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Abstract 

Purpose – The purpose of this paper is to present a critically reflective account of the process of conducting 
an impact evaluation of a dance-theatre company’s staged productions and   workshops. 
Design/methodology/approach – There are two main approaches: the introspective critical reflection on   
the process of performing an impact evaluation; and the drawing/colouring methods used to perform   it. 
Findings – It is more difficult to provide impact evaluations of the soft rather than hard outcomes of publicly 
funded performance arts. The engagement of third-party evaluators may help overcome the challenge that 
many “accepted” approaches are outwith the skill or financial resources of smaller non-profit organisations. 
Research limitations/implications – Although based on a single case, the authors  believe  that  the  
evidence how the use of innovative methodologies may be more appropriate to performing arts impact 
evaluations, even those less familiar to management  researchers. 
Practical implications – This  paper  offers  insights  into  various  methods  of  impact  evaluation  that  
may be of use to smaller non-profit arts organisations who may be constrained by limited skills and 
financial resources. 
Originality/value – This paper provides an original contribution to  understanding  innovative  
methodologies to perform arts impact evaluations, particularly those assessing soft outcomes, and a 
contribution in recognising the role of academic researchers in performing such  evaluations. 
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Introduction 
In a climate typified by constrained resources and funding cuts, attempting to evidence the 
value of an arts or cultural project through an evaluation of its impact, has become of critical 
importance to organisations that undertake such projects. Many such attempts remain  
focussed on hard outcomes that are objective and quantifiable, because to some extent, not only 
are these more readily able to be measured, but also because measurements tend to be more 
welcomed, sought, and highly prized by funders than evaluations of soft outcomes which tend 
to be more subjective, and based more on emotional and experiential dimensions (Fillis, 2011). 
Against this background, this research project has attempted to offer practical insights into 
various methods of impact evaluation that may be of particular use to smaller non-profit arts 
organisations, the ones most constrained by limited skills and financial resources. This paper 
also provides insights into a drawing methodology that may help assess soft outcomes of arts 
and cultural projects involving young children. Through a critical introspective account of the 
process by which the impact evaluation in this particular case was conducted, the paper also 
offers a contribution in recognising the role of third-party evaluators, specifically academic 
researchers, in performing such impact evaluations. 

In the UK towards the end of 2013, following year upon year of cuts, it was predicted that 
local council “quality of life” funding, which includes funding for the arts, “will largely 
disappear in the next three years” (Butler, 2013). In May 2015, with continuing austerity 
measures in the UK, it was reported that there had been a 36 per cent cut to Arts Council 
England’s government grant since 2010 (Youngs, 2015), and in Australia protests against 
the “$105m budget cut to the top arts funding body, Australia Council, were held around the 



 

 

nation” (Tan, 2015). The recent UK Government 2015 Autumn Statement and spending 
review did not evidence the massive cuts, some had forecasted to Arts Council funding. 
Instead, funding of Arts Council England, and national museums and galleries will be 
funded at the same level in 2019-2020 as in 2015, although in real terms this equates to an 
overall 5 per cent reduction in funding (Brown, 2015). However, there remain regional cuts in 
arts funding at a local council level, for example, Birmingham City Council has suffered a 
recent 25 per cent cut, which follows cuts of 20 per cent in 2013 and 17 per cent in 2010, and 

 
 

 

foresees its arts budget cut by a further £1.25 million by 2020 (Brennan,  2015).  
It has been recognised that “one of the major strategic challenges for cultural 

organisations is to balance all the economic issues and constraints such as the allocation of 
scarce resources with the importance of meeting artistic and cultural goals” (Hume and 
Mort, 2008, p. 312). Indeed, many individuals and organisations involved in the creative 
and cultural industries are reliant upon either public money or charitable endowments to fund 
their artistic endeavours. Because of the nature of this type of funding, such individuals and 
organisations must find ways of attempting to evidence that past funding has been 
worthwhile in order that they may then improve their chance of securing future funding. 

The authors of this paper were engaged with undertaking a third-party evaluation of the 
impact on young schoolchildren of a dance-theatre company’s staged theatre productions 
and school-based workshops in order to strengthen that company’s bids for further funding. 
This company had very recently performed their stage dance-theatre show in four different 
counties within the region for which we were asked to undertake this impact evaluation, and 
in those counties also conducted participatory dance workshops in 14 primary schools 
involving 617 schoolchildren aged six to seven years. 

The focus of the remainder of the paper is on the process by which this evaluation was 
performed. Impact evaluations form a central part of many such organisations’ marketing 
strategies, and are relied upon heavily not only when positioning the organisation in an 
increasingly competitive funding arena, but also when positioning the service that is offered 
by the organisation to  consumers. 

This paper does not intend to delve into the value-laden arguments concerning whether 
or not the impact of the creative and cultural industries should be measured, nor is it 
concerned with simply presenting results of measuring the impact of such endeavours. 
Rather, its aim is to present a critically reflective account of the process undertaken          
by  the  authors  when  conducting  an  impact  evaluation  exercise.  Ambiguity  within  
the title of the paper is therefore intentional, as this research is concerned with not only 
evaluating the impact of the performing arts, but also with the act of performing arts 
impact evaluations. 

In terms of relevance to the domain of arts marketing, as categorised by O’Reilly (2011), 
this paper will contribute to the areas of cultural economics (which includes impact analysis) 
and the performing arts. In terms of this paper’s methodological contribution, we have 
adopted not only an introspective critical reflection on the process of performing an impact 
evaluation of the arts, we have also employed creative drawing and colouring 
methodologies in performing this evaluation, suitable to the young age of the research 
participants (six to seven years), in keeping with using creative methods that may be less 
familiar to business and management researchers, but which may better “mirror those 
found in arts marketing practice” (Fillis, 2011, p. 14). 

 
Evaluating performing arts experiences 
When considering the various research approaches applied to such issues in the extant 
literature we found a number of relatively recent studies that have incorporated not only a 
consideration of the experiential aspect of audience engagement with the performing arts, 
but also some evidence of the use of more creative research  methods. 



 

 

 

 
 

Hume and Mort (2008) propose that in addition to evaluating the core performance   
and show experience along with peripheral aspects of service quality, research should 
include an evaluation of value and customer satisfaction. So, for example, in their study, 
questions regarding service quality focussed on rating core issues of the service experience 
such as “the technical aspects of the show, the actors, stage and show performance”, 
whether the show was deemed “stimulating, entertaining and professional”, and whether the 
show was what audience members expected to experience, along with the more  peripheral 

                                  aspects of the service including “access, parking and transport to the venue”,   organisation 
within the venue, and behaviour of “ticketing, seating, cloaking and refreshments” staff at 
the venue (p. 316). 

Recognising the shift towards service-dominant logic, Conway and Leighton (2012, p. 37) 
understand that “this is related to experiential marketing in which contexts, emotions      
and symbolic aspects of customer experiences are significant”, yet with regard to 
experiential marketing in the arts and cultural sectors “the role and expectations of the  
visitor as an active, skilled  and  discerning  participant  in  the  consumption  process  
have been neglected and models of consumption have tended to  treat  consumer  
behaviour somewhat narrowly”. Similarly Wood and Moss (2015, pp. 45-47) propose that 
such research should be framed “within the concept of experiential marketing” because it   
is the live event experience which creates an emotional response, further asserting that 
there appears to be a “clear link between emotional response (to the event experience)    
and satisfaction”. Endeavouring to capture insights into the emotions and experience of 
such participatory and  active  audience  members,  Wood  and  Moss  included  use  of  
the  day  reconstruction  method  in  their  research,  although  recognising  that  with    
such methods, attention needs to be paid to issues  of  participants  memories  of  the  
staged event: 

Emotions are stored in experiential memory which is short lived, memories of emotions are stored 
in episodic memory and beliefs, formed partly due to those emotions, are stored in semantic 
memory. The experienced emotion can therefore be different to the remembered emotion and both 
will affect beliefs and possibly, attitudes and behaviour. This understanding already has 
implications for experiences at events and how best to capture data on the emotions generated by 
those experiences (Wood and Moss, 2015, p. 48). 

 

In their study of a participatory performing arts programme in schools, Jones et al. (2004, p. 351) 

focussed on evaluating The Rock Challenge “a school-based performing arts programme that 
aims to promote healthy lifestyles amongst secondary school students” thus focussing on 
students aged between 11 and 18. This programme is implemented at the school level, and 
teams of students from different schools enter nationwide competitions, and are given the 
creative freedom within their school to create “a dance-or drama-based performance that is 
accompanied by music and lighting effects”. Thus the implementation of the programme varies 
at a local level, and evaluation focussed on the “process” of implementing the programme 
rather than on performance or  participation. 

Douglas et al. (2000, p. 209) considered evaluation issues of Theatre in Education 
programmes for health education, focussing on an initiative aimed at young people aged 
between 11 and 21. These authors used an evaluative case study, because “traditional 
research methods were thought to be not well suited to evaluate what was a creative and 
artistic endeavour”, and based this decision on earlier suggestions about the type and 
appropriateness of different research methods in such  cases: 

 

Where there are some instruments that purport to measure creativity, the applicability of those 
instruments in diverse situations is at least open to question. Thus a program attempting to make 
students or clients more creative might do better to document in detail the activities, behaviours, 
thoughts and feelings of participants than to administer some instrument (Patton, 1987, p.   37). 



 

 

Fineberg’s (2015) blog focusses on arts programmes that are also embedded within an 
educational curriculum which can impact on students’ learning of basic arts practices. 
When teachers evaluate these initiatives they can make observations that a student is 
“applying to an academic class what has been learned as part of an arts session or total 
experience”. For artists, indeed that the very “notion of ‘evaluation’ becomes unsettling and 
intrusive for many and at times it can elicit real resentment”. Therefore Fineberg believes 
that both educators and artists should both bring their different strengths to provide useful 
insights to the evaluation process for third-party   evaluators. 

 
Evaluating impact 

Evaluating the impact of cultural endeavours tends to measure inputs, outputs and outcomes 
(Lingayah et al., 1997) from the perspective of cause and effect (Landry et al., 1993). Such a 
focus can, in no small part, be attributed to the way the cultural industries are funded, where 
public money or charitable endowments can often be the only source of funding for many 
non-commercial creative and artistic endeavours (Caust, 2003) which in turn tends to require 
accountability for the use of such funds (Fineberg, 2015; Fillis, 2011; Kelly and Kelly, 2000) 
with organisations in the cultural and creative industries having to “find quantifiable ways to 
show how their service makes a difference” (Anderson, 2008, p. 31). The practice of evaluation 
therefore tends to focus on the use of methods that can demonstrate “the contribution of arts 
and culture to the social and economic objectives of national and local government, and other 
key partners” (Reeves, 2002, p. 1), where “contribution” tends to be equated to impact, which in 
turn, becomes a construct that not only can, but should be measured, setting the stage for: 

[…] a generation of impact studies, and other analyses commissioned by local authorities and other 
public funding agencies, which sought to document and argue the case for the role of the arts and 
creative industries as important agents for economic development and urban renewal, and begin to 
measure this impact in quantitative terms (Reeves, 2002, pp. 7-8). 

Impact in these terms may also be measured indirectly, for example, in terms of additional 
economic activity brought about from those participating in cultural activity also 
contributing economically to secondary activities such as tourism or retail consumption 
(Reeves, 2002). Importantly, social impact is less well defined than economic impact, and is 
thus more difficult to evaluate. 

There are also challenges to be faced when considering the differences in the language 
used when considering the arts, cultural industries, and the performance arts, etc., where no 
single accepted all-encompassing definition of the wide range  of  activities  exists  
(Reeves, 2002), and where the language of the arts as performance may clash with the 
language of business as evaluation (Fillis, 2011) or educational evaluation (Fineberg, 2015). 
Moreover, the subjective nature of social outcomes makes these harder to measure than 
either outputs or inputs (Butcher and Marsden, 2004; Lingayah et al., 1997), yet there 

remains an assumption in much of the literature that “measurement” is an unassailable 
construct and its necessity “is agreed upon by the majority of authors” (Wood, 2005, p. 38). 
Some literature questions whether it is appropriate to “measure” at all (Kelly and Kelly, 
2000), with arguments tending to be based on the “arts for art’s sake” premise that there is 
an inherent value to the creative and cultural arts which should not be evaluated in purely 
rational economic terms (Caust, 2003). Even when evaluating impact on the lives of 
performance arts participants or audiences, the literature is polarised at one extreme with 
purely quantitative evaluations (Brewster, 2014), and highly qualitative evaluations at the 
other (Walmsley, 2013). Fillis (2011, p. 16) believes it is appropriate for “arts marketing 
research to embrace both hard and  soft  dimensions  of  evaluation”  and  that,  because 
“the creation of an artwork involves many creative inputs and its success will be judged in 
both qualitative and quantitative terms, depending on who is doing    the evaluating”. 

 
 

 

 



 

 

 

 
 

 

When impact is “measured” quantitatively, concepts such as “engagement” with the arts 
can also consider whether individuals are engaged as creative or receptive participants, with 
a recent Australian study (Australia Council for the Arts, 2010) finding that younger  
people (aged 15-24) tended to be more heavily engaged as creators whereas older people 
(aged 35-64) tended to be more heavily engaged as consumers of the arts. Data from the USA 
reveal that younger school aged children are more likely to participate in performing arts in 
school than older pupils, with many studies finding positive associations between school 

     arts participation and desired behavioural and academic outcomes (Child Trends, 2010). 
Daykin et al. (2008) undertook a systematic review of articles published between 1994-2004 
considering performing arts activities undertaken in school and community settings with 
young people aged 11-18. Their review found high levels of participation by young people in 
activities such as drama, and that participation in such activities was often reported as 
evidencing health and behaviour benefits amongst this age   group. 

Anderson (2008) points out that, when measuring soft outcomes, while “the most 
commonly used method has been to use case study examples showing ‘the journey’ a person 
has experienced whilst working with an organisation”, such methods are not usually 
deemed by funders to provide sufficient evidence of impact. Instead, Anderson (2008, p. 36) 
identifies the “four major soft outcome measurement systems in the present  marketplace”: 

• The Outcomes Star – that captures “a client’s ‘Journey of Change’” (Anderson, 2008, p. 32). 

• The Spirit Level – a tool to profile the quality of life of service users. 

• The Rickter Scale – which service users themselves score, where achievements can be 
recorded in areas important to the service user (Anderson, 2008). 

• The Soul record – “Soft outcomes for adults are divided into three main areas: 
‘attitude’, ‘personal/interpersonal’ and ‘practical’, whereas for children and young 
people, soft outcomes may be measured against the five outcome areas of Every 
Child Matters (i.e. Being Healthy, Staying Safe, Enjoying and Achieving, Making a 
Positive Contribution, Economic Well-Being)” (Anderson, 2008, p. 35). 

The Paul Hamlyn Foundation, “one of the UK’s largest independent grant-giving 
organisations” (www.phf.org) has similarly produced an “Evaluation  resource  pack”  
(Paul Hamlyn Foundation and NIACE, n.d.). This pack recognises not only that a lack of 
perceived skills in evaluation can lead managers in some organisations to outsource this 
activity, but also that objective third-party impact evaluation can be a condition of  
funding. The pack includes information specifically targeting the voluntary sector about 
both the principles and practices of evaluation, stressing that “it’s a way of collecting 
evidence and analysing it so that you can demonstrate to others whether your project met 
or exceeded your expectations” (p. 14). This pack describes various methods of  
researching impact (p. 27), such as surveys and questionnaires; face-to-face interviews; 
telephone interviews; focus groups; users’ forums; listening campaigns; doing a SWOT 
analysis; appreciative inquiry; open space; conducting a participatory  review;  graffiti 
walls; storyboards; story-telling and testimonies; logbooks, blogs and webchats; photo 
diaries and scrap books; video and audio diaries; feeling boxes; performances and 
presentations. While some of these methods will be familiar to management and  
marketing researchers, others tend to be less used or not used at all outside of research in 
the cultural and creative industries. Lawrence and Philips (2002, p. 430) have called for 
management researchers “to take the commercial production of culture more seriously” 
although recognising that this may require a major shift towards methods and 
methodologies more in use in fields such as art and literature that tend to be less familiar  
to business and management researchers. This also strengthens  the  argument  for  
bringing  in  third-party  external  evaluators,  particularly  for  arts  programmes  that   are 

http://www.phf.org/


 

 

involved in educational settings, who may have wider skills in a variety of different 
research methods (Fineberg, 2015). 

Moreover, while recognising that “in the current policy context evaluation has become a 
technocratic ‘hoop’ for arts organisations to jump through in an endless mutual narrative 
driven by cultural policy, instrumentality and accountability” there is a call to move away 
from “toolkit” based evaluations towards a more “informative, generative, critical and non- 
partisan” approach that would rethink “evaluation as a critical practice”, and lead to a 

 
 

 

rethinking of “the relationship between participatory arts and cultural policy” (Rooke, 2014).      
While much of the literature on evaluation within the arts and cultural industries literature 
remains focussed on the debate between arts for art’s sake vs economic rationality of a 
measurement of the “value” of the arts, the main themes arising in the literature are 
summarised in Table I. 

 
Method 
Two research issues will be addressed within this paper: the process of performing an 
impact evaluation of the arts, which was undertaken using introspective critical reflection; 
and the methods used to perform the  evaluation. 

Our task was to provide a dance-theatre company with an evaluation of the impact of 
their work, both in terms of staged theatre productions and school-based workshops 
undertaken with children aged six to seven  years. 

The key advantages of using some of the evaluatory methods outlined by Anderson (2008) 
such as the Outcomes Star, Spirit Level, Rickter Scale or Soul Record are that they assess soft 
outcomes. However, a key disadvantage is that these are proprietary, and therefore tend to 
cost more than small arts organisations can afford to pay, even though Fineberg (2015) 
identifies that some funding does include an amount specifically for evaluation. 

Of the other methods identified in the literature review, notably by the Paul Hamlyn 
Foundation and NIACE (n.d.), many were simply not considered appropriate for this 
project because of the age of the children would have precluded their use. Moreover, we 
wanted to purposively choose a more artistic and creative method for the evaluation, as 
deemed more appropriate by Lawrence and Philips (2002) and  Fillis  (2011).  
Fineberg (2015) also stresses the importance of the size and scale of the evaluation to      
be fit for purpose so that the tail does not end up wagging the dog. Therefore a small scale 
qualitative approach was deemed appropriate. We then employed a method of collecting 
data through colouring in that was deemed suitable to undertaking research with young 
children. This method was designed to result in the assessment of soft outcomes relating   
to the identification of relatively simple emotions that the child participants may have 
experienced during the workshops and   performances. 

 

Focus of evaluation 
 

Accountability to funders Anderson (2008), Caust (2003), Fillis (2011), Fineberg (2015), and Kelly 
and Kelly (2000) 

Project implementation Jones et al. (2004) 
Achieving and evidencing “value”    Anderson (2008) and Hume and Mort (2008) 
Emotional, experiential and service 
aspects 
Arts for art’s sake vs economic 
rationality 

 

Results through the use of creative 
research methods 

Conway and Leighton (2012), Hume and Mort (2008), Patton (1987), and 
Wood and Moss (2015) 
Brewster (2014), Caust (2003), Kelly and Kelly (2000), Landry, Bianchini, 
Maguire and Worpole (1993), Lingayah et al. (1997), Reeves (2002), 
Walmsley (2013), and Wood (2005) 
Anderson (2008), Douglas, Warwick, Whitty and Aggleton (2000) , Fillis 
(2011), Patton (1987), and Rooke (2014) 

 
 

 

 
 



 

 

 

 
 

At the request of the dance-theatre company, our original research design also included a 
plan to further assess impact by gathering the views of teachers from schools that had 
participated in the workshops and attended the performances. A relatively short Likert-
scale questionnaire was designed that attempted to evaluate the extent to which teachers 
believed attending the performance and participating in the workshops had enabled the 
children to appear to be more confident, more creative in the classroom and playground, 
able to express themselves more clearly, appear more alert in class, had a 

     positive impact on the children’s play and on their behaviour. It also asked about the extent 
to which teachers believed the children enjoyed the opportunity to be involved with the arts 
in general, and with dance in particular, enjoyed watching the performances, enjoyed the 
experience of going to the theatre, and enjoyed the overall experience of engaging with  
the dance-theatre company. Further questions asked teachers about their perceptions of the 
overall effect on the school of engaging with the dance-theatre company, and on their own 
performance as teachers, including questions about their own confidence levels in the 
classroom, and in particular their confidence in engaging children with becoming more 
active in class. However, despite numerous contacts from both the dance-theatre company 
and the researchers, only five teachers completed the  questionnaire. 

The research approach we adopted for the impact evaluation was discussed and agreed 
in advance with the dance-theatre company. As it involved researching the views of young 
children, we ensured adherence to an appropriate ethical approach to gathering data in 
keeping with both the university and various schools’ ethical policies. Our choice of method 
was also based on a consideration that children may not openly discuss their feelings when 
in a group environment and may not fully understand what is happening. We chose 
therefore not to use any method that may cause distress or upset for some of the children as 
they either may not wish to discuss their feelings or indeed may not comprehend what is 
happening. We also understood that participating in any form of research may be a 
completely new experience for them. We were also keen to minimise any response bias 
where participants might respond in a manner that they think they should  respond  
because they think they are being “good”. We therefore realised that creative but also 
appropriate methods of data needed to be identified, along with ways to connect with the 
children using a method that they were familiar with, were comfortable and had experience 
of using. Interestingly, the specific drawing method we employed in our impact evaluation is 
not identified in any of the resources identified as specifically appropriate to measuring 
soft outcomes. 

Drawing methodologies are not a new phenomenon, but are predominately confined to 
research studies where children are the main participants (Guillemin, 2004) possibly because 
children tend to enjoy drawing and their drawings can act as a form of communication 
where sometimes words may fail them (Kuhn, 2003). Unlike adults who may get 
embarrassed when asked to draw and believe that as an adult they cannot draw very well 
(Guillemin, 2004; Morgan et al., 2008), the use of drawing can allow a child to become more 

involved with the research and create an element of fun, and gives a child time to answer the 
question that has been put forward by the researcher (Punch, 2002). Drawing is a non-
invasive form of data collection that can access data from vulnerable members of society 
such as children without intruding into their personal spaces (Morgan et al., 2008). Colour 
is an essential part of everyday life (Hemphill, 1996) and can awaken emotions and affect 
a person’s mood (Boyatzis and Varghese, 1994; Haber and Hershenson, 1973; Hemphill, 
1996; Wexner, 1954). The use of colour is a prominent feature in children’s daily lives 
(Boyatzis and Varghese, 1994), and children as young as three can connect colour and 
emotion (Zentner, 2001). Research has identified that brighter colours such as red, orange, 
yellow, purple, blue, pink and green are more likely to be associated with positive emotions 
such as happiness, excitement and relaxation, whereas darker colours such as black, brown 



 

 

and grey are connected to more negative emotions like sadness, anger and boredom 
(Boyatzis and Varghese, 1994; Hemphill, 1996). Studies have ascertained that boys tend to 
have a less negative view of these darker colours and associate them less with negative 
feelings than girls (Boyatzis and Varghese, 1994; Hemphill, 1996; Zentner, 2001). 

In previous studies using colour the participants were presented with a set number of 
colours (Boyatzis and Varghese, 1994; Hemphill, 1996; Wexner, 1954) ranging from eight 
(Wexner, 1954) to ten colours (Hemphill, 1996). Participants were asked when they were 
faced with a colour what was their emotional response to that colour (Hemphill, 1996). As the 
research participants in our study were aged six to seven years, instead of expecting them to 
elicit a range of emotional responses to colours, we chose instead to identify in advance a list 
of ten relatively simple emotions that participants may have experienced during the 
workshops and performances. We purposively chose pairs of positive and negative 
emotions as much as possible: happy/sad, excited/bored, confident/scared, energy/sleepy, 
fun/angry. We also chose to use words such as “energy” rather than “energetic”, recognising 
that while the latter may be more usual to describe an emotion, the former may be more 
understandable to the young children participating in this research. Each child was 
provided with a sheet of paper, and a range of coloured crayons. The paper had been pre-
printed with a row of ten simple square boxes, one for each emotion we had identified. 
There were then eight further square boxes, and participants were invited to identify, by use 
of the colours they had previously associated with a specific emotion, up to four emotions 
they had experienced at the participatory dance workshop and as audience members of the 
dance company’s performance in the theatre that they had recently attended. The number of 
colours available to the children was to be limited as too many colours could create too many 
variables and confuse the results (Wexner, 1954). We based our selection of eight potential 
colours on  previous  studies  undertaken  by  Boyatzis  and  Varghese  (1994)  and 
Wexner (1954). When Punch (2002) conducted her research she found that when given free 
choice, the older children took their favourite colours leaving a limited amount of colours for 
the younger children. Our participants were 34 boys and 34 girls from three schools, and the 
research was conducted in each school as part of the participants’ lesson time with teaching 
assistants helping the researcher in the classroom environment. Also in line with Boyatzis and 
Varghese’s (1994) research, we first tested to ascertain a link between colour and emotional 
response by asking participants to colour in each square shape relating to each emotion we 
had identified, i.e. to fill in one square with whichever colour they associated with “happy”, 
another square for “sad”, and so on until all the emotional states we had identified were 
covered. We asked to select a different colour to represent each emotion (although as will be 
seen in the findings, most children followed the instructions, but some children chose to colour 
in certain of the squares with multiple colours). This enabled the researchers to draw 
inferences of meanings through the colours without expecting the young participants to make 
a verbal link between colours and emotional states. Having chosen which colours they 
associated with each emotion, next the participants were asked to identify which colours best 
represented up to four emotions they experienced in both the workshops and in the 
performance. The number of emotional responses they could each identify was limited in 
order to not confuse the young participants with an overly complex association exercise. 
Thus, if for example, in the first task a participant had coloured in “excited” with the colour 
red, and “bored” with the colour green, and then coloured in how they felt at the workshop as 
red and the performance as green, we could infer that the child was excited at the workshop 
and bored at the performance. Even if another child had identified these same emotions with 
different colours, for example, having chosen blue to represent “excitement” and black to 
represent “bored”, we could still infer that this different child had experienced similar 
emotions to the other during the workshop and the performance despite the use of a different 
colour to represent the same emotion. 

 
 

 



 

 

 

 
 

Colour and emotion are subjective and a participant’s positive or negative reaction to a 
particular colour will be determined by their own experience relating to particular colours 
(Boyatzis and Varghese, 1994) and cannot be predetermined or known by the researcher. 
Therefore it was imperative that the elements which could be controlled were limited: 
colours, classroom environment, questions and data collection sheets. To ensure that the 
instruments used within this research study are reliable as possible, colours, question style/ 
format/boxes were informed by literature. Moreover, also in line with previous research, 

     “in  order  to  increase  the  validity  of  the  findings  each  researcher  analysed  the    data 
separately in order to identify indicative findings. Both researchers’ interpretations of the 
data were in agreement, despite the very individual nature of interpretative research” 
(Skinner and Stephens, 2003, p. 184). 

This paper also aims to offer insights into the process of conducting an impact 
evaluation of a dance-theatre company’s staged productions and workshops. In order to do 
this, the researchers chose to use the method of critical introspection. Both authors had 
practical experience gained within the performing arts prior to entering the world of 
academia, and so were able to perform the evaluation from a relatively informed 
perspective. It has been recognised that “many conventional research techniques 
incorporate introspective components without discussing the introspective implications or 
even mentioning them. On the other  hand,  a  number  of  qualitative  techniques  are  
built on introspective procedures using the introspective process and discussing it but 
avoiding the name of introspection” (Kleining and Witt, 2000). This paper instead explicitly 
includes an introspective method of data collection based upon one of the researcher’s 
attendance at one of the dance-theatre company’s performance, designed to assess the 
impact of the performance on the child audience. This paper uses an accepted form of 
introspection in that did “require inner observation” and the “generation of descriptions  
and explanations” (Ericsson and Fox, 2011, p. 351). As this research was concerned with not 
only evaluating the impact of the performing arts, but also with the act of performing     
arts impact evaluations, introspection seemed to be an appropriate  method  to  use  
because it affords “both a means of data collection and a means to study inner processes” 
(Kleining and Witt, 2001). 

 

Discussion of findings 

First, highlights from the introspective account of one of the dance-theatre company’s 
staged productions provided by one of the researchers are presented; second, we present 
results analysing children’s emotional responses to their engagement with the company; 
and, finally, the critical reflection of the research process. 

 

Introspective account of performance 
One of the researchers attended one of the staged dance-theatre performances. The personal 
introspective account included notes concerning the venue: “The theatre was quite old and a 
little run down, the stage had a simple set of three screens with a jumble of clothes around 
the screens and the perimeter of the stage”; the audience reaction “When the lights went 
down it was pitch black, which made some of the children shout out ‘Woooo’”; and notes on 
the actual performance “the performance started with the two dancers under the clothes 
playing a game of hide and seek with each other; the music was not recognisable as 
mainstream music but had lots of bells and chimes as if it was replicating school bells or to 
signal the start of something. Throughout the performance the style of dance portrayed a 
childlike quality that mimicked children’s games such as ‘Tag’, ‘Hide and Seek’ and ‘Follow 
My  Leader’  which  was  performed  with  tons  of  energy  and   facial   expressions. 
When interacting with the screens or the characters created on the screens the dancers 
stayed  in  a  ‘childlike’  character  themselves  and  maintained  a  lot  of  eye  contact  and 



 

 

interaction with children. There were several different scenes throughout the performance 
with nearly all involving the three screens on the stage using either animation or shadows. 
All the animation was simple and uncomplicated […] The dancers interacted with all the 
animation on the screens. This ranged from creating magical underwater scenes where the 
dancers went deep sea swimming (at this some of the children shouted out ‘Wow’) and 
played with star fish, strange  bird animal like creatures where the birds flew across        
the screens and into the dancers pockets and also animated and shadow format versions  of 

 
 

 

the dancers. Also the animation created some characters that were scary, there was a clothes      
monster (which looked like it could have been created by a child) which the dancers 
appeared to be afraid of and ran away only to realise that the monster was nothing to be 
scared of”. The use of shadow play was also integrated into the performance, created 
through the use of “either hand shadows or the dancers behind the screens, in particular 
when rabbits and cats were created using hands this really impressed the children as you 
could hear and see them pointing out the different animals”. The researcher summarised 
that “On the whole the performance created a magical mystical place of imagination, wonder 
and make believe which involved the children in a world which they could relate to as the 
performance was performed in a childlike manner using mediums they are familiar with.  
It was clear that the children enjoyed the performance although after a while the children 
did become restless”. 

 
Children’s emotional responses 
A simple frequency analysis was undertaken of the colouring sheets, identifying how many 
times any particular colour was chosen overall to represent an emotion (Table II), and which 
colours were more frequently chosen by boys and which by girls (Table III) – italic figures in 
Tables II and III highlight the colours most frequently representing an emotion; which 
emotions were more frequently associated with attendance at the dance-theatre company’s 
staged production (Table IV) and if this differed between boys and girls (Table V); which 
emotions were more frequently associated with participation in the workshops conducted in 
the schools (Table VI), and if this differed between boys and girls (Table VII). 

Thus the results will be presented as simple frequency analyses of the number of 
occurring colours/emotions, making this more akin to the way texts are subject to a content 
analysis in order to quantitatively describe manifestations of the content of communication 
(Berelson, 1952), thus employing only a “quasi-quantitative” method of analysing 
qualitative research, where results do not have to be subject to the same objective replicable 
statistical analyses as when conducting quantitative research (Hansen et al., 1998), but 
where, instead, counting is being used to identify specific characteristics of communications 
(Holsti, 1969). In this case the specific characteristics are the various colours chosen by the 
research participants to communicate emotions. 

 

Happy Sad Excited Bored Fun Angry    Confident    Scared     Energy    Sleepy 

n    % n % n % n % n % n % n % n % n % n % 

Red 24  35.3  12  17.1  17  24.6     4     5.8   11   15.9   16  23.2   17   24.6 7   10.1   12  18.2     5   6.7 

Yellow 18  26.5 3 4.3 10 14.5 10 14.5 14  20.3 4 5.8 15 21.7 3 4.3 5    7.6 7 9.3  
Blue 13  19.1 4 5.7 10 14.5 7 10.1 10  14.5 5 7.2 12 17.4 9 13.0 11  16.7 11 14.7 
Green 2    2.9 2 2.9 8 11.6 11 15.9 15  21.7 9 13.0 6 8.7 7 10.1 12  18.2 6 8.0 
Purple  10  14.7 5 7.1 14 20.3 4 5.8 8  11.6 4 5.8 6 8.7 1 1.4 4    6.1 10 13.3 
Brown    0   0.0 11 15.7 1 1.4 12 17.4 6    8.7 15 21.7 6 8.7 9 13.0 6    9.1 11 14.7 Table II. 
Black 1    1.5 32 45.7 4 5.8 13 18.8 2    2.9 14 20.3 6 8.7 18 26.1 2    3.0 14 18.7 Colours chosen 
White 0 0.0     1    1.4    0 0.0 7  10.1 0 0.0 2 2.9 0 0.0 5    7.2    0 0.0 3    4.0 to represent 
Multi 0 0.0     0    0.0    5 7.2 1    1.4 3 4.3 0 0.0 1 1.4   10  14.5  14 21.2 8  10.7 emotions – overall 

 



 

 

 
Happy Sad Excited Bored Fun Angry    Confident    Scared    Energy   Sleepy 

n % n % n %    n    % n %    n    % n % n    %     n     %    n    % 
 

 

Red 
Boys   12   35.3 9 26.5 10 29.4 1 2.9 3 9.1 7 20.6 10 28.6 3 8.8 7 20.6 2 5.6 
Girls   12   35.3 3 8.3 7 20.0 3 8.6 8 22.2 9 25.7 7 20.6 4 11.4 5 15.6 3 8.6 

 Yellow 
Boys 7  20.6 0 0.0 4 11.8 6 17.6 8 24.2 3 8.8 7 20.0 2 5.9 2 5.9 5 13.9 
Girls   11   32.4 3 8.3 6 17.1 4 11.4 6 16.7 1 2.9 8 23.5 1 2.9 3 9.4 2 5.7 

Blue 
Boys   10   29.4 2 5.9 6 17.6 4 11.8 2 6.1 0 0.0 8 22.9 3 8.8 7 20.6 6 16.7 
Girls 3 8.8 2 5.6 4 11.4 3 8.6 8 22.2 5 14.3 4 11.8 6 17.1 4 12.5 5 14.3 

Green 
Boys 1 2.9 1 2.9 5 14.7 5 14.7 11 33.3 4 11.8 1 2.9 1 2.9 7 20.6 2 5.6 
Girls 1 2.9 1 2.8 3 8.6 6 17.1 4 11.1 5 14.3 5 14.7 6 17.1 5 15.6 4 11.4 

Purple 
Boys 3 8.8 4 11.8 1 2.9 3 8.8 3 9.1 2 5.9 5 14.3 0 0.0 0 0.0 4 11.1 
Girls 7  20.6 1 2.8 13 37.1 1 2.9 5 13.9 2 5.7 1 2.9 1 2.9 4 12.5 6 17.1 

Brown 
Boys 0 0.0 8 23.5 0 0.0 4 11.8 3 9.1 7 20.6 1 2.9 7 20.6 3 8.8 3 8.3 
Girls 0 0.0 3 8.3 1 2.9 8 22.9 3 8.3 8 22.9 5 14.7 2 5.7 3 9.4 4 11.4 

Black 
Boys 1 2.9 10 29.4 4 11.8 8 23.5 1 3.0 9 26.5 2 5.7 9 26.5 1 2.9 8 22.2 
Girls 0 0.0 22 61.1 0 0.0 5 14.3 1 2.8 5 14.3 4 11.8 9 25.7 1 3.1 6 17.1 

White 
Boys 0 0.0 0 0.0 0 0.0 2 5.9 0 0.0 2 5.9 0 0.0 3 8.8 0 0.0 2 5.6 
Girls 0 0.0 

Table III. 
1 2.8 0 0.0 5 14.3 0 0.0 0 0.0 0 0.0 2 5.7 0 0.0 1 2.9 

Colours chosen to Multi 
represent emotions – Boys 0 0.0 0 0.0 4 11.8 1 2.9 2 6.1 0 0.0 1 2.9 6 17.6 7 20.6 4 11.1 
by boys and by girls Girls 0 0.0 0 0.0 1 2.9 0 0.0 1 2.8 0 0.0 0 0.0 4 11.4 7 21.9 4 11.4 

 

n % 

 

 
 

 

 

 

 

 
Table   IV. 
Emotional responses 
to the performance – 
overall 

Happy 19 16.2 
Fun 19 16.2 
Sad 16 13.7 
Sleepy 14 12.0 
Bored 13 11.1 
Excited 12 10.3 
Angry 11 9.4 
Confident 6 5.1 
Scared 5 4.3 
Energy 2 1.7 
Total 117 

Note: 1.8 emotions elicited per child 

In keeping with earlier research (Boyatzis and Varghese, 1994; Hemphill, 1996) we found 
that the brighter colours children selected to identify specific emotional states tended to be 
associated more with positive emotions, whereas the darker colours tended to be associated 
more with negative emotional states. Thus, for example, “happy” was most frequently 



 

 
 

 
n 

Boys 
 

% 

 

n 
Girls 

 

% 
  

 

Sad 10  20.8 13  18.8   

Sleepy 9  18.8 12  17.4   
Happy 7  14.6 10  14.5   
Fun 6  12.5 9  13.0   
Confident 4  8.3 9  13.0   
Excited 3  6.3 6  8.7   Bored 3  6.3 5  7.2   
Angry 2  4.2 3  4.3  Table V. 
Energy 2  4.2 2  2.9  Emotional responses 
Scared 2  4.2 0  0.0  to the performance – 
Total 48   69    by boys and by girls 

 

 
 

 n %  

Happy 27 20.0 
Excited 24 17.8 
Fun 18 13.3 
Confident 17 12.6 
Sad 12 8.9 
Sleepy 11 8.1 
Angry 8 5.9 
Bored 7 5.2 
Energy 6 4.4 Table VI. 
Scared 5 3.7 Emotional responses 
Total 135  to the workshop – 
Note: 2.1 emotions elicited per child   overall 

 

 
  

n 
Boys 

 

% 

 

n 
Girls 

 

% 
 

Happy 13  20.3 14  19.7 
Excited 10  15.6 14  19.7 
Sad 8  12.5 11  15.5 
Fun 7  10.9 11  15.5 
Confident 6  9.4 5  7.0 
Sleepy 6  9.4 4  5.6 
Energy 5  7.8 4  5.6 
Angry 4  6.3 4  5.6 Table VII. 
Bored 3  4.7 3  4.2 Emotional responses 
Scared 2  3.1 1  1.4 to the workshop – by 
Total 64   71   boys and by  girls 

 
associated with the colours red and yellow, “sad” with black; red and purple were most 
frequently associated with “excited”, whereas brown and black were most frequently 
associated with “bored”. Interestingly, some children chose to colour in the square with more 
than one colour to associate with “scared” and with   “energy”. 



 

 

 

 
 

Participants were not required to fill in all four squares for performance or workshop. 
We can only speculate that a possible reason some children did not colour in all four squares 
is that they felt that they had fully expressed their emotions by colouring in fewer squares. 

We also found some differences between the colours that girls and boys selected to 
represent emotional states (Hemphill, 1996; Boyatzis and Varghese, 1994; Zentner, 2001). 

Whereas both boys and girls more frequently associated red with “happy” and black with 
“sad”, “fun”, for example, was more frequently associated with red and blue by girls, and 

     with yellow and green by boys. 
We also found differences overall in children’s emotional states with regard to the staged 

theatre performances compared with the workshops undertaken in schools. Overall, our 
participants felt happier, excited and more confident as creative participants in the 
workshops, and more sad, sleepy and bored as audience members of the theatre 
performances. Once again we found some differences between boys and girls, with boys 
more sad and sleepy in the performances compared to girls who identified the performance 
more frequently with emotions such as bored and angry. Boys more frequently associated 
their participation in the workshops with emotions such as “sad”, whereas girls identified 
“confident” more frequently than boys, although the workshop activities were associated 
most frequently with emotions such as happy and excited by both boys and girls. 

 
 

Critical reflection of the research process 
Research design limitations. There are a number of limitations to this study. First, there will 

always be limitations regarding the use of single case-based research. Second, our assessment 
of the soft outcomes contributing to the impact evaluation of the dance-theatre company’s 
performances in school-based workshops was not really able to include views of the impact of 
these performances and workshops on the children because only five questionnaires were 
returned out of all that were distributed to teachers in the schools involved with this dance-
theatre project. This would usually render results unusable, and certainly unable to be 
presented in quantifiable terms of percentages of research participants for academic 
publication purposes. However, in terms of the company’s use of the results of such an impact 
evaluation, this did provide usable insights where the majority of teacher respondents  
“strongly agreed” or “agreed” that engagement with the activities had positive effects on the 
children, the school and on their own experiences as teachers. While teachers appeared to be 
happy to schedule in time for theatre attendance and time for dance workshops, scheduling 
time for the research to be undertaken was more problematic and support from the schools 
involved was patchy to say the least. This would appear to bear out Fineberg’s (2015) belief 
that all parties should contractually agree their involvement prior to any arts programme being 
initiated. Had such a contract been in place that may have aided teachers’ inputs into our 
evaluation. However, we were brought in once the programme had already been established, 
and the programme was not explicitly embedded in the curriculum, and involved only one 
theatre performance and one workshop per school. 

Conducting research with young children. Because we were not able to include the 

responses of teachers, our findings had to be based more heavily on the drawing method 
that was employed to collect data from the children themselves who had attended the 
performance as audience members, and the workshops as participants. Ethical clearances 
were not problematic as both researchers are familiar with the relevant university policies 
and processes in this respect, and the project gained ethical approval without issue. Schools 
were contacted by the company, and the researcher engaged support of classroom teachers 
to undertake the data collection. 

It would not have been possible to ask such young children to provide a full service 
quality  evaluation  such  as  that  undertaken  by  Hume  and  Mort  (2008),  neither would 



 

 

children this age be considered  “active,  skilled  and  discerning”  (Conway  and 
Leighton, 2012). When considering the experiential and emotional aspect of our research 
participants, we ensured that there was a very short time in between the children attending 
the performance and participating in the workshops and the actual data collection, thus 
attempting to ensure the capture of short-lived experiential and episodic memory (Wood and 
Moss, 2015). We also had to employ more creative methods of data collection, not only 

because of the nature of the participatory creative experience (Douglas et al., 2000; Patton, 

1987), but also because of the very young age of our research  participants. 

The relationship between the evaluators/researchers and the company. Devising innovative 

data collection methods was also, at least in part driven by costs. The company was not 
prepared to fund the project to purchase any of the soft outcome measurement tools identified 
by Anderson (2008), even though some of these are relatively inexpensive. However, as 
marketing academics we did not feel we faced problems in assessing soft, subjective, 
qualitative issues, as this is often part and parcel of marketing research, and believe that the 
results, bearing out earlier research involving the methods we used, offers a post hoc 
justification of our initial confidence in our methods. 

We also found out very late on in our evaluation that a member of the dance-theatre 
company had the academic research skills to undertake such an activity, which is contrary 
to Fineberg’s (2015) beliefs about the skills of artists as evaluators. However the company 
believed a third-party evaluation may carry more weight when presented to potential future 
funders, which is wholly in keeping with Fineberg’s beliefs that bringing in third-party 
external evaluators can counter the arts organisation’s “self-proclaimed clams”. While we 
believe that the evaluation could have possibly been easier to undertake, and even have 
been more effective had this information been divulged earlier in the process, we also 
understand why the organisation may have felt the need not to divulge this, either to 
maintain a distance from the evaluation itself, or to ensure their own limited company 
resources were not diverted from their more core artistic and creative  efforts. 

 
 

Academic implications 

The use of a drawing method of data collection with these very young participants allowed 
the use of a creative method that better mirrors arts practice (Fillis, 2011) than management 
research, although this paper identifies a number of other creative methods that could align 
with those already familiar to management  researchers. 

The use of introspection by the academic researchers acting in the role of third-party 
impact evaluators helped overcome the challenges that would have been raised in asking 
such young children to evaluate not only  the  core  performance  and show  experience, 
but also peripheral aspects of service quality (Hume and Mort, 2008). 

The use of creative rather than more traditional research methods in this evaluative case 
study appeared to align well to an impact evaluation of an arts or  cultural  project  
(Douglas et al., 2000), and facilitated evaluation of soft aspects such as emotions of the 
research participants (Patton, 1987). Using  such  a  method  to  elicit  the  emotions  of  
the research participants also addresses calls for better understanding of consumer responses 
within the under-researched and relatively neglected realm of experiential marketing in the 
arts and cultural sectors (Conway and Leighton, 2012; Wood and Moss, 2015). 

The implication we identify for furthering theoretical developments centres on ensuring 
that, when researching any form of cultural production, appropriate methods are used 
(Lawrence and Philips, 2002). However, in the main, business and management researchers 
may be more at home using methods such as surveys, interviews and focus groups, 
whereas, when performing arts evaluations, many other methods are available, including, 
for example, the use of story-telling, photo diaries, scrap books, feeling boxes, and  indeed 

 
 

 



 

 

 

 
 

performances and presentations themselves, yet these methods tend to rest in the domain of 
arts rather than marketing research. We therefore strongly concur with Lawrence and 
Philips’ (2002) contention that business and management researchers should therefore 
become more familiar with a wider range of research methods, and particularly when 
engaged in research into the performing  arts. 

 

Practical implications 

At the outset, this research project aimed to offer practical insights into various methods of 
impact evaluation that may be of particular use to smaller non-profit arts organisations who 
may be the ones most constrained by limited skills and financial resources. In doing so, by 
presenting the use of a drawing methodology, this paper has offered a method that that may 
help assess soft outcomes of arts and cultural projects involving young children. 
Furthermore, through the use of critical introspective into the process by which the impact 
evaluation in this particular case was conducted, the paper also offers a contribution in 
recognising the role of third-party evaluators, specifically academic researchers, in 
performing such impact evaluations. 

Recognising the “technocratic ‘hoop[s]’” that arts and cultural organisations now have to 
jump through in order to prove their worth and sustain funding, moving away from 
“toolkit” based evaluations and rethinking evaluation as “non-partisan […] critical practice” 
(Rooke, 2014) may also lead to an understanding of why this particular dance-theatre 
organisation sought their impact evaluation to be undertaken not only by an external third-
party, but by academic researchers, even though in this case the organisation did have the 
skills to undertake this evaluation  internally. 

Issues arose in the process of conducting the evaluation that had the potential to strain 
the relationship between us as evaluators and the company as a client. Managers of 
organisations in the cultural and creative industries therefore need to ensure they select 
evaluators that will be sensitive to the nature of their industry, and understand their 
organisational limitations both in terms of skills and financial resources. Moreover, all 
parties to the evaluation should ensure that the resources put into the evaluation are of an 
appropriate level. As stressed by Fineberg (2015) “for a modest program, consider a modest 
evaluation and assessment process”, and we believe we provided something of an 
appropriate size and scale, that met the requirements of our   brief. 

 

Opportunities for further research 

A potentially fruitful area for further research may be to compare results from the use of a 
method using coloured drawing to elicit emotions with methods aimed at gathering verbal 
responses from young research participants in which they are simply asked about their 
emotional responses directly. This could further test and potentially strengthen the 
justification raised in this paper for the use of such a research   method. 

To strengthen the reliability of the results, when future studies include attendance at arts 
performances it may also be useful for more than one evaluator/researcher to attend such 
performances and compare their insights, recognising that they may have focussed on 
different aspects of the performance, or have evaluated the same aspects   differently. 

While Daykin et al.’s (2008, p. 251) study into “the impact of participation in performing 
arts on adolescent health and behavior” provided very useful background to our study, 
another potentially fruitful area for further research would be to undertake a more up to 
date systematic review of the literature since 2004 on the impact of the performing arts, 
either in general terms, or specifically in the contexts  of  their  impacts  on  various  
groups of participants, as did Daykin et al., when considering the health and behavioural 
impacts of performing arts activities undertaken in school and community settings with 
young people aged 11-18. 



 

 

 

Conclusion 
The objectives of this research is to provide practical insights into various methods of 
impact evaluation that may be of particular use to smaller non-profit arts organisations, 
especially through the use of methods that assess soft rather than hard outcomes. The paper 
also sought to provide insights into the role of third-party evaluators in performing such 
impact evaluations. 

The extant literature has identified a wide range of methods that could be used, some 
more familiar to management researchers, others more familiar to those in the arts and 
cultural industries. One of the contributions this paper makes is not only in identifying this 
range of methods, but also in critically reflecting on our use of a creative method that is not 
only more appropriate to use with very young participants, but which is also more aligned 
to the arts than management research. The methods employed are also indicative of the way 
subjective soft outcomes can be evaluated, rather than the more objective hard outcomes so 
often prized by funding bodies. 

It is recognised that performing arts impact evaluations are often driven by a need to 
evidence value for money to funders, yet many organisations involved in the performing 
arts rather see the value in arts for art’s sake. However, being pragmatic, these 
organisations do understand that if they are to survive, especially in the current unstable 
economic environment where this sector is experiencing many cuts particularly in public 
sector funding, that evaluations  are  indeed  hoops  that  need  to  be  jumped  through.  
We cannot comment on the extent to which arts organisations in general may value the 
results of evaluation exercises as a means of gaining feedback that could inform their future 
artistic practices, as this was outside the scope of what we researched. However, it was clear 
in the case of the project we evaluated that the outcome required by the organisation 
themselves was simply to result in an evaluation report that, especially through the 
employment of external third-party academic evaluators, could better objectively evidence 
the value of the project to current funders as a way of ensuring positive responses when 
seeking future funding, and provide stronger evidence than the self-made claims the 
organisation may say about their own worth. The schools involved in taking their very 
young students to the dance-theatre performance and engaging the organisation to 
undertake workshops with their students did not seem to care about this evaluation project 
per se. While the organisation deals with these educational establishments at a school level, 
it did seem that engagement with the programme and also with the evaluation itself was 
more driven by engagement of individual teachers at the classroom level. We had so few 
responses to the questionnaire we distributed that it is impossible to draw any valid 
inferences as to whether or not this lack of engagement with the evaluation reflected these 
stakeholders’ perceptions as to the value of the actual performing arts project   itself. 

By focussing on the two approaches undertaken in this research project, the process of 
undertaking an impact evaluation, as well as the methods used to perform this evaluation, a 
further contribution made by this paper is in addressing some of the challenges of arts 
evaluations that otherwise may focus more on the process of implementing a project  
rather than on the project’s performance  or  issues  relating  to  participation  in  the  
project ( Jones et al., 2004). 

As researchers we recognise the benefits of our participation in this performing arts 
evaluation, not least in terms of contributing to furthering our understanding of 
management research into the cultural and creative industries. We also understand more 
about the tensions faced by marketers and managers in non-profit organisations in the 
cultural and creative industries when deciding whether to either undertake their own impact 
evaluation or outsource this activity to an objective third   party. 

In terms of relevance to arts management and arts marketing practice, we believe that 
when  engaging  third-party  impact  evaluators  that these  should  be chosen from subject 

 
 

 



 

 

 

 

 
 

 

disciplines that align with the issue to be evaluated. As marketing researchers we could 
draw from our experiences of researching consumer issues related to the commercial  
world outside of the cultural and creative industries. However, we also recognise that we 
may not have been engaged to undertake such an evaluation had we not had prior 
backgrounds in the performing arts, and that we were more able to offer a more informed 
evaluation because of this background. 
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