Refer to Appendix V (see Fig. 13) for information about organisations that use digital technology to engage with people
who have a physical disability.
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different from some organisations because in The Fruitmarket Gallery’s case, live streaming
and online social media platforms chats27 have given access and a space for the public to
express themselves and have created new opportunities for the organisation to enhance, retain,
and maintain a strong, long-term relationship, whilst targeting and attracting new audience
(Rentschler et al. 2001; Vivek et al. 2012). Walmsley (2016), discussed theoretically how
effective it is to give space to the online community to express themselves and interpret
meaning. As a result, in his research he found how effective this peer-to-peer feedback can be
to an organisation as an engagement tool, and for educational and social learning (Walmsley
2016). However, even though Cockburn agrees with this theory, she mentioned how expensive
it can be for an organisation to both produce the footage and to get permissions and to host and
keep a conversation online during intensive periods when considering the limited budget that
most of the organisations in Scotland have.
Active participation has given the audience a new role in the arts and cultural sector to liberally
participate and engage. These cases reflect on the new role the audience have and, as concerned
as some small organisations may be, it shows that the new consumers want to engage and
participate in the arts, but even more important, the majority of the organisations do accept this
change. Organisations see the potential of creating and sharing work that has a point of access
embedded within it and that gives a space to the online communities to interact and have a
voice, that can have a positive outcome on their organisation.

4.4. Theme three: audience education in the arts and cultural sector through digital
technologies and platforms
As discussed earlier, digital platforms and technologies are used by small organisations
in the arts and cultural sector for different purposes. For the majority of the selected
organisations, enhancing education through these technologies and platforms is just “slightly
important” (see Tab. 3). This is the result of multiple reasons which will be discussed in this
section. Nevertheless, Pegado argued that digital technologies have given a different
perspective to how arts and cultural organisations can portray educational content in their
strategy. However, Warmington explained that:
27

Refer to Appendix II where Warmington speaks about how at The Fruitmarket Gallery they do not manage an online
discussion group and they do not feel the need because other platforms are doing the job.
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The first thing that strikes me is the use of the word education, which we don’t really use.
The general trend towards using the word learning in museum and gallery contexts has
to do with people owning their own learning, instead of setting up a hierarchical
relationship between educator and educated. Online learning is ideal for this, we just
provide the materials and people can explore them at their own pace and in their own
way.
The statement above gives an interesting perspective of the topic and describes the value that
technology and social media platforms can have, both for the audience and the organisation.
Theoretical findings support and suggest that organisations should benefit from educational
work in getting people to engage more with what they are seeing and feel confident in
understanding and criticising the arts better (Nivas 2011, cited in Brown and Ratzkin 2011,
p.17). Yet, the findings indicated that 56% of the selected Scottish organisations do feel that
their organisation educates their adult audience by using digital technologies and platforms.
However, the understanding of education through digital technologies and platforms for
Scottish organisations, was made clear only in the interviews (see Tab.4). Pegado expressed
her opinion and explained how important education is for Scottish arts and cultural
organisations since they have become,
“…. more corporate, more commercialised, funding to the arts has been cut and people
have less disposable income… the fact that a lot of schools across the country don’t have
drama and art classes anymore, means that there is more of a push in the sector to educate
young people, families and the public about the arts, mostly because they are not getting
it in school”
Based on previous research, this explains why new consumers can lack confidence and
feel uncomfortable in admiring or understanding art due to the lack of familiarity within
a given art-form (Reason and Reynolds 2010, cited in Walmsley 2016, p.70). Keeping this
in mind, education plays an important role in the arts and cultural sector and the need
that the audience feel to be informed leads to audience engagement (Brodie et al. 2013).
Warmington agrees with Brodie et al. (2013) and she adds that yes, digital technologies
and platforms have helped the organisation in being more exposed and in teaching the
audience. However, there are limitations and that is where a good strategy is needed.
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It was interesting to find out from a managerial perspective that the majority of the Scottish arts
and cultural organisations do recognise this advantage and do consider digital technology as
slightly important to provide education to the online communities and to introduce digital
technologies and platforms in their respective strategic framework (see Tab. 3). One may argue
that yes, the rise of the internet and the advantages that digital technologies bring along have
led small arts and cultural organisations to take initiatives. For instance, the performing arts
company Curious Seed has created the mobile creative app, Dance About. Dance About is a
charming, fun, choreography app which targeted the young audience and its main concept was
to combine, teach and lead the audience to the dance performance, Chalk About, produced inhouse. Christine Devaney, choreographer of Curious Seed, in an interview stated that:
Although playing with the app isn't dancing, we have seen some children get up and try
some of the moves while playing with it! (Devaney 2016, cited in The List 2016)

Tab. 3. Details about organisations using digital technologies and platforms to educate their
audience.

Does your
organisation
target to
educate
children by
using digital
technology?

Has your
organisation
been
working on
audience
education
via digital
technology
or digital
platforms?

Does your
organisation
strategically
educates the
audience on
location whilst
waiting for a
performance or
event to start, by
using digital
technology?

Code

Organisation

How
important is
digital
technology for
your
organisation
to provide
education to
the public?

A

Edinburgh
Student Arts
Festival (ESAF)

Extremely
Important

Yes

Yes

No

No

No

B

Hidden Door

Not at all
important

No

No

No

No

No

C

Jazz Scotland

Slightly
Important

No

No

No

Yes

No

D

Curious Seed

Slightly
Important

No

Yes

Yes

No

No

E

Puppet
Animation
Scotland

Slightly
Important

No

No

No

Yes

No

F

Imaginate

Not at all
important

No

No

No

No

No

G

Centre for
Contemporary
Arts

Important

Yes

Yes

Yes

No

No

H

The Fruitmarket
Gallery

Important

Yes

Yes

Yes

No

No

Does your
organisation
target to
educate adults
by using
digital
technology?
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I

Royal Lyceum
Theatre
Edinburgh

Slightly
Important

Yes

Yes

Yes

No

No

Average

Slightly
Important

Yes

Yes

Yes

No

No

In addition, the same company feels “slightly unsatisfied” and feels that the organisation’s
objectives and relationship with the audience still have not been reached to a certain extent
with the introduction of digital technologies. In the interviews, the participants elaborate on
this and they all say how difficult it is to measure the success of digital educational material.
This observation leads to recognizing how difficult it is for an organisation to understand which
specific platforms are working most for them, because social media analytics/data insights
tools are very expensive for them to invest in. However, they do identify the need to either
share such content online or provide it on location via other digital technologies and platforms.
On the one hand, Warmington’s initial statement which states that there is no form of
relationship between the educator and educated contradicts Rentschler et al.’s (2001) point.
Rentschler et al. (2001) describe learning as a form of participation, an exchange “of value for
both sides” (2001, p.124) and gives the reason why relationship marketing is important
“because of the benefits that flow to the organisation” (2001, p.121). On the other hand, both
Cockburn28 and Pegado recognise the importance that sharing educational content has for them
as an organisation, especially for ESAF because they are a social enterprise. Pegado adds that
for their organisation there are three different groups of people who benefit from this, namely:
the volunteers, the artists and the audience, and in sharing such content their relationship gets
stronger. Therefore, it definitely reflects the relationship between the organisation and the
audience and the main organisation’s objectives (Rentschler et al. 2001).
Managers have discussed that part of their digital strategy focuses on educating their audience
prior to specific events. Previous academic research has also identified the importance of
providing information via online marketing regarding upcoming events. In doing so, more
knowledge will be created amongst the spectators which gives an opportunity to the
organisations to: increase the probability of having them attending again, providing knowledge,
and most importantly enhancing the relationship with them (Kawashima 2000; Ohlandt 2001;
Rentschler et al. 2002; Brodie et al. 2013). Theme three and theme two share the same basis.
As discussed in theme two with regards to engagement and participation, Scottish organisations

28

Refer to Appendix I (p.49) to read more about what have they produced at The Lyceum and why.

35

Matriculation Number: 16008212

still struggle and/or find it unimportant to deliver or share their educational material about
upcoming shows, events and/or exhibitions via their social media platforms. It was surprising
to find out from the collected data that all the organisations engage with the audience prior to
an event, however, 67% of them do not feel obliged to educate the audience on upcoming
events online (see Fig. 5). This contradicts Pegado’s statement in saying that Scottish
organisations “fundamentally understand that there is an element of education that is needed
for all of their work”. Warmington adds that the public has an appetite to learn, therefore,
organisations should be present and ready to inform and educate the people about upcoming
events. Though the interviewees pointed out how important this is for the communities and
even more for the organisations, the paradox remains: why is it that on the one hand
organisations are showing that they are aware of educating the audience via the digital
technologies and platforms, while on the other hand most of the same organisations do not
show any particular interest in educating through these platforms and are complaining about
not having sufficient funds to deliver their mission?
Fig. 5. Does your organisation use social media platforms to educate the audience about
particular upcoming shows/events/exhibitions out of moral obligation?

As Cockburn stated, the limitations that organisations may encounter, should not stop the
organisation from going back to understand what the initial objectives of the organisation were
and to know whom they are targeting, which means understanding the differences amongst the
targeted audience to use their assets right, based on the organisation’s objectives (Brown and
Ratzkin 2011). In Scotland whilst most of the organisations are trying to target a younger
audience the survey indicated that educational material tends to work more effectively with the
group of audience aged between fifty-five to sixty-four, followed by the age group forty-five
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to fifty-four29. During her interview, Cockburn elaborated on this point and gave a particular
example of how educational material was strategically shared online to attract a younger
audience in aiming to increase the attendance:

“…. Charlie Sonata is a completely new play and something that is much more appealing
to a slightly younger audience than our usual demographic, plus we didn’t have a huge
budget to market it. Therefore, we decided we wouldn’t do a traditional direct mail letter,
loads of press advertising or pay for lots of outdoor advertising, because it didn’t have
that familiarity factor and this would be a waste of money. It would not be immediately
recognisable like a play like Hamlet….so we decided not to market it like that, using
simply a title and image, instead we decided to invest in a ‘making of’ video to introduce
people to the story and the actors and create interest this way…”
Cockburn’s example clearly shows an understanding of the differences amongst the targeted
audience. However, it also shows how important it is to: use the time wisely, be aware of the
right timing, follow the organisation’s initial objectives, and strategically produce the right
online content for the right targeted audience. The Internet is a core platform for deepening and
broadening the organisation’s audience development, however, it may also have a negative
impact on the audience if it is not done right (Chatzichristodoulou 2013). One may argue that
small organisations at times are finding it difficult to develop their projects, which then leads
to confusion on what the main objectives of the organisation are. Copying other organisations
is not the answer for many organisations and what might work for one organisation, might not
work for another.

As well as the limitations discussed, there are other technological disadvantages that nowadays
these organisations may encounter when using free of charge digital platforms. Pegado adds:
…I would say one of the first challenges of educating the people via digital platforms is
that a lot of the algorithms have changed.

Considering how important digital platforms have become nowadays, the understanding of
computer science plays an important role in the arts and cultural sector. Machine learning
allows computers to learn from data autonomously, without being programmed explicitly
(Monuz 2016). It involves using algorithms to identify patterns in data and improve
understanding of the context of that data (Zuckerberg et al. 2012). It is now being used by
29

Refer to Appendix V (see Fig.14) for data about the group of audience that has interest in educational material.
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social media companies to tailor the information displayed on users’ news feeds to better fit
their interests and to improve engagement. This has created a pitfall for SMEs (small and
medium enterprises) wishing to reach out to clients, as an algorithm could potentially be hiding
posts from users as it deems them irrelevant to the person’s interests. Pegado is aware of this
and adds that in the past three years she has seen some big changes. Whereas in the past they
used to automatically engage with their online communities on Facebook and Instagram, now
the reach went down to an average of two hundred to three hundred people per post. Nowadays,
it is harder to reach an audience which is not interested or which has never engaged with arts
and culture and it is also very difficult to reach an audience that engages with other
organisations, such as the Fringe.
There is a misconception about how digital technologies and platforms can solve issues of
engagement, participation and/or education, and in taking these tools for granted, organisations
are not gaining all the benefits that they should. In identifying the limitations discussed,
organisations could budget accordingly and use their limited staff wisely depending on the
organisation’s needs and projects. Technology is constantly evolving and changing, which
makes it more difficult at times to manage. This being said, the online communities are also
changing and are constantly making decisions on what to access or not. Therefore, by not
having the right number of staff who are collaborating in the process because of the lack of
funds, it is and will still remain a common issue for the management of these organisations.
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5. Conclusion, Recommendations and Limitations
5.1. Conclusions
The findings of this research include significant data and information for other similar
small organisations, audiences, artists, academics and cultural policymakers. However, it is
important to acknowledge that the aim of this paper is not to tell organisations what to do, but
it is more about showing what Scottish organisation may experience. As addressed in the
beginning of this document, in order to answer the research question: ‘what can small
organisations learn from similar small arts and cultural organisations in Scotland about using
digital technologies and platforms to enhance audience engagement, participation and
education?’, a number of small Scottish arts and cultural organisations were selected to collect
data for this research, followed by three in-depth case studies. The general conclusion that
could be drawn out of the above research is that digital technologies and platforms have been
reinforcing the small organisations’ business strategy and helping them to deliver their mission
effectively. Therefore, one cannot exclude some of the benefits that have been pointed out,
which are:
-

Digital technologies and platforms are tools which give the arts and cultural
organisations the chance to engage with the audience in a cheap and pragmatic way.

-

These tools are being used to promote upcoming events and as a result the audience can
become familiar with the events.

-

In using these tools and implementing them as part of the marketing strategy, some of
the organisations are obtaining a long-lasting relationship effect with their online
audience. These online communities now have the opportunity to share their opinion,
share information and produce their own content to share. This means that organisations
can benefit by being a point of reference where the audience can communicate and
share through the organisations’ channels.

However, the results of this research have generated an overview of how challenging it has
been/is for these organisations to implement their strategy by using these tools. There are two
main limitations found in this research, which are:
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-

firstly, the lack of funding that organisations have to face and as a result they cannot
invest in appropriate digital technologies and platforms to both take advantage of the
benefits and to manage them well,

-

secondly, the financial issue leads to lack of sufficient or non-professional staff
members and as a result, both digital platforms and technologies may not be running
properly because of these limitations.

Moreover, insufficient team members and lack of sufficient funding create a number of other
problems, and as a result organisations struggle. In Scotland, where the competition is very
high because of the number of arts and cultural activities taking place throughout the year, the
organisations are well aware of the need to utilise these tools strategically. However, the
limitations lead to: having lack of constant communication with the online communities; not
producing relevant content at all times, not offering access on location for learning purposes,
engagement and participation, not including access for people who have a disability; and not
keeping track of the tools’ performance to analyse if the platforms are successful or not.
Therefore, funding is the real problem, even though on the one hand the managers and the
boards of directors are more open minded in understanding that the introduction of digital
technologies and platforms are the new normal, on the other hand funding bodies are not
supporting most of these organisations (Brown and Ratzkin 2011; Stevenson 2014).
The three studied cases (ESAF, The Fruitmarket Gallery and The Lyceum) show that they are
aware of the advantages that digital technologies and digital platforms can bring to their
organisations, and managers expressed how difficult it has been throughout the years to both
use the money wisely to invest appropriately and to introduce it into their business strategy.
These findings add to a growing body of literature on how important audience segmentation is
in order to use the organisation’s assets correctly, and it was interesting to find out how this
varies from one organisation to another. As a result, the smaller the organisations are, the more
they are struggling to deliver their mission. This paper has given account to the importance that
in struggling against these limitations an organisation should never stop going back to
understand what the initial objectives of the organisation were (Cockburn 2017).
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5.2. Recommendation relevant to managers of arts and cultural organisations
Adding to the suggestion above, for small organisations to better implement digital
technologies and platforms to their business strategies they should measure their assets well.
They should make sure to use the tools that they have available well, and to never copy other
organisations unless it is worth investing in whilst keeping in mind the target audience and the
level of funds that the organisation has (Cockburn 2017). In doing so there should be an
interconnectivity amongst the digital platforms that the organisation has to strategically offer
both access and space for the public to have a voice, and produce and share their own work.
This should encourage organisations in aiming to have a long-lasting relationship with the
audience, something which only this digital shift can offer.
Nonetheless, organisations must keep on learning and keep up to date with the technology
which is constantly evolving. According to the findings, almost all organisations have plans to
invest in digital technologies and platforms to reach and educate their audience. Like,
Warmington and Pegado who showed motivation and eagerness in learning more to be able to
deliver the organisation’s message to their audience both young and old. Of course, the smaller
the organisation is, the more commitment the managers have to put into their projects because
of the limited resources. Thus, one could recommend that in delegating the roles to their team
members, if they have any, managers and directors should identify what are the qualities,
expertise and experiences of the staff and the board of trustees for the organisation to better
function and benefit from (Siciliano1996).

5.3. Limitations of the study
It is very important to acknowledge the limitations that this research may have. The
biggest challenge encountered during this study was to collate nine small organisations in
Scotland, since, at the time when the research took place it was very close to the main season
of the festivals in the country. This might have led to managers submitting their survey in a
rush and as a result some of the information might not be accurate. However, this does no limit
this research from having good outcomes.

41

Matriculation Number: 16008212

A further limitation is that of not collecting a detailed budget from the three organisations used
as case studies. This could have helped to investigate in detail how these small organisations
are investing their funds in digital technologies and platforms, whilst comparing the reasons
why they chose to implement certain tools in a certain way. In doing so, the results could have
been compared with more precision and would have avoided any interpretative outcomes. The
same applies to the lack of insights which would have given accurate information on how
successful these platforms are for these organisations; however, through the surveys and the
interviews some significant conclusions have been drawn.

5.4. Recommendations for future research
These conclusions and findings have led to some recommendations for further research.
It will be interesting for the future to discover how digital marketing still relies on offline
marketing and what the outcomes are that can affect both the organisation and the consumer.
Two of the case studies pointed out how offline marketing is still very important for both in
leading the public to access online digital platforms and also to reach new audiences, especially
if a start-up organisation is about to launch something new. Of course, arts and cultural
organisations all have a different function, but it would be interesting to research how they can
improve the audience relationship, experience and process through these mixed tools.
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7. Appendices
7.1. Appendix I
The following is a transcribed interview with Sarah Cockburn, Communications
Manager at The Lyceum Theatre in Edinburgh.
Interviewer: Are digital technologies and social media platforms worth investing in for the
Lyceum Theatre?
Interviewee: Absolutely, it is worth investment. But, you have to be very clear: what your
objectives are, who your audience are, and which digital platform is going to be used to engage
with certain audience. For example, it may be appropriate for some organisation to decide not
to print certain very cost-effective brochures that cost thousands of pounds to produce, it is not
good for the environment because we feel that our audience are all digital natives, they are all
very young and they are only getting media through their smart phones and/or tablets online
and they are not interested in paper. So, we are going to cut that and absolutely invest in in
making exciting online content for them to reach us with. But for an organisation like the
Lyceum that would not be the ideal choice because a lot of our audience is older, they are very
happy to get their brochures at the beginning of each season and go through it with their pen
and ring what do they want to come and see and come in in person and talk to us, and not book
online amongst so many other things. So, it is really about balancing our budgets to make sure
that the right medium is going to the right audience group. All that being said there is still part
of our audience that are younger, and we also want to talk to the industry, the PR and press and
all those different groups who do have a strong presence online, who are talking about things
on Twitter, who are sharing things on Facebook and who are organizing their social life over
different social media platforms. So, we do want to invest in that, however, it has to be
proportional to the rest of our budget.
Interviewer: Does your organisation still invest more in traditional marketing rather than
digital marketing?
Interviewee: I think it is still is more, but that is changing every year. I would say, in the last
year for example we have invested more in creating more interesting video work to go online,
which we push through advertising on Facebook and Twitter. But for our audience that is
working in combination with other more traditional types of media…For example: our
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potential audience member might pick a flyer or a brochure which initiates their interest in the
show, later they might read a press article about it, then they’d think about it again, then
they might see people talking about it online, then they would see a Facebook video online that
we have created, boosted and targeted at their demographic, and in a drip, drip effect, this
combination of things might be what finally prompts them to buy a ticket.
Interviewer: Does your organisation lead the audience from traditional marketing to digital
marketing?
Interviewee: We do yes. We do flag all our online media on print media. For example, on our
flyer now we always put the “hashtag” that we are using to talk about a show in aiming to
marry those two things
Interviewer: Does it work?
Interviewee: It is hard to tell because we do not have specific technique yet... However, what
we are looking into is to put a unique “URL” or “hashtag” so that we could track specifically
from that piece of print to that piece of media, however, we still don’t do that. What we do now
is when we send a direct mail about a show which comes through your letter box, then the day
that the direct mail lands, the stamps on our website for that show will jump. So yes, people
after looking at printed media they do go online and have a further look about the show online.
In conclusion, there is definitely a follow through but it is hard to get an exact idea about.
Interviewer: Is the Lyceum Theatre investing in social media platforms because other
organisations in Scotland are doing so?
Interviewee: Well I guess a lot of practice within your industry you’re all the time looking at:
your competitors, or your collaborators, or people in your sector, and one would ask the
questions: what are they doing; is that successful… so you’re learning from each other and you
might see something and you think how good the idea is and wonder about how trying it would
affect our organisation. An example of this is a few years ago vox pops on TV started to be in
fashion, especially in the film industry, where they’d be asking people about their experience
about the film instead of showing the actual trailer of the film and we thought we could try
that, it is about pear recommendation and looking at someone who looks like you and think
how you can like and enjoy it to. So, we started doing that, and I guess that yes when a whole
sector starts to innovate an invest and everyone starts following you. But as I said before we
are constantly testing our organisations objectives and our business plan so just because… So,
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for example, the National Theatre do these live broadcast shows which we could be thinking,
we should be doing that! But first of all, it is very expensive, it takes someone like the National
Theatre who are massively subsidised by the government, they probably have loads of
individual donors and corporate sponsors that support that and it is also kind of their role as the
National Theatre to make their work available to the nation, to everyone and even if people
cannot go to London and see it live. From our point of view although it feels like that will be
lovely to be able to do that actually do we want to give an alternative to the live experience or
do we actually want to concentrate on making the best, possible live theatre experience for the
people of Edinburgh and Scotland who could come and see it in person in our building. So that
was an example of where you’d say other people are doing this but actually it is not right for
us, for our mission and vison and our organisational plan. I want to add that logistical it’s a
massive deal and one would have to rewrite all the contracts for the actors because you’d have
to give them one which is about broadcast as well as live performers… It just not fulfils our
objectives enough for it to be an investment. So yes, that is a big example but all the time you’d
be making that calculation…
Interviewer: Is budgeting for digital technologies and platforms an issue for your
organisation?
Interviewee: We have a communications budget for the whole year and within that we have
to promote and make campaigns for 10 to 12 different shows as well as our creative learning
output, as well as the general branding and signage, as well as season launch material and press
nights, so it’s a fixed amount of money. We’ve already decided from the beginning that there
are certain things that we need to do at the bassline to reach the target audiences that we are
reaching so I have to spend an X number of pounds to produce a brochure and I have to spend
an X number of pounds to produce flyers, etc.…So it’s whatever you’ve got left, you might
decide one show to show basis how much can I invest on digital and how much can I invest on
print and making a nice video and that changes. So, for example, for our last show …. Charlie
Sonata is a completely new play and something that is much more appealing to a slightly
younger audience than our usual demographic, plus we didn’t have a huge budget to market it.
Therefore, we decided we wouldn’t do a traditional direct mail letter, loads of press
advertising or pay for lots of outdoor advertising, because it didn’t have that familiarity factor
and this would be a waste of money. It would not be immediately recognisable like a play like
Hamlet….so we decided not to market it like that, using simply a title and image, instead we
decided to invest in a ‘making of’ video to introduce people to the story and the actors and
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create interest this way. This especially worked with elder audience, where we made a welldesigned direct mail and used this photography wisely and we knew that our target audience
would respond to that and we spent less money on digital, even though we still spent a bit
because it is always part of the mix of the campaign nowadays, it is just a question of how
much. In our case, I say it is always there now but it is just the proportion that is different.
Interviewer: What would you say in conclusion about the whole argument of using digital
technologies and social media platforms to enhance engagement, participation and
education?
Interviewee: Digital is not really going to solve your problems or replace other things or a
cheaper alternative it is all about going back what are your objectives, who you are trying to
reach … and working out where digital can do that in the most effective way. This is because
there will be places where digital will be the cheaper alternative or where digital is better to
directly contact people or pitch around 1000 words in a video which brochure cannot tell about
a show or people will not even bother to read, so it is working out where digital is solving
your problems and use it better. I wouldn’t advocate switching entirely to digital marketing
just because it’s popular, current and cheap - one has to remember that it does cost
somebody’s time and that can be quite an expensive resource - to produce good content or
keep up a good conversation on Twitter, someone has to be very dedicated to that, therefore it
might not cost as much money but it does cost staff time. Also, digital might not be the best
way of reaching your target audience.
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7.2. Appendix II
The following is a transcribed interview with Louise Warmington, Press and Marketing
Manage at The Fruitmarket Gallery in Edinburgh.
Interviewer: What is your strategy to educate your audience online?
Interviewee: The first thing that strikes me is the use of the word education, which we don’t
really use. The general trend towards using the word learning in museum and gallery contexts
has to do with people owning their own learning, instead of setting up a hierarchical
relationship between educator and educated. Online learning is ideal for this, we just provide
the materials and people can explore them at their own pace and in their own way. Then I think
you can talk about online exhibition archive as a rich resource for learning – people can engage
at many levels. It’s more the website than social media that serves a purpose here too, although
Periscope is worth mentioning as a learning tool.
There is more sharing of information that has been collected during the education events. We
are producing more videos and more content that we can share, including: what was done at
these events, and at the same time we’ll promote the organisation as a go to place for young
people.
We have also people who are in charge of “Fresh Fruit” which is giving an opportunity to
young people to access video. Such as: recently we have produced videos in aiming to educate
young people about identity, about what Edinburgh might be like in 2050 and how might young
people change from now and then… so yes, sharing educational stuff it’s a good way to reach
the audience. Most important is to inform and let the people use what we have in whatever
manner that they want.
We want to introduce more online content like interviews with the artists. This reminds me
also of the videos that we have in the Gallery. These videos which are about 15 minutes long
are shortened and used to share on the online platforms, such as: YouTube channel and
Facebook.
Interviewer: Which are the digital forms used to educate the audience? Why?
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Interviewee: Videos are certainly the most engaging with the audience, especially with the
young people. We still upload digital versions of our PDF documents online and are used as
learning resources and people do download them. But through the years what I have seen
changing is the spreading of the word that digital platforms can only do. There are more people
getting to engage online with the videos.
As the Press and Marketing manager, and there is only one of me. I am the one who takes care
of all the running.
We do also have visitor surveys which are filled in in-house by using an IPad.
Interviewer: How is digital technology resulting as a tool to educate the audience and help
you achieve your goal?
Interviewee: Yes, getting the word out there and also getting people in … it is a driver, and
when people see something interesting online and they think that that is something they want
to go to. Photographs in our case are also very good and make them wanted to visit. As a visual
arts venue, we have to make sure to produce good visual photographs which we both produce
as printed for each exhibition and also shared online for people to have access for them.
Interviewer: What are the advantages and the disadvantages that your organisation face by
educating your audience through digital technologies and social media platforms?
Interviewee: It is very difficult to measure. In terms of audience attendance, we have been
having an increase, this is also thanks to the number of events that the organisation has been
organizing, such as music events… But communicating with different people through different
channels is how we get the people to come.
It has been a big advantage for us because people has been spreading the word quicker.
Interviewer: What is the process that you go through in enhancing education via digital
platforms?
Interviewee: Evolving is the word that I may use, because things are always evolving and as
an organisation we have to keep up with it. Especially because have three months per exhibition
and during those three months we have like forty events happening which we have to promote.
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Well for us its quite different. Since we work with different partners most of them are going to
be promoting and some are more involved in the promotions and some are not. We have people
designing in house, therefore, we try to produce most of the stuff so it looks the same and
branded by The Fruitmarket Gallery (flyers, digital media content) … We also use Eventbrite,
so this has been also an advantage for us, because if it is a similar event you can also send an
email reminder and let the audience know about things that they might like too.
A lot of our audience on our social media platforms are also subscribed so they can be informed
and they can see all the information.
Eventbrite is good because if an organisation does not have an online box office system, which
is very labour intensive to take care of, especially if it is a free event… so we use event bright
for ease and also reminds the people automatically.
Interviewer: What are the limitations that you may encounter during the process of
producing educational material?
Interviewee: We do not have a lot of funding; therefore, we have a budget set. We make sure
that we do not produce content which is not user friendly too. An example of that is that recently
we have a talk which was recorded to upload online and because it was not uploaded in the
right format… you cannot always win and there are always these kinds of restrictions within
our space so the quality cannot be always great.
“Periscope” has been the platform that we have been using. People are following via other
social media platforms and they can watch it again…but mainly financially is the issue.
Interviewer: By what do you measure success?
Interviewee: We do have meeting about this 3 times a year and we discuss and analyse how
many followers we had etc.… Our audience is under 34 years old and we have a young
audience following us.
Interviewer: How have digital technology and platforms helped you in enhancing audience
participation in the past years?
Interviewee: Yes definitely, social media platforms have made it easier. Twitter and Instagram
are probably the easiest to see that. On Instagram people take loads of nice pictures and that is
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useful, people are spreading the word and are engaged and being artistic with their images as
well. What we do is we have an Instagram page in out printed leaflet to sort of celebrate the
people’s photographs…
Interviewer: Have you seen an increase in your audience attendance participation and
engagement? How?
Interviewee: …we see an increase of 3% of the audience every year. And as from last year we
had an increase of 11%. Probably it is because we had so many events across the board than
we used to have before per year, from young audience 6 – 7-year-old and elder people.
Interviewer: The opportunity of engaging with the audience prior an event, is it changing
the perspective of your new audience? Is this an advantage or a disadvantage for your
organisation?
Interviewee: It is more immediate. A big disadvantage for us is that all of our events are for
free, and people do not turn up sometimes, but people come anyway even though they haven’t
booked… want I am trying to say is that in the past we had problems with the young people
workshop where we had 26 people who had booked the for the event however only 7 turned
up and that was quite frustrating, because the workshop was great but we need to make sure
that that does not happen again. We want to have more owner ship on our platforms, tracing
and making reminders, call them to confirm that they are coming…. especially because
sometimes we do pay the artists….
However, the advantage is that people out there now know about it and sometimes for particular
events…. we get people who book at the very last minute just because they get to know about
an event through online platforms. There is appetite out there you just need to be present, you
cannot judge when someone is going to be on Twitter…
Interviewer: Are digital technologies and social media platforms worth investing in for your
organisation?
Interviewee: We are investing in equipment to produce better content, such as an IPad and a
camera rig. The organisation is prioritising even more by time in buying good equipment to
livestream, and produce video of quality and most important to make it easier for the people
who work within the organisation including me. At the end, I am sure that if I had to ask for

55

Matriculation Number: 16008212

training they wouldn’t say no, because they know that right now it is working towards that and
to get the work out there.
Interviewer: Do you follow a schedule for you’re the posts that are shared online?
Interviewee: I do schedule from day to day on my to do list, that means that if there is reviews
I post about them, if there is an event that needs a push I post about them, videos that come in,
and sometimes there are events that I cannot post about because they are too full.
Interviewer: What does the process involve coming up with a good digital strategy?
Interviewee: Getting the word out there…It is important to use the right language… social
media is one thing and the website is another. I do not put the same things that I put on one
platform onto another because that won’t work. You get a crap image you cannot use it for
Instagram but taking a better image of a kid in a gallery and speaking about what is happening
during that weekend definitely is more targeted with people who have kids, etc.…. one just has
to think about how people would see it and what will they take out of that a glance because it’s
so quick… The website is used just as a knowledge space it’s an achieve full of information
about where we are, etc.…
Google has been helping in terms of showing where we are, so we are trying to make sure that
it is up-to-date, with good images and information.
Interviewer: Does your organisation still invest more in traditional marketing rather than
digital marketing?
Interviewee: Traditional marketing is ridiculously expensive whereas online marketing is for
free. Distribution of leaflets especially, not the door to door staff that is quite cheap and that is
why we still keep on doing it….
Interviewer: Does your organisation lead the audience from traditional marketing to digital
marketing? Does it work?
Interviewee: We spend around £4,000 on printing... and even though we thought about not
doing it… people are still accessing offline marketing and access online platforms through that.
When we ask the question where did you hear about it, especially for one off events…they’d
have heard of it from leaflets which we posted door to door and people’s feedback would be
that they got to know about it through the door… I think that since they are not used to get
56

Matriculation Number: 16008212

something form us they just look at it because we use it wisely. However, we still do not post
very much because most of the people now have electronic mail so we just reach the through
that.
Interviewer: What might have brought to certain unsuccessful events by using social media?
Interviewee: Eventbrite is a good example…. Where unfortunately sometimes it turns out to
be unsuccessful, because people won’t turn up for the events even though they’d have booked
a ticket. There again, this is because it is for free and we have no control about it till a certain
extend.
In terms of advertising we have started to do more digital advertising and I don’t know whether
that is working and it really difficult to measure in our case because Google analytics which is
really good it gives you an idea of how many clicks have been done…. However, since I am
on my own I have not time unfortunately and I know that I just need to get on it and check if
there are either clicks from straight through our platforms or form other websites like The List
magazine and The Skinny magazine.
Even though online advertising is cheaper than offline advertising we do not know if it works.
Interviewer: Why don't you host an online discussion group?
Interviewee: We do not manage one and we don’t really feel the need because other platforms
are doing the job… an example of that is that recently we had a story where people did use a
platform to discuss on an investment we are doing on the building next to use, where basically
an article was saying that we had forced the place to close to take it over when the owner was
just retiring… but the journalist was just taking the story in another way. However, our
audience where just replying back saying that if you read the exact storyline you’ll get the fact
that it is not like that. And that was a way to know that our audience are supportive on social
media.
Interviewer: Do you connect one social media platform to another to increase the
possibilities of attracting new audience?
Interviewee: Yes, we do connect from our official website to Eventbrite and from Eventbrite
to our social media platforms (Facebook).
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Interviewer: Is your organisation investing in social media platforms because other
organisations in Scotland are doing so?
Interviewee: I mean, I look at other organisation’s social media platforms and see what they
are doing, and certainly those who have much more funding like the Tate … they have hundreds
of people there as part of the organisation who are doing marketing, but looking and learning
and see how you could do something similar certainly that help, and definitely that … However,
I personally I’d like to have much more time to learn about what I am doing… Me not having
enough people working with me is a disadvantage, and I do want to have everything out there
but it is difficult for one person to do that…
Interviewer: What is digital for your organisation?
Interviewee: It makes me think of reaching out there but not on the physical person, it’s like
making sure that we are online 24/7. We do have a big digital audience and a loyal following
as well, because not everyone can come to an exhibition and that is digital is important, in
terms that we can be there for the audience by having web film, images or discussion recordings
and it is important to target that audience, and also aiming to increase it and make sure that it
is contacted as well by making us achieve digital in the future, etc.… it comes to my mind also
the digitalisation of our 40 years of history that we want it to be available for the audience
online.
We have on our bored of members the head of informatics at the University of Edinburgh, and
it is really nice to have him because he is so dynamic and excited to find out new things…. and
that is part of our strategy to work with people like him that help us learn and be part of the
future.
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7.3. Appendix III
This is a transcribed interview with Briana Pegado, who is the Director at Edinburgh
Student Arts Festival (ESAF).
Interviewer: What is digital for the organisation?
Interviewee: Digital for us as an organisation run and function especially as a small festival as
early stage, we are only three years in and as a young student led festival digital is kind of how
we run and promote our festival. I say we approach digital as a marketing and professional
tool, as another way to engage with our audience and recruitment and also to be able develop
the festival. what I mean by develop is learn and research. So, I am personally reading about
other festival, researching about methods, software or other systems that are digitally focused
but that’s all I would say other the development strand of digital.
Interviewer: What is your strategy to educate the audience?
Interviewee: We aim to use social media platforms to educate people throughout the whole
year, however, we do not do enough but for the most part yes. We use social media and digital
channels to promote other arts and cultural events because one of our fundamental aims and
purposes besides of having the festival, is to promote the arts to young people so whenever
there are other festivals, other gallery exhibitions, interesting articles, we share through our
channels and newsletter.
So, we try to educate our customer base constantly because we are a social enterprise. I kind
of see our audience segments differently, our customers are the attendees of the festival, but
then we also have our users who are artist and then we have our team. I see those as three
different groups because the team of volunteers are fundamental for the festival running but
there is a skills development and a learning development through that side of the festival. It is
not fully structured, and it is not fully implemented yet but there is a lot of learning that takes
place while people are taking part in the volunteering and being part of the community. When
it comes to your question of educating audience we try to educate our artists. Our artists are
not professionals, some of them have never engaged with the arts before or shown their work….
We do communicate with them directly but softly trying to give them more tools so that they
understand how the sector works and make them become more professional and successful.
Our audiences we just educate through showing the work.
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Interviewer: Which are the digital forms used to educate the audience? Why?
Interviewee: Photographs definitely, photos are a fundamental way of how we communicate
our festival, even if it is promotional material through our website, because our website
learning pages are important, but our social channels the second go to way for the people to
learn about us, through: newsletter, websites, communications through the community and
Instagram. But I must say that the first is word of mouth. But in terms of other digital media
we have experimented with videos so each year we have a best visual artist award and best
performing artist. For the last year we have had the winners’ exhibition or their piece of work,
we did short promotional video, to be able to promote the artist, interviews with the artist and
we are trying to more. However, it is an issue if we have the capacity of the team to do a lot
more.
…also, to add to the last question as well the festival started off as a short one week festival,
our longer aim and goal was to have and organisation that ran year-round with the purpose of
engaging with people that have never accessed the arts. That kind of stopped at the moment
and we are kind of revaluating that. Last summer we piloted this we spent a month in may
running four series of workshops and where geared towards professionalising artists and we
ran a podcast series. So, the podcast series is purely and fundamentally educational. The idea
is that we bring together creative people in Edinburgh, from different backgrounds, architects,
singers, poets, dancers, etc.… and we bring them together across kind of a wide set of teams
and we have a set of podcast series called ‘Questioning Creativity’. So, the idea is really
informal and it is like hearing a coffee shop conversation of four friends, we get one creative
to host this panel series and the four questions we initially explored were: what does it mean
to be creative, what is the importance of creative space, what is the importance of being a
creative citizen, and what is your impact as a creative in the world. So, this was all recorded
and promoted through our creative partners and through the community, and as a result that is
an online podcast archive.
Interviewer: Was the podcast accessed by the audience?
Interviewee: We did not do much to promote it, but based on an organic reach. Yes, there has
been reach and what was interesting is that we have accessed an audience which we do not
normally interact with which is more professional, older creatives, because our target audience
is an 18 – 35 age brackets.
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Interviewer: How is digital technology helping you achieve your goal?
Interviewee: In terms of our social goals as an organisation it directly allows us to achieve
does goals. So, the festival gives a platform to emerging artists across the Edinburgh
universities and the city but the wider social aim is to increase public access to the arts.
However, the term public is very broad… using the podcast and the other digital tools at the
moment they are the only way that we can achieve does goals and so they are central to how
we do that.
Interviewer: What are the advantages and disadvantages that your organisation face by
educating your audience through digital technologies and platforms?
Interviewee: There are quite a few, but I would say one of the first challenges of educating the
people via digital platforms is that a lot of the algorithms have changed. So, three years ago
when we first started using Facebook and Instagram we would reach an audience more
organically and it was our target audience and it was just by click troughs and natural
references. The algorithms have changes so much on Facebook that we don’t even have an
organic reach anywhere of the same level. Organic reach today is about 200 – 300 people, but
used to be a 1000, so it has been quite impressive to see how quickly that algorithms switches
and change things, secondly it is hard to reach an audience that has not accessed your platforms
before or is not interested in the arts, it is very difficult to reach people who for example are
around the Fringe, so the people that are already interested in the arts are going to be interested
in learning more about it. So, that is a double barrier with digital. You cannot access people
that you wouldn’t normally without using a very clever mechanism. So, we have a lot of
creative partners that we work with and they have own platforms, like Edinburgh Printmakers
and Scottish Storytelling Centre, and that allows us to reach a wider audience. But once again
these audiences are already engaged with the arts and we want to be reaching people that are
not. So, that is the main barrier and why it is not effective to reach different audiences and
wider audiences.
Interviewer: Why do you think that most of the organisations find it slightly important to
educate the audience by using digital technologies and platforms?
Interviewee: Scotland is extremely progressive and is a country that has born recently out of
the enlightenments and the enlightenment of the ideal of education are extremely high here in
this country. So, I think most Scottish organisations fundamentally understand that there is an
element of education that is needed for all of their work, private companies to be more public
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facing... and that is fundamental to believe in the work that these people are doing. So, for us
we are just following into the same kind of what other Scottish organisations and companies
that believe in that, because people here do value the arts.
It is becoming more challenging as Scotland maybe becomes more corporate, more
commercialised, funding has been cut to the arts and people have less disposable incomes so
they are not as much time. Also, arts education has been cut in school curricular so the fact
that a lot of schools across the country don’t have drama and art classes anymore means that
there is more of a push in the sector to educate young people and to educate families and the
public about the arts because they are not getting it in school.
Interviewer: What is the process that your organisation goes through in enhancing
education via digital platforms?
Interviewee: So, we have had an amazing marketing team over the last few years and each
year they will draw the marketing plan and quite often with me but depends on the head of
marketing, sit down with the marketing team and start to look at our growth has been, our
statistics over the last year. When the social media algorithm changed, we had to change our
approach and we had to start spending money. Before we could do it without spending money
on social adverts or anything. But yes, there is a marketing strategy that is spent first around
the timings of the year promoting the festival, but then looking at what our peak time during
the calendar year is. In Edinburgh where arts activity is high, we see how to build our narrative
into that and raise our profile, but we also react to what is happening generally in the arts
landscape, but yes there is planning around the timing, messaging, content, tone and that comes
into the marketing strategy for the year.
Interviewer: What are the limitations that you encounter during the process of producing
educational material?
Interviewee: Capacity. So, I wish we had more capacity to do more research, start sharing
more related and interesting content to be up on the times…. We also like to promote job
opportunities but we do not do as much anymore. What we do is trying to collate all that content
and push it out, but it is quite difficult to be done with a volunteer team.
One of the challenges capacity and volunteer bases and having volunteer team members, when
it comes to social post, it is easier to schedule the social posts because we have buffer and other
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systems to collect them out, but to curate them the way I want them to be challenging because
of capacity…. Second is reach, it is really difficult now because we know that the connect it is
not reaching audiences we wanted to pay, but we do not have the budget for it, so budget is
number two. And the third is also generally speaking digital is becoming over saturated and I
think that a lot of young people are moving ... not everyone…. but there is a culture moving
away from social media, and being on the internet all the time but they actually want to see the
arts and interact with people face to face. So, the fact that the trend where people are thinking
more about social media and digital health and kind of taking a step back .... so that means that
we are not going to be effective as we used to be on digital platforms because people are starting
to react to it negatively and grow away from it.
Interviewer: What do you measure success?
Interviewee: First, what has been successful for use is when we find out that someone has
applied for a job opportunity or been hired for something based on our reference and sometimes
we are told that they have been hired from ESAF volunteers and that is success for us in terms
of education, giving people access to the sector.
The second the engagement online, how many people have read the articles, watched the
videos, listen to the podcast. And the third is when we are doing actual workshops. With being
able to get comments or reviews via Facebook or email telling us that the session we run were
effective…. The workshops and session has been promoted through digital platforms so it’s
turn out to actual events promotion as well.
We do not have key performance indicators, we have a general business plan and a general
strategic plan which we are still working on. But in terms of giving access to the arts we know
that the people are engaging with the arts through the festival because of samples and people
that we have spoken to and also just it is more qualitative evidence…but in terms of key
factors/indicators, that is broader because we have not clearly defined them.
It is because as an organisation we need to set up more strategic goals, long term goals that
would mean to hit certain areas but that is part of the growth and extension and change of the
organisation. It is a transition from just a festival to an organisation that is working all year
round but we definitely have been able to reach our target of engaging new audiences.

63

Matriculation Number: 16008212

Interviewer: Since you have different volunteers how does that effect the organisation?
Interviewee: Running a volunteer run organisation is fundamentally challenging, we have a
core executive team made of volunteers, so we recruit on the festivals each year… in terms of
the long-term health of the organisation that is very challenging, I personally know that we
need payed staff that are more responsible and at a senior level and that’s something that we
have written in the funding applications and that we have been discussing, but given the way
Creative Scotland funding goes and the funding council they change their promises to us in
terms of how they will support us. But yes, we need some core staff, and yes, the challenges
that we face what charity organisations face. And we are not a charity…
Interviewer: How have digital technology and platforms helped you in enhancing audience
participation in the past years?
Interviewee: Digital is the only way that we can engage with any of our audiences we recruit
our artists though our digital platforms: Facebook, email, newsletters, online promotions and
some word of mouth. But that is really the only way we engage and interact with our artists
and with our audiences that is how they found out about the festival. This year was the first
year that we did no print media for the festival and our numbers grew, so we know that most
of our recruitment and festival promotions it’s all digital media.
Offline marketing has helped us in the past …. It has been useful for use to build a reputation
and that reputation has come with word of mouth and still that is the number one way that
people know about us where 70% say word of mouth and 30% say social media. The offline
marketing especially when you are starting is crucial you cannot do it without... because who
are you going to be promoting your product service, festival organisation to if you absolutely
have no standing in the community and that reputation. People will not just navigate through
your page, now because we have built our reputation and we did recruitment for our teams this
year we had an overwhelming number of applicants …. They find out through our website and
through digital platforms. So, what I am seeing in later years after we have built this reputation
it is digital that it is being successful in implementing the promotion, but initially it did start
with word of mouth.
Reputation and brands have to build initially through good branding and good marketing and
that’s carrying the momentum to allow digital marketing and digital platforms to be successful
or whether your branding marketing is through word of mouth and its build that way…
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branding is very important, and without a brand you wouldn’t be able to engage with digital
successfully.
Interviewer: Are digital technologies and platforms worth investing in?
Interviewee: Fundamentally you have to do it especially if you are working with young
people… First social media is fundamental, it is a shopfront, if you do not have Facebook,
Instagram, Website... you’re out of the game entirely, so you need to have those platforms set
up and then you can grow them. So, the second barrier is when you’re trying to grow your
audience. But yes, you have to have them, you have to have those digital tools, otherwise we
would not be taken seriously …
They understand that organisation need to have digital but they won’t give you money for basic
marketing purposes, you will get digital funding if you are building something new or engaging
audiences by giving access through digital platform, for example: if you’re engaging with
people that need British sign language for interpretation, that do not have access to computers
and investing in new computers or new software… that is the way that organisations will give
you funding. For basic marketing and audience reach they do not identify that as a valuable
asset to invest in because it needs to be pushing a boundary, creating new technology or
engaging with technology and digital in a new way.
There is a marketing schedule that is followed throughout the year and there is a more detailed
schedule during the festival period.
Interviewer: Do you find it difficult to follow?
Interviewee: I think that our team is pretty responsive and adaptive when we are engaging
with our social media platforms and digital platforms but what is difficult of us is our
messaging ….
It just involves a lot of planning and away days, research websites and about other different
organisations, taking examples of their posts. However, everyone that comes with the role of a
social media manager comes with their own style. So, we like to be flexible enough on
changing our tone depending on the person that is taking on the job. We tried to be always
energetic, light, informative and interesting and engaging but part of designing our strategy is
been defining what our town is, looking at examples of what kind of content we would like to
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use, collecting the content, scheduling it and then pushing us through our channels. But we
have gone through long branding process we spent 3 months as an organisation defining what
our brand was and how that would look and feel specifically in a digital sphere.
Interviewer: How effective it was for your organisation to introduce social media platforms
to your business strategic framework?
Interviewee: Our digital strategy slots into our business strategy. Our long-term plans are to
grow our audience by a certain number, engage with a certain number of audiences working in
different part of the community, we want to increase our profit and turnover, we want to
increase our reach to get more bodies through the door, looking at other programs that we want
to run and all of this is achieved through our digital platforms because that is how we reach
people.
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7.4. Appendix IV
This appendix holds the tables with the data collected from the surveys to the nine
different small arts and cultural organisations found in Scotland.

Tab. 1. Details about the small organisations representing Scotland which use digital
technologies and platforms.

When was
your
organisatio
n founded?

Number of
full-time
Employees

What is your
annual operating
budget for the
organisation?

What is your
annual budget
for online
marketing?

How important is
digital technology to
promote the arts?

Edinburgh Student Arts
Festival (ESAF)

2014

0

£4,500

£1,000

Extremely important

B

Hidden Door

2013

0

£250,000

£0

Important

C

Jazz Scotland

2010

0

£350,000

£20,000

Extremely important

D

Curious Seed

2005

1

£70,000

£2,000

Important

E

Puppet Animation
Scotland

1980

3

£240,617

£1000

Important

F

Imaginate

1989

6

£750,000

£3,000

Extremely important

G

Centre for
Contemporary Arts

1992

10

£750,000

£37,000

Extremely important

H

The Fruitmarket
Gallery

1974

12

£537,961 (-the
salaries)

£22,000

Important

I

Royal Lyceum Theatre
Edinburgh

1961

100

£3,600,000

£25,000

Important

Average

-

-

-

-

Important

Code

Organisation

A
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Tab. 2. Details about organisations using digital technologies and platforms to enhance
audience engagement in the arts and cultural sector.

Do you agree
that digital
technology has
made art and
culture a more
participatory
experience?

Does your
audience use
your digital
platforms to get
information
regarding the
events organised
by your
organisation?

It has

Do you engage
with the
audience?

Do you believe that
digital technologies
and platforms have
decreased audience
attendance at in
person events?

Do you believe that
your audience is
using these public
platforms to criticise
art and to
communicate their
experience to other
art lovers?

It does

Before / During
/After

Slightly

Slightly

Code

Organisation

A

Edinburgh
Student Arts
Festival (ESAF)

B

Hidden Door

It has

Absolutely

Before / During

Not at all

Slightly

Jazz Scotland

It has

Absolutely

Before / During
/After

Not at all

It does

Curious Seed

It has

It does

Before / After

Not at all

Slightly

Puppet Animation
Scotland

Slightly

Absolutely

Before / During
/After

Not at all

Slightly

Imaginate

It has

It does

Before / After

Slightly

No

Centre for
Contemporary
Arts

Absolutely

Absolutely

Before / During
/After

Absolutely

Absolutely

H

The Fruitmarket
Gallery

Slightly

Absolutely

Before / During
/After

Not at all

Slightly

I

Royal Lyceum
Theatre
Edinburgh

Absolutely

Absolutely

Before / After

Slightly

Absolutely

Average

It has

Absolutely

Before / During
/After

Not at all

Slightly

C

D

E

F

G
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Tab. 3. Details about organisations using digital technologies and platforms to educate their
audience.

Does your
organisation
target to
educate adults
by using digital
technology?

Does your
organisation
target to
educate
children by
using digital
technology?

Has your
organisation
been working
on audience
education via
digital
technology or
digital
platforms?

Does your
organisation
strategically
educates the
audience on
location
whilst
waiting for
a
performance
or event to
start, by
using digital
technology?

Code

Organisation

How important
is digital
technology for
your
organisation to
provide
education to the
public?

A

Edinburgh
Student Arts
Festival (ESAF)

Extremely
Important

Yes

Yes

No

No

No

B

Hidden Door

Not at all
important

No

No

No

No

No

C

Jazz Scotland

Slightly
Important

No

No

No

Yes

No

D

Curious Seed

Slightly
Important

No

Yes

Yes

No

No

E

Puppet
Animation
Scotland

Slightly
Important

No

No

No

Yes

No

F

Imaginate

Not at all
important

No

No

No

No

No

G

Centre for
Contemporary
Arts

Important

Yes

Yes

Yes

No

No

H

The Fruitmarket
Gallery

Important

Yes

Yes

Yes

No

No

I

Royal Lyceum
Theatre
Edinburgh

Slightly
Important

Yes

Yes

Yes

No

No

Average

Slightly
Important

Yes

Yes

Yes

No

No

69

Is educational
material only
accessed by
people who
come from a
certain social
class?

Matriculation Number: 16008212

Tab. 4. The internal challenges that the organisations have to face.

Did you have to
change your
strategy by
including digital
technologies and
platforms?

Have you reached
your objectives in
using digital
technologies to build
relationships with
audiences that
encourage active
participation and
education?

Was it challenging
for your
organisation to
adapt to the digital
changes?

Was it challenging for
mature employees in
your organisation to
understand the value of
digital technologies and
platforms?

Code

Organisation

A

Edinburgh Student
Arts Festival (ESAF)

Slightly

Slightly

No

No

B

Hidden Door

No

Slightly

Yes

No

C

Jazz Scotland

Slightly

Slightly

Yes

Yes

D

Curious Seed

Slightly

Slightly

Yes

No

E

Puppet Animation
Scotland

Slightly

Yes

No

Yes

F

Imaginate

No

No

No

No

G

Centre for
Contemporary Arts

No

Yes

No

Yes

H

The Fruitmarket
Gallery

Slightly

No

No

No

I

Royal Lyceum Theatre
Edinburgh

Yes

Slightly

Yes

Yes

Average

Slightly

Slightly

No

No
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Tab. 5. Why was it challenging for your organisation to adapt to the digital changes?

Why was it challenging for your organisation
to adapt to the digital changes?

Code

Organisation

A

Edinburgh Student Arts Festival (ESAF)

B

Hidden Door

No

C

Jazz Scotland

"Not enough time or funding for proper
training"

D

Curious Seed

"Lack of expertise of team in utilising new
technologies"

E

Puppet Animation Scotland

Yes

F

Imaginate

____

G

Centre for Contemporary Arts

No

H

The Fruitmarket Gallery

I

Royal Lyceum Theatre Edinburgh

71

____

"Everything takes time and a level of
education for the whole staff and there is still
more potential"
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Tab. 6. How organisations get funding for the digital technologies and platforms needed.

Did you seek to get
funding for your digital
strategy?

Did you get any
funding to
effectively
implement your
digital strategy?

Was it public
or private
funding?

Do you have any donors who
are willing to give money for
the use of digital
technologies to enhance
audience participation and
education?

Code

Organisation

A

Edinburgh Student
Arts Festival (ESAF)

No

Yes

Public

Yes

B

Hidden Door

No

No

___

No

C

Jazz Scotland

Yes

Yes

Public

No

D

Curious Seed

Yes

Yes

Public

No

E

Puppet Animation
Scotland

No

No

None

No

F

Imaginate

No

No

None

No

G

Centre for
Contemporary Arts

Yes

Yes

Public

No

H

The Fruitmarket
Gallery

Yes

Yes

(University –
study lead)

No

I

Royal Lyceum
Theatre Edinburgh

No

No

Public

Yes

Average

No

Yes

___

No
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Tab. 7. Details about organisations using digital technologies and platforms to interact with
the audience during an event.

Code

Organisation

Did your
organisation
ever use digital
technology for
the audience to
interact with
during an
exhibition,
performing arts
event or any
other show?

Did your organisation
present any virtual
exhibitions or
broadcast live events?

If Yes, mention a
particular
example:

Yes

"It was somewhat successful, but it
also depended on the audience
member and at what level they engage
with social media"

Yes

"Our podcasts
series of
questioning
creativity, also
for
raffles/giveaways
for tickets to
events"

B: If yes, give a particular example
and say if it was successful or not.

A

Edinburgh
Student Arts
Festival (ESAF)

B

Hidden Door

No

___

No

___

C

Jazz Scotland

Yes

"Live streaming of a concert / updates
about tickets, etc…"

Yes

Live streaming

Yes

"Our creative app available pre-and
post-show during touring; limited
success"

Yes

"In partnership
with presenters
live streaming
performances
into schools"

No

___

"The show called
- As the crow
flies "

D

Curious Seed

E

Puppet
Animation
Scotland

Yes

"We utilise twitter '#' during
manipulate festival and Instagram '#'
also - helps gage audience interaction
and response to the work"

F

Imaginate

No

___

Yes

G

Centre for
Contemporary
Arts

Yes

"Live streaming of talks and
performances - works well to allow
remote audience to engage"

Yes

H

The Fruitmarket
Gallery

No

___

Yes

"Periscope all of
our talks"

I

Royal Lyceum
Theatre
Edinburgh

No

No

___

Average

Yes

Yes

___

___
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7.5. Appendix V
This section contains the infographics which represent the collected data from the
surveys completed by the small organisations that are found in Scotland.
Fig. 1. Did you have to change your business strategy by including digital technologies and
platforms?

Fig. 2. The number of staff (full-timers, part-timers and volunteers) that work with the
Marketing team within the organisation
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Fig. 3. How important is digital technology for your organisation to increase audience
engagement?

Fig. 4. How important is digital technology for your organisation to increase audience
participation?
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Fig. 5. Does your organisation use social media platforms to educate the audience about
particular upcoming shows/events/exhibitions out of moral obligation?

Fig. 6. What is your organisation’s main function?

Other specified functions: Visual Art; Music Festival (jazz and blues specialist); Arts venue;
Creative learning; Production theatre; and Contemporary art.
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Fig. 7. Your organisation is a:

Other specified organisations:

-

We are funded by Creative Scotland for around 45%, we must fundraise and make the rest
from cafe and bookshop income.

-

Independent non-profit. We receive funding from various public bodies (i.e. Creative
Scotland, local councils) on ad hoc - project basis.
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Fig. 8. Which social media platforms organisations make use of:

78

Matriculation Number: 16008212

Fig. 9. Do you have a paid employee or employees whose main responsibility is social media
platforms management?

Fig. 10. Who is responsible for managing your social media platforms?
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Fig. 11. Do you outsource work when you need to install any new digital devices to manage
digital platforms on?

Fig. 12. Which of these lead to the highest engagement with the public on your social media
platforms?

80

Matriculation Number: 16008212

Fig. 13. Does your organisation use digital technology to engage with people who have a
physical disability?

Fig. 14. Which audience seems to be more interested in educational material?
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