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Abstract 

Sustainability of community-based theatre: A case of Repertory Invercargill 

Purpose: This convergent mixed method, case study was designed to explore the 

community factors that have led to sustainability of Repertory Invercargill in Invercargill, 

New Zealand. 

Methodology: This case study allowed the lives of participants to be explored through 

semi-structured interviews. The themes were organised into four dimension of sense of 

community described by David McMillan and David Chavis; these are membership, 

influence, integration and fulfilment of needs, and shared emotional connection. 

Simultaneously, quantitative data was collected by administering two questionnaires for 

people who have attended Repertory Invercargill productions and who have not attended 

any productions in the last three years. Qualitative data was coded using QUIRKOS 

software and quantitative data was analysed using SPSS. Care was taken to ensure that 

research is undertook following protocols set by the ethics committee of Southern Institute 

of Technology (SIT). Reliability and validity was ensured while collected and analysing the 

data. 

Findings: The findings indicated that Repertory Invercargill possess strong sense of 

community which contribute towards its long lasting sustainability. Members were often 

guided with mentorship and were provided with a platform to develop their skills in theatre 

arts. The quantitative findings indicated that majority of the young people of Invercargill 

had not attended any shows staged by Repertory Invercargill in the last three years. 

Despite of that, the organisation was thriving mainly due the continuous support from local 

community who supported Repertory Invercargill and their value it generates in the 

community of Invercargill. 

Conclusions: Repertory Invercargill serves as a model for other community theatres 

thriving for sustainability. Mainly because of a strong sense of community within the 

organisation. For audience engagement, ticket prices should be considered while staging 

shows and marketing should also be taken into account.  

Recommendations: An extensive training program especially in the areas of backstage, 

productions, lighting and set building must be developed. An aggressive outreach 

programme must be developed to encourage the community members to be part of 

performing arts community. Strategic planning was required to develop short-term and 

long-term plans for the organisation. Finally, a marketing and branding consultant must be 

hired to attract populations from other cultures and communities residing in Invercargill. 
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Chapter 1.  Introduction 

 

1.1. Background and context  

Visiting theatre has been one of the oldest forms of entertainment for people. Theatre, 

depending on how it’s been defined, can be traced back to 8500 B.C. For instance, tribal 

dance and religious rituals were the early forms of public gathering, whereas ancient Greeks 

were the first to stage drama in 6th century B.C. (Southern, 1968). Acropolis and Colosseum 

were the first purpose built theatres that could accommodate up to 17,000 – 50,000 spectators 

(Brockett & Hildy, 2014). With the decline of Roman Empire and the rise of Dark Ages, majority 

of the theatre activities disappeared due to its denouncement by the church. From 14th to 17th 

centuries, theatre designs such as proscenium arch and background scenery were introduced 

(Southern, 1968). In England, the first permanent public theatre called simply ‘The Theatre’ 

was built by actor James Burbage in 1576 followed by ‘The Globe’ in 1599 by Shakespeare 

and the members of Lord Chamberlain’s men (Brockett & Hildy, 2014). By the end of 19th 

century, theatre took a form of an organised stage. Sophisticated technology such as using 

ropes, bridges, flats, revolves, treadmills and scene paintings were used to create realistic 

representation of the natural world (Southern, 1968).  20th century theatre saw a rise in 

companies experimenting visual theatre that incorporated compelling design with 

choreography, sound, and physical imagery. There was also a substantial rise in staging plays 

which were contemporary, political, experimental and playwrights of moral and social issues 

(Brockett & Hildy, 2014). Today, theatre ranges from high budget productions on Broadway in 

New York and London’s West End to local productions and amateur dramatics such as The 

Edinburgh Fringe Festival.  

 

In New Zealand, professional theatre companies started flourishing during 60s 

(Edmond, n.d.). A detailed analysis of theatre history in New Zealand is provided in Section 

2.2.1 of Chapter 2.    

 

Community theatre in New Zealand however emerged as a means of entertainment 

for communities who lived outside metropolitan centres. During the 1920s, professional 

theatre activities declined due to the aftermath of World War I, economic depression and 

through competition from cinema (Atkinson, 2014). As a result, amateur theatre groups 

emerged. Majority of cities, small towns and country districts had their own community theatre 

groups. Later in 1932, the amateur groups formed a New Zealand branch of British Drama 

League. In 1945, New Zealand Drama Council was formed to support a large group of amateur 

theatre groups. Through these organisations, individuals could attend drama schools and 
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special courses, and could learn more about theatre making in one-act play competitions. In 

addition, drama was also practiced by majority of schools within New Zealand.  

 

In Southland, the performing arts industry is rich and constitutes a variety of locally led 

events in dance, theatre, and music. In its colonial past, Southland was often visited by theatre 

touring companies mainly due to its coastal connection through the port of Bluff. However, in 

the recent years, initiatives from ACI (Arts and Creativity for Invercargill), SIT, Shakespeare in 

the Park, Mīharo and Arts Murihiku have led to successfully executed performing arts events 

in Southland. In 2020, the overall performing arts attendance in Southland was 43% (Creative 

New Zealand, 2020). Within Southland, there are a handful of theatre organisations and 

majority of them are community based; they are, Invercargill Musical Theatre, Balfour Theatre 

Company, Gore Musical Society, Invercargill Repertory Society and Bluff Drama Club. This 

research will however conduct a case study of REP and explore the community factors that 

has contributed to its long-lasting sustainability.  

 

REP was established in 1936 and for over 80 years it has been promoting and fostering 

performing arts in the community of Invercargill. Every year REP produces two to three 

amateur theatrical productions in their own 140 seated theatre. Apart from theatrical 

productions, it also provides services like youth drama education, costume hire and theatre 

hire (Invercargill Repertory Society, n.d). In the context of researcher, they have been actively 

involved as a volunteer in REP’s two major productions of 2021, Blackadder: The Golden Age 

and The Mousetrap. Being the only non-profit community drama organisation in Invercargill 

and researcher’s ongoing volunteership, the criterion for selecting the case of REP was based 

on practicality. The initial motivation was to be able to justify the reasons behind its long-lasting 

sustainability. However, after the review of literature on community theatres and the gradually 

decreasing performing arts attendance, it was considered empirical to study its long existence 

from the lens of both internal and external community factors.    

  

 

 

1.2. Statement of the problem 

The development of theatre from prehistoric times to the current era reveals that drama 

has been valued by many cultures. Drama theatres, as a form of entertainment has found a 

way to communicate about a variety of subjects such as religion, politics, everyday life, 

comedy, and tragedy.  However, in the recent times, technology has significantly developed 

the way people perceive entertainment and arts. Starting from the emergence of radio and 

television in early 20th century to the digital platforms in the current era, means of storytelling 

has significantly changed (Nicholson et al., 2018; Shaw, 2016). Eventually, popularity of 



Bhargav Vyas - 2020006545 

 

12 

theatre arts has declined over the years and it is important to find new ways to engage digitally 

saturated audiences (Johnson, 2011).  

 

On an average, younger people from age group 16-44 today can be seen streaming 

online performances when compared to live performances (Reidy et al., 2016). In New 

Zealand, theatre arts attendance has declined from 25% in 2017 to 18% in 2020 (Langley & 

Fuller, 2020). Similarly in Southland, theatre arts attendance was 23% in 2017 which has 

declined to 10% in 2020 (Langley & Fuller, 2020). This raises the question of how theatre arts 

will survive in the coming years, particularly when the younger generation is more inclined 

towards digital entertainment. 

 

Apart from attendance, theatre arts organisations are also facing a constant issue of 

financial sustainability. According to Mullen (2019), in New Zealand, “Organisations exist in a 

continual state of uncertainty, held back from thinking long-term about the direction of their 

practice”. The majority of performing arts organisations in New Zealand receives funding from 

Creative NZ (Creative New Zealand, 2019) and a selective of four performing arts services 

(New Zealand Symphony Orchestra, Royal New Zealand Ballet, Te Matatini and New Zealand 

Music Commission) receive funding from the Ministry of Culture & Heritage (Ministry of Culture 

& Heritage, 2020). On top of that, Covid-19 lockdowns have hit hard on community theatre 

groups with shows being cancelled and leaving theatre companies with debts (Gates, 2021).   

 

Despite these difficulties, REP is one of the longest running community theatres within 

Southland. Hence, REP’s success of attaining sustainability was the focus in this case study. 

Sustainability was studied through the lens of community and audience engagement theories.  

 

1.3. Significance of the study 

While there exists a vast variety of research conducted on psychological and 

physiological benefits of participating in community theatre programs (Boehm & Boehm, 2003; 

Forenza & Tredinnick, 2020; Keisari et al., 2020; Nicholson et al., 2018; Pyman & Rugg, 2006; 

Shaw, 2016; Weston, 2020; Yuen et al., 2011), there has been very little attention given to 

studying the sustainability of these programmes, particularly standalone case studies of 

regional community theatres. After an extensive review of literature, a gap in existing research 

was observed.  

 

With a handful of research conducted on sustainability of community theatres 

(Johnson, 2011; Madzik, 2012; Pierce, 2016; Shaw, 2016), this research aims to add to the 

body of knowledge in relation to sustainability of community theatres. Through this case study, 

a gap in existing research is addressed by determining how community factors are prevalent 
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in running a community-based organisation in Southland and in particular in Invercargill city, 

New Zealand. In addition, community factors are also examined within the organisational 

structure and financial operations, and how important their roles are in sustaining the business. 

These include day to day operations, funding and facilities support, volunteer assimilation, and 

mentorship. 

 

Apart from organisational efficacy, community theatres also face a constant challenge 

of engaging audiences. It is important to preserve theatre arts for future generations and 

audience engagement plays a vital role in determining the success of a performing arts 

organisation (Walmsley, 2019). As described above, theatre attendance has declined 

gradually, and it is not economically viable for organisations to stage shows with lesser 

audiences. The existing audience research is based on audience attitudes from Southland 

region (Ministry of Culture & Heritage, 2020; 2021; Langley & Fuller, 2020; Creative New 

Zealand, 2019; 2020) and are not Invercargill specific. Hence, this research will provide an 

overview of audience attitude of Invercargill residents towards performing arts events and in 

particular REP productions. Lastly, through mixed method case study, this research will 

examine both the community factors and audience attitudes which may further provide an 

insight for other community theatres in New Zealand who are striving for sustainability.       

 

1.4. Research aim and objectives 

The aim of this research is to explore the community factors that have led to 

sustainability of Repertory Invercargill.  

 

Objectives: 

1. To identify and explore how is the community involved in the organisational structure 

of Repertory Invercargill. 

2. To determine how the organisation receives funding support and generates income 

from the community.  

3. To understand what motivates the audiences to attend Repertory Invercargill 

productions 

4. To ascertain what is prohibiting the residents of Invercargill to attend Repertory 

Invercargill productions and what would enable them to attend. 

 

1.5. Organisation of the study  

Apart from this chapter, the remainder of the study consists of five chapters, reference 

list and appendices. Chapter two presents the industry analysis of theatre industry in New 

Zealand and evaluation of REP using SWOT analysis. It is followed by reviewing sense of 
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community theory and audience engagement theories, and how they are related to this 

research project. Chapter three presents an extensive review of literature on the funding of 

community arts, role of community theatre in society, its making and managing. Chapter four 

describes the case study mixed method research design and methodology used for the 

study. It includes information about administering the methods, its sampling, data analysing 

methods, potential bias and ethical considerations.   Chapter five presents the quantitative 

and qualitative analysis separately and provides a discussion of the finding of this study. 

Lastly, chapter six revisits the purpose of this research and its relationship to previous 

research. It also provides limitations of this study and recommendations for future research 

and practice. 
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Chapter 2. Theory and Industry Analysis 

2.1. Introduction 

This chapter, at first presents an industry analysis and then the theoretical constructs. 

Within industry analysis, it presents the historical background of theatre in New Zealand, 

followed by a swot analysis of REP. It proceeds with explaining the theories relevant to this 

research, namely the Sense of Community theory and Audience Engagement theory.  

 

2.2. Industry analysis 

 

2.2.1. Theatre in New Zealand  

Theatre in New Zealand arrived relatively late when compared to other commonwealth 

nations such as Canada and Australia. After the colonisation in 1840, New Zealand’s first play 

The lawyer outwitted was staged by David Osborne in 1841 at the Albert Theatre in Auckland. 

Later the foundation of first purpose built theatre Royal Victoria Theatre was laid in 1843 in 

Wellington followed by The Fitzroy (1844) in Auckland (Heritage, n.d.). New Zealand’s first 

original play Marcilina was staged at Britannia Saloon in Wellington in 1848 by an amateur 

performer and playwright James Marriot (Edmond, n.d.). From 1857-58 drama was performed 

in town halls of Lyttleton and Christchurch. Later on, with the arrival of gold miners in Otago, 

first purpose built theatre the Theatre Royal was opened in Dunedin in 1862 (McNaughton, 

1974). Theatre was a popular form of entertainment amongst the Australian and American 

gold miners. This led to an influx of wealth in New Zealand and as a result, substantial civic 

theatres were built across Dunedin, Christchurch, Wellington and Auckland during the 1870s 

(McNaughton, 1974). With the establishment of railway, popular Australian touring companies 

such as J.C.Williamson performed across New Zealand from the 1880s. Playwrights such as 

George Darrel’s Transported for Life and George Leitch’s Land of Moa where few of the most 

successful plays from Williamson’s Australian circuit (Brockett & Hildy, 2014).  

 

By the end of the first decade of the 20th century, New Zealand had firmly established 

its theatrical business. City councils began to build town halls comprising council 

administration and public entertainment. Theatre activities however saw a decline due to 

World War I, radio, recession, talkies and the depression of early 1930s (Rubin et al., 2001). 

Cinema had taken over as a major form of entertainment and by 1930 New Zealand had 612 

cinemas (Schrader, 2014). It was during the same time; amateur theatre movement was 

established and was later affiliated with British Drama League in 1932. In 1945, New Zealand 

Drama Council was formed to support a large group of amateur theatre groups. In 1947 New 

Zealand became fully independent. From 1940s to mid 1960s, several little theatres emerged 
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around the country such as The Community Arts Service Theatre in Auckland to Unity theatre 

in Wellington and the Globe Theatre in Dunedin (Brockett & Hildy, 2014). These theatres were 

mainly known for stagging plays written by famous local playwrights such as Bruce Mason 

and James Baxter. The then government finally established an arts funding body, Queen 

Elizabeth II Arts Council of New Zealand in 1963. Over the next two decades, New Zealand 

plays were significantly staged across the country. For instance, Roger Hall’s Glide Time and 

Greg McGee’s Foreskin’s Lament where few of the famous original plays (Rubin et al., 2001).  

 

By 1970s, Māori nationalism emerged across the country and wider range of theatrical 

work incorporating bicultural and multicultural forms started being presented on stage. Prior 

to this, a handful playwrights such as Bruce Mason explored the impact on Māori of colonial 

past (Rubin et al., 2001). In 1967, Māori Theatre Trust was formed by actors who were part of 

plays such as Porgy and Bess staged by New Zealand Opera Company in 1965 (Derby & 

Grace-Smith, 2014). The result of Māori nationalism in the 70s saw a significant rise in the 

number of Māori writers and theatre groups staging their stories of cross-cultural relationships 

and its effects. Some of the successful plays were Death of the Land by Rore Hapipi, In the 

Wilderness without a Hat by Hone Tuwhare and Maranga Mai was toured across the country 

and performed at marae (Māori meeting house) (Rubin et al., 2001). Theatre companies such 

as Te Ika A Maui Players, Maranga Mai, Taki Rua, Tamaki Creative Māori Arts, Te Rakau Hua 

O Te Wao Tapu and He Ara Hou were formed from 1970-1990 (Derby & Grace-Smith, 2014). 

In the early 21st century, Māori theatre went global and performed plays written by famous 

playwrights such as Taika Waititi, Miria George and Albert Belz. In 2012, Shakespeare’s Māori 

translation of Troilus and Cressida was performed at London’s Globe Theatre. New Zealand, 

in its short history, consists of a number of theatrical movements interwoven within its colonial 

past, Māori heritage and its culturally diverse identity. Apart from the English and Māori 

theatre, the current New Zealand theatre also consists of theatre works from other 

communities such as Samoan, Chinese, Indian, Jewish, and so on.  

 

In New Zealand, the current cultural sector incorporates a broad range of activities: 

films, museums, performing arts, visual arts, literature, libraries, music, and broadcasting. In 

2020, the overall contribution of arts sector was $11 billion to New Zealand’s GDP and created 

more than 94,000 jobs (Ministry for Culture & Heritage, 2021). According to Audience Atlas 

Aotearoa (2021), 96% of adults over 16 years are in the cultural market and just over 6 out of 

10 are in current market for theatre. With a more active market, there are approximately 10,000 

performing arts organisation in New Zealand and majority of these organisations receive 

funding from Creative New Zealand and handful of large organisations are funded by the 

government (Baker, 2021). There has been however a massive impact of Covid-19 pandemic 

on the performing arts industry in New Zealand. According to Gates (2021), community theatre 
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groups in New Zealand are scaling back and in 2020, a group of 93 theatre companies lost 

approximately $1 million of revenue. The uncertainty and financial blows eventually put 

community theatres on the verge of closing down completely. However, in the case of this 

research, REP has sustained itself for more than 80 years, hence in order to address the gap, 

it is important to understand its long-lasting sustainability.  

 

2.2.2. SWOT Analysis 

SWOT analysis is often used as a starting point for identifying the current position of 

an organisation through analysing its resource based or internal aspects; that is, strengths 

and weakness, and environmental based or external aspects; that is, opportunities and threats 

(Lynch, 2015). In this research, SWOT analysis will identify internal and external aspects that 

may contribute towards the potential of the organisation to thrive. Table 1 presents the SWOT 

analysis of REP. 

 

Table 1 SWOT analysis of REP 

I
N
T
E
R
N
A
L 

STRENGTHS 
Skills and experience of members.  

• Producing well-organised small scale 
and large-scale productions. 

• Existing members with experience in 
comprehensive theatre arts  

• Mentoring to volunteers from non-
theatre background  

Networking.  

• Active involvement of members in the 
community of Invercargill 

• Building a solid stakeholder base.  

• Members are influential 

• Collaboration with other cultural 
institutions and societies such as 
Invercargill Musical Theatre, Gore 
operatic society, schools etc.  

 
Society objectives.  

• Purpose of developing a facility to 
support theatre arts for the 
community of Invercargill. 

• Foster youth drama activities for 
young members of the community. 

• Providing facilities such as theatre 
and costume hire for public. 

• Own a 140-seat theatre for staging 
shows with reception area and bar 
facilities.  

WEAKNESSES 
Difficulty in finding people with 
technical knowledge.  

• Unavailability of skills can affect the 
production. 

• Technical: Lighting, sound, set 
building, properties management, 
makeup, costumes, and stage 
managing.  

• Competency regarding the marketing 
of productions. 

 
Limited insights and resources  

• Not able to target the younger 
generations. 

• Insufficient stakeholder involvement 
about the importance of arts in 
community.  

• Insufficient volunteer base  

• Unpaid members and volunteers 

• Limited workspace, spectator seats 
and technical facilities (such as light, 
sound and backstage)  

• Limited funding support   
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E
X
T
E
R
N
A
L 

OPPORTUNITIES 
Networking and skill development 

• Increase stakeholder involvement, 
networking with surrounding regions 
and arts organisation. 

• Integrate diverse volunteer base from 
other backgrounds. 

• Developing skills of existing 
members and volunteers via learning 
different aspects of theatre making. 

• Seek local or national government 
partnerships for funding support.  

 
    Impact on community 

• Encourage community to be part of 
productions either as spectators or 
members. 

• Provide multigenerational activities 
for families such as dancing, acting, 
creating costumes, set building, and 
working backstage. 

• Achieving high audience 
engagement through existing 
resources.  

THREATS 
Competition from another performing 
arts organisation 

• Within Invercargill, there are several 
performing arts organisations such as 
Invercargill Musical Theatre, schools, 
music clubs, and dance 
organisations. 

 
Covid-19 disruptions 

• Lockdowns are a threat with 
productions getting postponed. 

• With gathering restrictions, theatres 
are only allowed a certain amount of 
people per show.  

• The disruptions could also bring 
unexpected financial challenges. 

Change in demographics 

• Changes in demographics can bring 
crucial challenges to arts industry in 
Invercargill as they are usually 
followed by the changes in the 
community preferences. 

 
 

 

 

 

 

2.3. Theoretical constructs  

 

2.3.1. Sense of Community Theory  

First described by Seymour Sarason in 1974, sense of community has accumulated a 

variety of literature over an extended period of time.  In his argument, Sarason (1974) 

contends psychological sense of community as a keystone value for being motivated to stay 

in a community. Motivation encompasses the feeling of belonging and a shared emotional 

connection experienced by people when they are connected to or are a part of a broader 

community that holds similar values as that of themselves (Bess et al., 2002; Jimenez et al., 

2019; McMillan & Chavis, 1986; Sarason, 1974). Derived from Sarason’s (1974) work, 

McMillan and Chavis (1986, p. 9) defined sense of community as, “a feeling that members 

have of belonging, that they matter to one another and to the group, and shared faith that their 

needs will be met through their commitment towards the community”.  Furthermore, sense of 
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community theory is measured by assessing four elements: 1) membership, 2) influence, 3) 

integration and fulfilment of needs, and 4) shared emotional connection.   

 

Membership. McMillan and Chavis (1986) described membership as a combination of 

interrelated elements like boundaries, shared history, common symbols, emotional safety, and 

personal investment. These aspects further grant people to be a part of community and 

reinforce the behaviors that are favorable for the effective functioning of a community. 

Moreover, members identifying themselves with the organisation are benefited with an 

enhanced quality of life , a positive self-esteem and a human satisfaction of sense of belonging 

(Zani & Cicognani, 2012). Membership requires members to have the time, energy, and 

financial commitment necessary to be a supportive and effective member of the community 

(McMillan, 1996). In terms of organisational efficacy, research shows that members with 

higher personal involvement and investment (emotionally and financially) exhibit higher sense 

of community in community organisations (Hughey et al., 1999; Zani & Cicognani, 2012). 

Resultantly, such organisations will be able to cope effectively with the demands and 

challenges it encounters within the business environment.  

 

Influence. McMillan and Chavis (1986) conceived influence as a bidirectional concept. On 

one end, community members get influenced by a group based on what the group does, 

whereas on the other end community members also must be able to influence the group and 

their external environment (Bess et al., 2002; McMillan & Chavis, 1986). These closely 

intertwined influences are further governed by the development of trust and effective allocation 

of power (McMillan, 1996). However, power can also bring issues of dominance and 

suppression of self-expression in a community (Bess et al., 2002). Hence, to resolve such 

issues, McMillan (1996) suggests to establish a structure involving community norms and 

rules. The structure may further allow community members to be more cohesive and influence 

each other reciprocally.  

 

Integration and fulfilment of needs. The social status of being a member of a successful 

community can be considered as rewarding. In their theory, McMillan and Chavis (1986) 

asserted that reinforcement of community members are driven by the extent to which 

individual values are shared. These shared values may further enable the members to satisfy 

their needs and goals.  While testing the theory of sense of community in organisations, Boyd 

and Nowell (2017) found out that members are psychologically benefited and behaviourally 

act towards achieving organisational goals when need fulfilment resources are provided. 

Moreover, groups with a sense of community are more cohesive and find different ways to 

meet the needs of other members whilst meeting their own needs.  
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Shared emotional connection. It is important in a community for its members to establish 

contacts. McMillan and Chavis (1986) described the final aspect of sense of community theory 

as the process of developing community bonds through shared experiences or history. These 

experiences are outcome of interactions with other members and further develop emotional 

connections within the community (Bess et al., 2002; McMillan & Chavis, 1986). An emotional 

connection is established through high level of commitment from members and it also depends 

on how important the shared event is (McMillan & Chavis, 1986).         

 

The model developed by McMillan and Chavis (1986) exemplifies that sense of 

community was initially associated with the neighborhood or town in which one lives in (Bess 

et al., 2002). It was not until 1999 when the first framework was presented by Hughey et al. 

(1999) to measure the sense of community in ‘community organisations’. In their study, 

Hughey et al. (1999) introduced a conceptual framework, Community Organisation Sense of 

Community Scale (COSOC). The framework further included four components: 1) relationship 

to the organisation, 2) organisation as mediator, 3) influence of the organisation, and 4) bond 

to the community. Hughey et al. (1999, p. 99) asserted that in a community organization, 

individuals not only form attachments to one another, but they also take action through their 

organizations, further influencing their communities.  

 

Later on, Nowell and Boyd (2010) developed a Sense of Community (SOC) framework 

(Figure 2.1) stating that a community organisation can serve as a resource for physiological 

and psychological needs such as affiliation, influence and connection. The work was mainly 

based on the original theory by McMillan and Chavis (1986). In addition, Nowell and Boyd 

(2010) also proposed a framework (Figure 1 and 2) for Sense of Community as Responsibility 

(SOC-R) and resource. The theory refers to a selfless feeling of personal responsibility for the 

self and wellbeing of the community (Nowell & Boyd, 2010). The framework however posits 

that SOC and SOC-R has differential effects (Nowell & Boyd, 2010). SOC emphasizes on 

community as a resource and is related to psychological well-being of individuals. Whereas, 

SOC-R has stronger effect on the engagement resulting in creation of Sense of Community 

(Nowell & Boyd, 2010).    
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Figure 1 A theory of community as resource 

  

 

Note. A theory of community as resource. From “Sense of Community Responsibility in Community 
Collaboratives: Advancing a Theory of Community as Resource and Responsibility,” by, B. Nowell and 
N. M. Boyd, 2014.  American Journal of Community Psychology, 54(3), 229-242. 
https://doi.org/10.1007/s10464-014-9667-x 

 

Figure 2 A theory of community as responsibility 

 

  

 

Note. A theory of community as responsibility. From “Sense of Community Responsibility in Community 
Collaboratives: Advancing a Theory of Community as Resource and Responsibility,” by, B. Nowell and 
N. M. Boyd, 2014.  American Journal of Community Psychology, 54(3), 229-242. 
https://doi.org/10.1007/s10464-014-9667-x  

 

In the context of this research, McMillan and Chavis’s (1986) theory of sense of 

community and the framework developed by Nowell and Boyd (2010) provides a theoretical 

base for understanding of what sense of community is and how it may contribute to exploring 

individual concerns and attachments for community organisations. REP is a non-profit arts 

organisation and mainly relies on unpaid volunteers. These volunteers, over a course of time, 

becomes members and gain credibility for their work. It is therefore important to understand 

how the sense of community is generated within the organisation and its day-to-day activities. 

Hence, interview method is applied to generate themes relevant to McMillan and Chavis’s 

(1986) four dimension of sense of community; membership, influence, integration and 

fulfillment of needs, and shared emotional connection. 

 

2.3.2. Audience engagement  

The concept of audience engagement has been assumed as a multidimensional 

phenomenon and measuring audience experiences has been a complex process.  Hill (2018) 

https://doi.org/10.1007/s10464-014-9667-x
https://doi.org/10.1007/s10464-014-9667-x
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offers a pragmatic means of understanding audience engagement in media studies. Hill 

asserts that people’s experiences incorporate both individual and collective performances 

including the experiences within the media and through it (Hill, 2018, p. 10). In general, 

audience engagement has gained substantial attention in the media and advertising industry. 

However, when it comes to performing arts, there is a significant gap in identifying what 

actually constitutes audience engagement. Radbourne et al. (2010) referred audience 

engagement as the effect created by a live performance which includes arousal of audience 

emotions, triggering their intellectual stimulation and enabling them to physically respond to 

the performances. Brown and Ratzkin (2011, p. 8) on the other hand, referred audience 

engagement as a “unifying philosophy” which brings together marketing, education, and 

artistic programming to maximize the impact on audience experiences.  Hence, in the context 

of this study, it is important to provide a theoretical base to understand what constitutes 

“audience experience” and what “engagement” means to them.  

 

Audience  

For a cultural organisation, it is important to understand its audiences. To a certain 

extent, the work of a performing artist is considered as a social process in which the success 

of its artistic dimension is directly related to its public recognition (Walmsley, 2019). According 

to Brown and Ratzkin (2011, p. 5), audiences can be categorised in a broadest sense, the 

people who attend and participate in live performances.    

 

Bennett (1997) suggested a theory of reception in the theatre to examine the audience 

response based on its cultural status and immediate aspects like the location, the performance 

itself and the post-performance rituals of theatre going. In her theory, Bennett (1997) identifies 

a two framed model in which the audience’s role is carried out. The outer frame includes the 

cultural elements which create and inform the event, whereas the inner frame consists of the 

play itself (Bennett, 1997, p. 139). A similar theory was suggested by Bouder-Pailler (1999) in 

the context of a cultural enterprise. Bouder-Pailler (1999) proposed a model to offer a means 

of measuring the motives that incites theatregoers. The A Priori dimensions (Figure 3) 

suggested by Bouder-Pailler (1999) were further categorised into extrinsic and intrinsic goals. 

Extrinsic goals constitute the dimension of social hedonism, whereas the intrinsic goals 

constitute intellectual enrichment, arousal of emotions, and entertainment.  
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Figure 3 The A Priori dimensions of theatergoing 

 

Note. The A Priori dimensions of theatregoing. From “A Model for Measuring the Goals of Theatre 
Attendance,” by D. Bouder-Pailler, 1999. International Journal of Arts Management, 1(2), 4-15. 
http://www.jstor.org/stable/41064646   

 

Bennett (1997) acknowledges that the audience interaction with the play starts well 

before the play is performed. While describing the outer frame in her theory, Bennett (1997) 

describes planning as an integral part for shaping the audiences receptive mood. For instance, 

how did the spectator travel to the venue? Did they already have a ticket? Is the performance 

in a fully functional theatre or a community hall? Did they get a chance to interact with other 

spectators at the foyer? All these elements of the gathering process are bound to influence 

audience experience. Furthermore, the inner frame in Bennett’s theory constitutes the 

interaction between the audience and stage. Bennett (1997, p. 140) describes this interaction 

in two groups; those that are between the actor and the spectator, and the others are with the 

external elements of the stage (e.g. set, props, lighting and sound). The final part of the 

production and reception is when the outer and inner frames intersect, thus creating a 

particular audience experience (Bennett, 1997). A similar approach was seen in the model 

presented by Danielle Bouder-Pailler for measuring the goals of theatre attendance. Bouder-

Pailler (1999) asserts that extrinsic goals depends on external factors and is related to the 

dimension of social hedonism; which means that the individual consumes the cultural activity 

for the purpose of satisfying their social needs (Bouder-Pailler, 1999). On the contrary, the 

intrinsic goals consists of motives that has direct relation to the activity itself and are not 

utilitarian (Bouder-Pailler, 1999).  

 

In the case of REP, it is important to explore the fundamental drivers behind theatregoing. 

Susan Bennett’s theory of reception and Danielle Bouder-Pailler’s model for measuring the 

goals of theatre attendance will enable the management to adapt their products in the light of 

goals of the theatre audiences and put emphasis on the content, its features and social context 

of the cultural activity produced. Hence, Questionnaire method was used to obtain statistical 

data on why people attend REP productions.    

 

http://www.jstor.org/stable/41064646
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Engagement 

Engagement is not a new concept and can be traced back to 17th century, when it was 

used as a concept of legal obligations, employment and marital bonds (Brodie et al., 2011). 

Being a multidisciplinary concept, the term engagement has been used in various fields 

including psychology, sociology, political science, and organisational behavior, further leading 

to a diverse set of conceptual approaches (Ashley, 2014; Brodie et al., 2011; Walmsley, 2019, 

2021).  

 

In relation to arts engagement, McCarthy et al. (2004) asserts that engagement for 

frequent participants may occur in many ways – mentally, emotionally, and socially. The 

intensities of these experiences may vary depending on the level of engagement. A higher 

engagement can result in a more satisfactory experience. In their book, Gifts of the Muse: 

Reframing the Debate About the Benefits of the Arts, McCarthy et al. (2004, p. 59) proposed 

a model (Figure 4) for decision making process to understand the difference between 

occasional and frequent arts engagement.  

 

Figure 4 RAND Participation Model 

 

Note. RAND Participation Model. From, “Gifts of the Muse: Reframing the Debate About the Benefits 
of the Arts,” by K. F. McCarthy, E. H. Ondaatje, L. Zakaras and A. Brooks, 2004. RAND Corporation, p. 
59. https://doi.org/10.7249/MG218   

 

The above model identifies that there are separate stages involved in the decision-

making process and there are a complex set of behavioral attitudes to be considered. 

Individuals with a personal taste in arts, their family background (exposure to arts at home) 

and the community factors (exposure at schools and workplace) provide an initial base in 

https://doi.org/10.7249/MG218
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determining the decision making to attend an arts event or not. The second stage involves 

considering the individual’s previous arts experience(s). They include any previous arts 

education (e.g., schools, private lessons) and other arts experiences such as attending a 

concert or visiting a museum. McCarthy et al. (2004) further asserts that these background 

attributes are directly related to how the individual has perceived their experience of arts. For 

instance, the quality of experience, their benefits, attending with a family or friend and 

frequency of attendance.  

 

The third stage of the model is linked to practical considerations and frequent 

engagement. Once the individual has formed a perception, it will then depend on factors such 

as cost, opportunity, schedules etc. (McCarthy et al., 2004). For a frequent participant, it is no 

longer a decision-making process, instead it is to determine when and how to participate. The 

loop in Figure 4 represents the internalisation of motivation to participate. However, if an 

individual does not find the art experience engaging, it is more likely that they will not engage 

frequently (McCarthy et al., 2004). It is common in older adults to not participate in arts who 

have very little or no experience earlier in their life. However, it is not impossible. For instance, 

social appeal, available opportunities and practical factors (such as cost, availability, choice 

of art) can facilitate entry into that domain.  

 

From a perspective of community arts organisation, the ultimate goal of engagement 

is to develop a connection with their audiences and communities. It is important to establish a 

meaningful engagement and provide relevant arts experiences for them. In the case of REP, 

the above discussed model enables to understand the needs of current art consumers in 

Invercargill. It would further facilitate with information that can assist in developing a marketing 

plan for future productions by reviewing the current potential theatre goers.  Hence, 

Questionnaire method was used to obtain statistical data on what prohibits residents of 

Invercargill to attend REP productions and what would enable them. 

 

2.4. Summary 

This research aimed to explore the community factors that have led to sustainability of 

REP. The industry analysis gives an overview of how theatre has grown over the past century 

and has taken a crucial place in different communities within New Zealand. In addition, SWOT 

analysis enabled to identify its internal and external environments. With theoretical constructs, 

Sense of Community theory explains the role of community members in the organisation and 

what motivates them to work towards its sustained existence. In addition, audience 

engagement theories discusses the intrinsic and extrinsic factors motivating to attend a 

performing arts event and the reasons that might prohibit people in attending these events. 
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Lastly, these theories create a basis for and influence the research methods applied in the 

study.  
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Chapter 3. Literature Review 

3.1. Introduction  

The concept of community theatre is not a recent phenomenon, and it has been 

ingrained in our societies for centuries. Yet one of the biggest challenges faced by community 

theatres is a very little academic attention relating to the making, managing, and funding of 

these organisations. The intent of this literature review is to examine the existing research on 

community theatre and highlight some of the commonalities and findings in the literature. 

Three themes have emerged from the sources used. Firstly, it will explore how the community 

arts funding is made to keep the social practice and its effects on the choice of arts made. 

Secondly, exploring its role in the society and its contribution to the social capital and social 

development. Finally, exploring how it is made and managed. 

 

3.2. Community arts funding 

Over the past half century, the economic value of cultural arts industry has gained 

substantial attention (Nicholson et al., 2018, pp. 23-65) and the topic of public funding is 

frequently discussed in the literature of community arts. Community theatre performances in 

general are considered as low budget productions (Giesekam, 2000) and public fundraising is 

one of the ways to manage finances for community arts. Nicholson et al. (2018, pp. 23-65) 

observes that majority of the amateur theatres in the UK are publicly funded through charity, 

business sponsorship and funding from local authority. While many of the international 

amateur theatre organisations like the Opendoek in Belgium and NIPOS (National Information 

and Consulting Centre for Culture) in Czech Republic are funded by their national 

governments, English amateur theatre organisations do not receive any government funding 

(Nicholson et al., 2018). Harvie (2015) in her commentary describes a sizeable shrinking of 

English theatre’s ecology as a result of fund cuts by the Art Council of England (ACE). 

Simultaneously, 206 arts companies lost their funding and were on the verge to closing down 

(Harvie, 2015). This in turn led to funding cuts from the local authorities as well (Harvie, 2015). 

A study by Balfour (2011) noted that community theatres like the Live Arts often encountered 

the issue of finding the appropriate way of fundraising and to a certain extent relied on the 

uncertainties of its audiences, volunteers and donors.  

 

Apart from financing productions, community theatres are also required to fulfil the 

need of maintaining the theatre facilities. Hence to organise the funds, theatres are often seen 

lending the facilities, props and costumes to private event organisers for rent (Nicholson et al., 
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2018). In a study by Shaw (2016), 10 out of 14 participants commented that Barn theatre 

obtained funds from a variety of sources like donations, sponsorship, board members 

donation, renting theatre for dinner parties, renting to school and local authorities. West (2020) 

asserts that volunteering in community arts is another way of sustaining the artistic goal whilst 

maintaining financial balance of a community-based arts program. In her study, West (2020) 

examines the development of the music outreach program in Invercargill, New Zealand and 

noted that funding was mainly used for administrative tasks and transport. The rest of the time 

given by the leaders of the program was on voluntary basis (West, 2020).  

 

Community arts organisations are often seen getting caught in a dilemma of public 

funding and the choice of arts they produce. Nicholson et al. (2018, p. 68) argues that the 

choice of current amateur theatrical productions in Britain are indirectly associated to its 

economic success and are seen practicing the materialities of the same. A study by Feder 

(2018) relating to arts funding and choice of arts consumption noted that performing dance 

groups received less funding attention when compared to theatres and orchestras in Israel. 

The reason was partly assumed to be the lack of popularity of dance groups in general public 

(Feder, 2018). The research included 92 arts organisations in Israel constituting 25 orchestras, 

30 theatres and 37 dance groups (Feder, 2018). Neligan (2006) conducted a quantitative study 

with 127 public theatres in Germany during the period of 1998 to 1999 and saw a noticeable 

impact of public subsidy and subscription income of the members when combined together 

on repertoire conventionality in German public theatres. A similar study by O'Hagan and 

Neligan (2005) incorporated 40 grant aided English theatres in the study and noted that apart 

from subsidy, size of the theatre and location also made a significant  impact on repertoire 

choice of producing conventional plays. One of the participants in a study by Shaw (2016) 

suggested that Barn theatre have to produce plays which are more appealing to audiences in 

order to generate income through seasonal tickets. Community theatre organisations have to 

carefully balance their theatrical aspirations with the audiences demands and source of 

income.  

 

3.3. The role of community theatre in society  

One of the common discussions in majority of the literature on community theatre is 

about its involvement in strengthening community bonds and practicing the sociability. People 

involved in the process of creating community theatre can experience a sense of belonging, 

exposure to like-minded individuals, everyday connections, and growing networks (Boehm & 

Boehm, 2003; Forenza & Tredinnick, 2020; Pyman & Rugg, 2006; Shaw, 2016). For instance, 

participants in a study conducted by Pyman and Rugg (2006) experienced involvement in 
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community theatre as a form of community celebration. Nicholson et al. (2018) further asserts 

that these people can come from a diverse set of socio-economic backgrounds like social 

service, education, business owners, currently unemployed, homemakers and those retired 

from jobs. A recent ethnographical study by Walcon and Nicholson (2017) states that 

sociability is materialized by a common purpose of creating theatre through attending 

rehearsals, prop making, set building and other fabric of theatre making. In addition, social 

support was one of the key findings in the research by Forenza (2017). In his study, Forenza 

identifies six sub themes under social support; 1) primary source of social network 2) 

therapeutic space 3) relations separate from other friends 4) shared experiences 5) collective 

identity and 6) conscious unsupportiveness among non-members of community theatre 

(Forenza, 2017). Furthermore, participants from socially condoned communities like the LGBT 

community have experienced theatre making as an opportunity to practice sociability and 

being recognised and valued for who they are (Walcon & Nicholson, 2017). In addition, 

Nicholson et al. (2018) in their book Ecologies of Amateur Theatre highlights that people from 

other ethnic backgrounds and diasporic communities have also experienced the sense of 

belonging and a feeling of home away from home through participation in community theatre. 

 

Community theatre is often categorised by its localism (Forenza & Tredinnick, 2020) 

and the concept of participation and place-making is frequently discussed in the literature of 

community theatre. In general, community theatre can be seen taking place at community 

centers, local theatres, local landmarks and buildings, schools, and communal parks 

(Holdsworth et al., 2017; Pyman & Rugg, 2006; Weston, 2020). Pyman and Rugg (2006) used 

community theatre to explore the participant’s experiences of dramatherapy and found that 

using local landmarks and buildings can create a sense of nostalgia not only within the 

participants but for the audiences as well. A similar aesthetic pleasure of place-making was 

observed in a study by Shaw (2016). Shaw observed that participants were attracted to work 

at Barn Theatre as a place because of its long-lasting reputation of producing professional 

artists (Shaw, 2016). The same study also pointed out that the local community came together 

to accomplish tasks for expanding the theatre facilities and inherited stories of place-making 

from generations to generations giving the members and volunteers a sense of emotional 

connection to the place (Shaw, 2016).  

 

Apart from experiencing everyday connections (Pyman & Rugg, 2006), participation in 

community theatre can be driven by value-oriented motivation (Forenza, 2017). To 

demonstrate, Forenza (2017) conducted a qualitative study with 14 participants and found out 

that 11 out of them joined community theatre because it gave them the opportunity to perform 

arts in a non-professional way. A similar study by Forenza and Tredinnick (2020) used 

McMillan & Chavis’s (1986) ‘Sense of Community’ framework to discern participants’ needs 
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and fulfilment within a community theatre. Findings from their study demonstrate that 

participation in community theatre boosted the self-discovery and personal growth through 

heightened sense of identity of the members (Forenza & Tredinnick, 2020). Participation in 

community theatre can be a power heightened experience (Nicholson et al., 2018). One of the 

participant in a study by Pyman and Rugg (2006, p. 569) commented that “There is no greater 

feeling, no greater adrenalin rush if you like, than having the audience in the palm of your 

hand”. Moreover, in a community theatre, creativity within the members is reinforced and 

simultaneously builds an individual sense of pride.  

 

Apart from entertainment, community theatre can serve as a premise for wider 

purposes like mental health (Keisari et al., 2020; Pyman & Rugg, 2006; Yuen et al., 2011). To 

illustrate, Yuen et al. (2011) conducted a study involving 12 elderly adults with chronic 

conditions of the age range from 62 to 88 years who participated in a theatre programme 

called “Seasoned Arts At the Samford for You” (SAASY) and later on completed health 

questionnaires and interviews. The findings indicated a noticeable improvement in the mental 

wellbeing with participants experiencing a sense of worth, overcoming self-imposed limitations 

and self-advocacy (Yuen et al., 2011). The study also witnessed an enhancement in the 

physical wellbeing component of the health survey (Yuen et al., 2011). 

 

In relation to theatre and education, Beirne and Knight (2007) conducted a study to 

evaluate the contribution of community theatre and drama in active management learning. 

The study was based on experiences from a community theatre workshop involving 126 

students enrolled at the University of Glasgow. The findings pointed out a perceptible 

connection between drama and management education, with students demonstrating 

awareness about social issues in management, active participation, connection with 

employability and recognising management as a social process (Beirne & Knight, 2007). The 

study however showed limitations in linking prescriptive management theories to drama and 

education (Beirne & Knight, 2007). A similar study was conducted by David et al. (2020) to 

measure the impact of live theatre on ethical reasoning by management students. Participants 

were asked to complete a pre-performance survey consisting of opinion scale questions based 

on their understanding of the Bhopal industrial disaster of 1984. They were then asked to 

attend the Frankenstein performance and take part in a similar post-performance survey 

intending to connect Bhopal and Frankenstein. The findings of the study indicated that 

student’s opinion on Bhopal disaster were dramatically changed by attending a live 

performance of Frankenstein. The students viewed compensation for pain and suffering more 

seriously and criticised the role of UCC (Union Carbide Commission) by holding them 

responsible for the disaster (David et al., 2020).  
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In addition, the literature also identifies that community theatre can serve as a means 

to empowering individuals and communities. According to Onyenankeya and Salawu (2019), 

community theatre encourages the participants to identify the social issues and potentially 

deliver it to their audiences. Boehm and Boehm (2003) conducted research with a group of 

six women who participated in a community theatre in Israel performing a play called as Hide 

and Seek highlighting the issues of domestic violence against women in Israel. The findings 

indicated an evidential increase in personal empowerment by participants who experienced  a 

boost in self-esteem, mastery, critical awareness, expression of one’s inner voice  and 

propensity to act (Boehm & Boehm, 2003, p. 294). A research participant commented that “In 

the past, I was submissive, and now, in order to find solutions, I’m active, even aggressive” 

(Boehm & Boehm, 2003, p. 291). Moreover, community theatre members become involved 

and develop connections with each other and cultivate a sense of community and 

responsibility.  

 

3.4. Making and Managing community theatre 

Community theatre making in terms of staging a show can be somewhat identical to 

professional theatre making except that it might not involve paid artists and production 

companies (Nicholson et al., 2018). Moreover, making of community theatre involves a group 

of self-organising community members from all of walks of life. These members perform 

multiple responsibilities like acting, directing, set building, costumes and props making in one 

given project (Gray, 2018; Nicholson et al., 2018; Shaw, 2016). An ethnographic study by 

Madzik (2012) describes the process of theatre making in a community based theatre called 

Sojourn Theatre Company. Based on an interview with the art director, Madzik (2012) 

identified six different phases of theatre making as 1) conceptualizing 2) research 3) devising 

4) construction 5) rehearsing and 6) production. Preliminary workshops are set up to identify 

the philosophy behind the play (Inyang, 2016, p. 156) and planning the process of constructing 

the play (Madzik, 2012). The construction part may further include crafting the script, 

organising rehearsals, where and when the play will be performed and the amount of 

production work required (Madzik, 2012). Rehearsal process relies on the interdependencies 

of the actor and the director (McAuley, 2008), and in the case of community theatre, the 

individual experiences of the actors may lead to spontaneity and adding nuances to the script 

(Boehm & Boehm, 2003).  

 

Even though they don’t necessarily have a professional theatre background, craft 

makers in community theatres can be seen constructing intricate costumes, bespoke furniture 

and modelling set designs through years of devoted practicing (Nicholson et al., 2018). An 
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ethnographic study by Gray (2018) in a community theatre group describes set building as an 

self-evolutionary process. Gray (2018) asserts that none of the set builders, including her, 

knew what it was going to look like until the ending of each set building session. Improvisation 

is often observed in community theatre making (Boehm & Boehm, 2003; Gray, 2018). For 

instance, Gray (2018) examined how a car park, dressing room and a community hall were 

transformed into a set building workshop, tea room and an auditorium simultaneously. 

Organising props, light and sound are usually done through exploring and modifying the 

existing theatre archives or even borrowing from other community members (Gray, 2018). 

Unlike professional theatre, community theatre making can have the liberty to practice artistic 

freedom and are not generally time or production bounded (Madzik, 2012).  

 

Like any other business organisation, community theatre also constitutes dynamics of 

operational level management. Balfour (2011) examines the efficiency of the management 

system of a community-based theatre in Charlottesville, Virginia. In his study Balfour (2011) 

asserts that even the most simplest production requires planned preparation and is crucial to 

managing good leadership, finance, marketing, technical direction, human resource, and 

production whilst maintaining a consistency in the artistic vision. Theatre management in 

general aims to fulfil the organisational mission of presenting theatrical productions suited to 

its context (Bonet & Schargorodsky, 2018) and the criteria to hire management of a community 

theatre can be governed by board members of the theatre, local community and in some cases 

the local city council as well (Nicholson et al., 2018). An analysis of in-depth interviews with 

the board members of a community theatre in a study by Shaw (2016) describes the role of 

board of directors as diverse and calls for someone who has collaborative skills to successfully 

communicate with other staff and have an extensive working experience in the same 

community theatre or the local community as whole. In the same study, Shaw (2016) found 

that leadership was one of the primary themes in leading to sustainability of the Barn Theatre.  

 

From a  management point of view, direction of a theatrical production is a complicated 

process and  the quality of the show to a certain extent depends on how the director is as a 

leader, their previous experience in directing a show and understanding of how to manage the 

people of that organisational culture (Bonet & Schargorodsky, 2018). Apart from providing the 

vision, role of the director demands strong organizational skills, as they are also responsible 

for selecting talented cast through auditions and coordinating with the production team, stage 

managers and the media (Shaw, 2016). Another important aspect of organisational 

management in a community theatre can be its high reliance on volunteers (Balfour, 2011; 

Nicholson et al., 2018; Shaw, 2016). For instance, Balfour (2011) found out that one of reasons 

behind the success of Live Arts community theatre was its volunteer base of more than 500. 

A similar study by Shaw (2016) highlights the effectiveness of mentoring in the organisational 
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success of Barn theatre. Thirteen out of 14 interviewees acknowledged that mentoring helped 

new volunteers to learn skills for being successful at Barn Theatre (Shaw, 2016). Unlike 

professional theatre organisations, community theatres can be seen as a shared enterprise 

with interwoven organisational structure.  

 

3.5. Summary  

Over the course of time, theatre studies have gathered findings that discusses the 

elements of its eco-system like its role in the society, how it is made, managed, and funded. 

While it indicates that community bonds, sociability, place-making, participation, mental 

health, education, and empowerment are key findings of most of the research, community 

theatre holds a substantial place in the livelihoods of the communities. The literature also 

highlights how community theatre is made and managed. The making and managing 

ultimately connects itself to how it benefits and empowers the society and its consumers. 

Lastly, commonalities such as self-funded, donations, fundraising and volunteerism can be 

observed in the literature about how the funding takes place in non-profit community arts 

organisations. However, findings may also vary considerably, particularly when discussing 

government funding and choice of community arts in different countries. Mainly because the 

literature reviewed in this literature review is based in different countries. Hence, to address 

the gap, this research will be focus on the case of REP and its stakeholders residing in 

Invercargill 

 

3.6. Synthesis Matrix 

 To classifying the information for this literature review, the researcher used a synthesis 

matrix to visually sort and categorise the different themes presented in the literature review. 

The synthesis matrix can be found in Appendix A.  
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Chapter 4. Methodology 

 

4.1. Introduction 

This chapter describes the overall design of the study. Firstly, it details the philosophical 

positioning of the research question within both the quantitative and qualitative paradigms, 

followed by an explanation of the research strategy used to conduct the research project. 

Secondly, it details the research process aligning to research designs. Lastly, the chapter 

concludes with the consideration of reliability and validity of the study, limitations and 

delimitations, and the management of important ethical considerations. 

4.2. Research philosophy and design  

Choosing a research philosophy and strategy mainly relies on the goals and characteristics 

of the study undertaken. In the context of this study, the researcher sought to understand what 

were the community factors that have led to REP’s sustained existence for over 80 years. 

Furthermore, the review of research literature in Chapter Three and theoretical perspectives 

in Chapter Two also revealed the knowledge produced from different approaches in relation 

to what constitutes of community theatre with themes highlighting about its role in society, its 

making and how the funding takes place in community arts organisations. It was thus required 

to understand how the community was involved in the internal functioning of the organisation 

and simultaneously how the organisation was perceived by the external community of 

Invercargill. This further enabled the researcher to underpin the study within a pragmatic 

philosophical paradigm with multiple viewpoints and realities that were open to empirical 

inquiries.  

Pragmatism, as a philosophical paradigm allows the researcher to “study what interests 

are of value to them, study it in different ways that they deem appropriate, and use the results 

in ways that can bring about positive consequences within their value system” (Tashakkori & 

Teddlie, 1998, p. 30). As methodological pragmatists, Tashakkori and Teddlie (1998) posit 

that philosophical disagreements are not fundamental and that the research methods are not 

permanently attached to a particular philosophical paradigm. For instance, the first part of this 

research is confined to a qualitative interpretivist phenomenological stance by looking into 

lived experiences of REP’s stakeholders. More specifically, this approach, through semi-

structured interviews, allowed the researcher to describe the behavioral attitudes and 

achievements of the group as a community (Mcmillan & Schumacher, 2010). In contrast, the 
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second part of the study adopted a positivist approach through a quantitative data collection. 

Positivism is reinforced by strictly scientific methods designed to produce accurate data and 

can be categorized by assuming that reality is singular, and that the goal of the research is to 

find the right answer (Creamer, 2018; Saunders et al., 2015). While there exist differences 

between the worldviews, pragmatism encourages to be flexible with the choice of methods to 

match the purpose and needs of the research conducted (Creamer, 2018; Creswell & Plano 

Clark, 2018).  

According to Denzin and Lincoln (2018), research strategy can be referred as a link 

between the philosophical stance and methods used for data collection. As a starting point, 

Crotty (1998) suggested that there are four elements (Figure 5) that are crucial in developing 

a research strategy and designing a study. These elements, at the broadest level identify the 

philosophical assumption which in turn informs the use of theoretical stance, strategy, and 

methods. 

Figure 5 Four levels of developing Research strategy 

 

Note. Four levels of developing Research strategy. Adapted from “The Foundations of Social Research: 
Meaning and Perspective in the Research Process” by, M. Crotty, 1998. Sage Publications. 
https://doi.org/doi.org/10.4324/9781003115700  

 

From a pragmatist point of view, both qualitative and quantitative methods can be used 

for answering the research questions. An exploration into the community factors that have led 

to long lasting sustainability of REP called upon developing a case based on both exploratory 

and confirmatory research (Creamer, 2018). Hence, a mixed method strategy was used to 

address the ‘how’ (qualitative) and ‘what’ (quantitative) aspects of the research objectives 

(Creswell & Plano Clark, 2018).  

Paradigm Wolrdview

(pragmastism)

Theoritical Stance

(social science theories)

Methodology

(Design - Mixed Method Case study)

Methods

(Interviews and questionnaires )

https://doi.org/doi.org/10.4324/9781003115700
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Convergent parallel case study design was adopted to develop an overall strategy on 

how the research will be conducted. The intention of this design was to allow the researcher 

to “use concurrent timing to implement qualitative and quantitative strands during the same 

phase of the research process.” (Creswell & Plano Clark, 2018, p. 132). Both qualitative and 

quantitative research methods are prioritized equally using independent data analysis and 

merging them together to interpret the results and provide better understanding of the research 

question (Creswell & Plano Clark, 2018).    

This study uses a single case embedded design. This is illustrated in Figure 6. 

Moreover, the design enabled the researcher to explore the organisational structure within a 

single community organisation and provide insights into the relationship between the 

community and the organisation. In addition, the study incorporated units of analysis at more 

than one level further categorising it into an embedded design (Yin, 2018). For instance, even 

though the case study is about REP, the analysis included structured qualitative data from 

within the organisation and quantitative data from its external community further creating 

embedded subunits. As such, single case study embedded design was optimal for the needs 

of this study.  

Figure 6 Embedded single case study design 

 

Note. Embedded single case study design. Adapted from “Case study research and applications: 

design and methods” by, R. K. Yin, 2018. (Sixth ed.) SAGE. 

Pragmatism may encourage the researcher to combine both inductive and deductive 

thinking. Similarly, in the case of this study, the researcher combines both qualitative and 

quantitative data and thus uses both inductive and deductive approach. However, an 
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overarching deductive approach was assumed for this research so that generalisations could 

be made based on theoretical assumptions, results, and findings.  

Analysing data consisted of examining both the qualitative and quantitative 

databases separately and then merging them to address the research questions (Creswell & 

Plano Clark, 2018). The quantitative analysis incorporated descriptive statistics using the 

Statistical Package for Social Science (SPSS) (Creswell & Plano Clark, 2018). Whereas the 

qualitative data was coded and checked for reoccurring themes using QUIRKOS software. 

Furthermore, using the steps established by Creswell and Plano Clark (2018), data analysis 

for the convergent design was conducted in three phases: 1) the quantitative data was 

analysed in statistical form, 2) qualitative information was coded and checked for reoccurring 

themes, and 3) results from both databases were merged/integrated. The databases were 

merged using triangulation for fulfilling the purpose of convergent design and to expand the 

understanding of the research (Creswell & Plano Clark, 2018). Lastly, due to time limit, this 

research applied a cross-sectional study by looking at the data at specific point of time 

(Creswell & Plano Clark, 2018).   

4.3. Research Process 

 This study uses a convergent mixed method case study design in which both qualitative 

and quantitative data collection methods are used. Qualitative methods produce the data 

collected from the semi-structured interviews and open-ended questions from questionnaires, 

whereas quantitative methods produce the data collected from the questionnaires. Prior to 

data collection, ethics application was made, and the SIT ethics committee reviewed the 

questionnaire, interview questions and data collection guidelines to address any concerns 

before inviting any participants in the study. Proper protocols were always followed, and 

appropriate instruments were identified and used. A thorough review of data collection and 

analysis procedures was conducted to ensure that the research questions were answered.  

4.4. Method 1: Questionnaire  

4.4.1. Purpose of the questionnaire 

 As per the research objectives three and four (see Section 1.4), this research intends to 

answer the questions of why people attend REP plays, why they don’t and what would enable 

them to attend. Thus, through questionnaires, the researcher aimed to gather the data to 

understand the relationship between the different variables like demographics, opinions, 

attitudes, experiences, and behaviours of Invercargill residents towards performing arts 

activities, particularly the REP productions. Furthermore, two different self-completed 
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questionnaires were created for its participants. Questionnaire 1, “how was your REP 

experience?” aimed to collect data from people who have attended at least one play produced 

by REP in the past three years. Whereas, Questionnaire 2, “never attended a REP 

production?” aimed to collect data from people who have never attended plays produced by 

REP. 

 

Through questionnaires, the researcher was able to collect the data from a large 

number of people and was thus able to generate findings that were more generalisable 

(Rowley, 2014). Additionally, advantages of using questionnaires were that it was economical 

and quicker in administering and it was also convenient for the participants to respond as 

anonymity was maintained at all levels (Bryman & Bell, 2011). Lastly, as described by Creswell 

and Plano Clark (2018), the convergent mixed method case study design allowed the 

researcher to compare and merge the data collected from the questionnaires to the qualitative 

component of this study and findings were generated to highlight the commonalities and 

contrast.  

 

4.4.2. Questionnaire design  

 In a self-completing questionnaire, the researcher is not involved, and respondents are 

supposed to read and answer the questions themselves. Therefore, the “research instrument 

has to be especially easy to follow and its questions have to be particularly easy to answer” 

(Bryman & Bell, 2011, p. 232). In the context of this research, the questionnaires were 

designed with a comprehensible layout and served the purpose of generating a profile based 

on the demographical and attitudinal characteristics of the sample (Rowley, 2014). As 

mentioned earlier, this research incorporated two different questionnaires for its quantitative 

component. The questionnaires consist of both close-ended and open-ended questions. With 

close-ended demographical questions, both the questionnaires followed an identical pattern; 

that is, identifying demographical profile with questions about age, gender, number of years 

lived in Invercargill, marital status, ethnicity, and annual income level. However, the closed-

ended attitudinal questions and open-ended questions were different from each other.  

 

Questionnaire 1, “how was your REP experience?” incorporated six close-ended attitudinal 

questions (see Appendix B) posed to identify the level of engagement of Invercargill residents 

with REP and their productions. These questions focused on factors like number of plays 

attended, name of plays attended, what motivated them to attend, how was their experience 

and if they were aware of other services provided by REP. On the other hand, Questionnaire 

2, “never attended a REP production?” incorporated six questions (see Appendix C) which 

focused on factors like how often they attended performing arts events based on a type, what 

prohibits them to attend REP productions, what would appeal them to attend and what source 
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do they use to find about any live events. Both the questionnaires also included open-ended 

questions to invite respondents to provide short comments and express their own views about 

attending REP productions. In general, the design of the questionnaires included an 

amalgamation of tick box categories and 3–5-point Likert-scale questions. Furthermore, while 

designing questionnaires, the researcher used various literature with similar studies to 

construct the questions. Table 2 identifies that literature and the questions used from them. 

 

Table 2 Past literature used to construct questionnaires 

Section Questions Past research 

 
 

Demographic factors 

 
 
Q1- Q6 

(Walmsley, 2019) 
(Brown & Ratzkin, 2011) 
(Hill, 2018) 
(Langley & Fuller, 2020) 
(Reidy et al., 2016) 

 
Questionnaire 1, “how 

was your REP 
experience?” 

 
Q7-Q12 

(Langley & Fuller, 2020) 
(Reidy et al., 2016) 
(Ministry for Culture & Heritage, 2020, 2021) 
(Creative New Zealand, 2019, 2020) 

 
Questionnaire 2, “never 

attended a REP 
production?” 

 
Q7-Q12 

(Langley & Fuller, 2020) 
(Reidy et al., 2016) 
(Ministry for Culture & Heritage, 2020, 2021) 
(Creative New Zealand, 2019, 2020) 

 

4.4.3. Pilot study 

  Before administering the questionnaires, a pilot study was conducted with five fellow 

research students at SIT and two volunteers from REP.  The purpose of piloting the 

questionnaires was to check the flow, adequacy of information, instructions and to ensure that 

the research instrument functioned well (Bryman & Bell, 2011). The respondents were asked 

if the questionnaire was designed in a clear and comprehensive way. As a result, the pilot 

study enabled the researcher to add more ‘I’ statements within the variable of why people 

attend Repertory Plays and what prohibits them. Volunteers from REP recommended to add 

few more options under the variable for sources to learn about live shows in Invercargill.  

4.4.4. Administering the questionnaires  

 Self-completed questionnaires can be administered in different ways such as internet, 

SMS, postal or hand delivered. In this research, distribution was conducted via internet. 

Researcher used Google forms to generate a link which was shared on various internet 

platforms. Advantages of using online questionnaires are that they are low cost, faster to 

respond, possess attractive formats and has better data accuracy (Bryman & Bell, 2011). 

According to Rowley (2014), emphasis should be given on using researchers existing contact 
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networks, including friends, family and colleagues. In the case of this study, the researcher 

was an active volunteer of REP and a master’s student at SIT. This further enabled the 

researcher to use the contacts to distribute the questionnaires. Table 3 shows the different 

platforms where the questionnaires were distributed. Lastly, to increase the response rates, 

an added incentive was included in both questionnaires. These were a raffle draw to win two 

tickets for Repertory’s upcoming show for participants who completed Questionnaire 1 and a 

$50.00 gift card for participants who completed Questionnaire 2. 

Table 3 Platforms used to administer the questionnaires 

Questionnaires Internet platforms 

Questionnaire 1, “how was 
your REP experience?” 

• REP Facebook page 

• Arts Murihiku Facebook page 

• Shakespeare in the Park Facebook page 

• Invercargill Community Noticeboard Facebook 
Page 

• Southern Institute of Technology Notice Board  

• Southern Institute of Technology Facebook 
page 

Questionnaire 2, “never 
attended a REP production?” 

• Invercargill Community Noticeboard Facebook 
Page 

• Southern Institute of Technology Notice Board  

• Southern Institute of Technology Facebook 
page 

 

 

4.4.5. Participants and sampling 

 To address the research objectives, researcher engaged in a sampling procedure to 

determine the location, type of participants, how they will be sampled, number of participants 

and the recruitment criteria. For Questionnaire 1, “how was your REP experience?”, the 

primary criteria for inclusion in the study were participants who had lived in Invercargill for 

more than 12 months and had at least attended one play produced by REP in the past three 

years. Whereas the primary criteria for Questionnaire 2, “never attended a REP production?” 

was that the participants had lived in Invercargill for more than 12 months and had not attended 

a play produced by REP in the past three years or more. For both the questionnaires, the 

participants had to be 18 years or above as they have sufficient maturity, understanding and 

are capable to make decisions on their own. 

Convenience sampling was used in this research to represent a substantial portion of 

population (Creswell & Plano Clark, 2018). The idea behind using this technique is to choose 

individuals who were easily available to participate based on the questionnaire criteria 
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(Creswell & Plano Clark, 2018). In addition, it allowed the researcher to better understand the 

relationship of the sample selected with the central case of this research. (Mcmillan & 

Schumacher, 2010). When considering sample size, Saunders et al. (2015, p. 300) suggests 

that “researchers normally work towards a 95% level of certainty”. According to Creative 

Research System (n.d), an online sample size calculator, for an average population of 47,000 

and an 8% error margin, a sample size of  150 seemed appropriate for the study. It was 

however unknown how many of them had attended Repertory plays and how many hadn’t. In 

addition, the population of people who have lived for more than 12 months was also unknown. 

Therefore, a sample size of 80-100 was selected for both the questionnaires assuming that it 

would represent the population.  

Table 4 Demographic data collected from questionnaires 

Demographic 
data type 

Demographics of 
respondents (n=41) of 
Questionnaire 1 “how 

was your REP 
experience?” 

Demographics of 
respondents (n=135) 
of Questionnaire 2, 
“never attended a 
REP production?” 

N (%) N (%) 

Age 

18-25 4(9.8%) 41(30.4%) 

26-35 6(14.6%) 42(31.1%) 

36-44 6(14.6%) 29(21.5%) 

45-59 16(36.6%) 17(12.6%) 

60 or above 10(24.4%) 6(4.4%) 

Gender 

Female 28(68.3%) 114(84.4%) 

Male 10(24.4%) 18(13.3%) 

Gender diverse 2(4.9%) 2(1.5%) 

Prefer not to say 1(2.4%) 1(0.7%) 

How long have you lived in Invercargill 

1-3 years 2(4.9%) 53(39.3%) 

4-7 years 9(22%) 20(14.8%) 

8 years or more 30(73.2%) 62(45.9%) 

Marital status 

Single 7(17.1%) 46(%) 

Married 24(58.5%) 30(%) 

In a relationship 5(12.22%) 52(%) 

Divorced/separated 3(7.3%) 5(%) 

Widowed 1(2.4%) 2(%) 

Other (not applicable) 1(2.4%) ---- 

Ethnicity 

Māori 1(2.4%) 21(15.6%) 

New Zealand European (or 
Pākehā) 

36(87.8%) 80(59.3%) 

Asian 1(2.4%) 15(11.1%) 

Pacific peoples 1(2.4%) --- 

Other 2(4.8%) 19(14%) 

Annual income before tax 

Less than 20,000 NZD 4(9.8%) 51(37.8%) 
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20,000 – 39,000 NZD 10(24.4%) 29(21.5%) 

40,000 – 59,000 NZD 11(26.8%) 21(15.6%) 

60,000 NZD and above 8(19.5%) 24(17.8%) 

Prefer not to say 8(19.5%) 10(7.4%) 

 
In terms of responses, 41 participants completed the questionnaire for those who had 

attended at least one play produced by REP in last three years and 135 participants completed 

the questionnaire for people who had not attended any play produced by REP in the last three 

years. Table 4 illustrates the demographical data collected from the study. As illustrated in 

Table 4, majority of the respondents were female for both the questionnaires, however the 

age groups differed. For Questionnaire 1 majority of the responses came from people who 

were 45 or above, whereas for Questionnaire 2, majority of the responses came from people 

who were between the age of 18 and 45. Overall, participants’ sample size for Questionnaire 

1; that is 135 responses may represent a general population, however participants’ sample 

size for Questionnaire 2; that is 41, may not represent the general population due to lower 

responses.  

4.4.6. Data analysis 

 Data analysis of the quantitative component began after the questionnaire was 

administered. The initial step in the data analysis plan was to screen the data. According to 

Creswell and Plano Clark (2018), screening data involves categorising the data, cleaning any 

errors and creating variables if needed. In the case of this research, data was accumulated in 

an excel sheet via an online platform of Google forms. Questionnaire 1 “how was your REP 

experience?” received 41 responses whereas Questionnaire 2, “never attended a REP 

production?” received 135 responses. Both the questionnaires included demographical data 

and where later analysed using Statistical Package for Social Science (SPSS) and descriptive 

statistics was generated with variables associated with what motivates the audience, what 

prohibits the residents and what would enable the residents of Invercargill to attend REP 

productions. Analysis of open-ended questions were based on inductive approach using 

QUIRKOS and themes were created and correlated to the research objectives, literature from 

Chapter Two and theory from Chapter Three. Lastly, the mixed method case study design 

allowed the researcher to merge the data produced from questionnaires with the data 

produced from interviews to triangulate and address the research aim (Creswell & Plano Clark, 

2018).  
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4.5. Method 2: Interviews 

4.5.1. Purpose and design  

 Interviews, as data collecting method are widely used in qualitative case study research. 

Denzin and Lincoln (2018) asserts that interviews are a form of narrative discourse and 

qualitative interviews are conducted to produce knowledge through conversation. From a 

phenomenological perspective, through interviews, a researcher normally seeks descriptions 

of their participant’s particular experiences by asking questions such as “what happened?”, 

“how do you believe?” or “what did you experience?” (Bryman & Bell, 2011). Moreover, 

interviews give an opportunity for researchers to interpret people’s experience and actions 

(Denzin & Lincoln, 2018). Unlike structured interviews, semi-structured and unstructured 

interviews are adjustable and allows the participants to express their questions and concerns 

from their point of view (Denzin & Lincoln, 2018). As discussed earlier in this chapter, the 

qualitative component of this study is addressed via data collected from semi-structured 

interviews and open-ended questions from the questionnaires.    

 

According to Bryman and Bell (2011), semi-structured interviews are flexible; that is, 

the interviewer has a list of specific topics to be covered but also allows the interviewee to 

pursue topics of particular interest to them. Questions not included in the list may be asked if 

the interviewer picks up on anything new and the order of questions may be changed or 

reshuffled depending on what the interviewee considers important in explaining and 

understanding (Bryman & Bell, 2011; Denzin & Lincoln, 2018).  In addition, through semi-

structured interviews, the researcher was also able to use probing technique, which is one of 

the ways to explore responses that are significant to the research aims and objectives (Denzin 

& Lincoln, 2018) 

 

In the case of this research, the purpose of the interviews was to collect data on 

participants' lived experiences and the interview questions were designed to be open-ended 

(see Appendix D) which further allowed the participants to openly tell their stories of REP. The 

questions were adapted from a thesis by Mary Shaw (2016) which was used to understand 

the lived experience of Barn theatre stakeholders in Portville, California. In addition, semi-

structure interviews covered a wide range of issues, including motivations, values, volunteer 

assimilation, work environment and questions about involvement of community within the 

organisation. Table 5 illustrates the alignment of interview questions with the research 

objectives. Furthermore, the themes generated from data collected through semi-structured 

interviews allowed the researcher to compare the information with the statistical data collected 

from questionnaires. 



Bhargav Vyas - 2020006545 

 

44 

 

Table 5 Alignment of interview questions with research objectives 

Research objectives Interview questions Probe 

Community in 
Organisational 

structure (Objective 1) 

What is your perspective 
on the value of the 
Repertory Invercargill to 
the community? 
 
What is your perspective 
how REP as a community 
led organisation has 
functioned in the past and 
the present? 
 
 
How does the REP 
motivate community 
volunteers to become 
involved with the program? 
 

• How does it work with the 
community?  

• How does it meet the need 
of the community? 

• How do people from 
community become 
board/committee 
members?  

• What motivates people 
from community to become 
part of board/committee 
members?  

• What are some stories that 
you have heard about how 
the Repertory Invercargill 
functions as an 
organization? 

• How are new volunteers 
assimilated into the 
organization?  

• How do the experienced 
members of the Invercargill 
Community mentor or 
provide training to new 
members? 

• What is the work 
environment like?  

 

Funding support from 
community (Objective 

2) 

What are the financial 
strengths of the REP? 
 

• What do you believe helps 
Repertory Invercargill 
continue to have the money 
to stay in operation? 

• How has the Repertory 
Invercargill historically 
faced financial challenges? 
(Past and present) 

• What is the long- and short-
term plan to maintain the 
financial sustainability of 
the organization? 

4.5.2. Participants 

Being a case study, this research adopted purposive sampling. According to Mcmillan 

and Schumacher (2010, p. 152), purposive sampling means “selecting subjects with certain 

characteristics”. In the case of this research, a sampling unit of five representatives from 

various aspects in REP were purposely selected. The rationale to select five subjects were 
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because of the limited word count of the project and the inclusion of quantitative component 

which needed to be analysed as well.  Furthermore, the requirements for inclusion in the study 

were: 1) active participation in drama seasons, 2) association with REP for more than or at 

least one year, and 3) representing from an age group of 18 through to 99. By defining these 

criteria, the researcher was able gain an in-depth understanding on how the community was 

involved in the operations of REP. Table 6 illustrates the participant profile for interviews. 

Pseudo names were given to participants to make the data more reflective of ‘real life’. In 

keeping with the nature of the research, the names were suggested by participants based on 

different dramatic works.  

Table 6 Profile of the interview participants 

Participant Gender Age Role in REP Occupation Approximate 
number of 

years in REP 

Flashheart Male 45 Committee Member, 
actor, director 

N/A 25 years or 
more 

Falstaff Male Above 
60 

Committee Member, 
actor, director 

Manager at a 
production 
company 

40 years or 
more 

Queenie Female 22 Volunteer, backstage, 
production manager 

Swimming 
teacher and 

cattery 
assistant 

2 years or 
more 

Victor Male Above 
60 

Life member, actor, 
director 

School 
teacher 

50 years or 
more 

Mollie Female Above 
50 

Committee member Full time 
summer 
teacher 

40 years or 
more 

 

4.5.3. Procedure 

 As discussed earlier, the researcher was known to the interview participants. Hence, prior 

to the interviews, the researcher informally approached the participants to know if they were 

interested in participating. Once selected for the study, the participants were sent informed 

consent forms and information sheet (see Appendix E and F) via email. Prior to conducting 

interviews, the participants were provided with a description of the research and its 

advantages. Participants were informed that they can withdraw from the study at any time up 

until the data is anonymised and amalgamated.  

 

In the conducting of interviews, the researcher adapted a conversational tone to 

comprehend the participants response and encouraged them to elaborate so that a valid data 

can be obtained. Mcmillan and Schumacher (2010, p. 385) highlighted five elements that are 

crucial for an interview session; they are 1) duration, 2) number 3) setting 4) identity of the 
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individuals and 5) informant styles. In this research, five interviews were conducted, and the 

duration ranged from 35 – 45 minutes per session. The interviews were conducted at rooms 

in REP, SIT meeting rooms and via Zoom video calling which further provided a quite 

ambience with minimal disturbance. The interviews were audio recorded using a Dictaphone 

and participant’s consent was sought before the recording. The interviews were later 

transcribed and sent to participants for their review and approval. While scheduling the 

interviews, some discrepancies occurred due to participant’s availability. Lastly, data collection 

was delayed due Covid-19 level 4 lockdowns starting from 18 August 2021 up until the 

announcement of Level-2 on 7 September 2021.  

 

4.5.4. Data Analysis 

 Bryman and Bell (2011, p. 571) describes data derived from interviews as “corpus of 

unstructured textual material”. In order to make more sense of data, it is crucial to organise it 

into a systematic form. Initially, the data was reviewed and partially transcribed into textual 

form. QUIRKOS software was used to code the data. According to Braun and Clarke (2006) 

analysis of interview data heavily relies on thematic analysis and coding to categorize and 

look for patterns. While summarising the data, researcher emphasised on including words, 

phrases and concepts that followed a subsequent pattern. Furthermore, this research adopted 

a deductive approach in analysing the data. In a deductive approach, thematic analysis 

focuses on researchers theoretical interest (Braun & Clarke, 2006). In this study, themes were 

organised using McMillan & Chavis’s (1986) Sense of Community dimensions; membership, 

influence, integration and fulfilment of needs, and shared emotional connections.  In the case 

of this research, literature review and theory constructs presented in Chapter Two and Three 

were related to the results of data analysed. In addition, being a case study, the data was 

organised in descriptive framework based on individual objectives of the study (Yin, 2018). 

Resultantly, an overall pattern was identified explaining the sustained existence of REP. 

4.6. Limitations and delimitations 

 In research, there are areas that are not controlled by the researcher and can thus create 

limitations in the study. Firstly, in this research, the number of participants for Questionnaire 1 

“how was your REP experience?” limited the study. With just 41 responses, the sample may 

not be representative of the population that “have attended REP Productions”. Secondly, being 

a case study, the study was limited to participants from REP and their lived experiences, thus 

limiting the generalizability of the study to a wider population. According to Yin (2018, p. 154), 

data collection in a case study integrates real world events and limits the researcher to have 

any control over data collection environments. In the case of this study, the interview sample 
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incorporated a blend of people from different age groups and number of years in association 

with REP. Hence, it was not practically possible to ascertain the accuracy of the information 

provided by the participants.   

 

 According to Yin (2018), single case study is a spatially bounded phenomenon and has to 

be observed at a specific point of time. This study focuses on understanding the community 

factors that have led to long lasting sustainability of REP and thus required to examine the 

role of community internally and externally. Due to its existence for more than 80 years, it was 

practically not possible to consider a longer time bracket. Hence, for the questionnaires, the 

researcher chose to delimit the timeframe to last three years to understand the level of 

engagement from the residents of Invercargill. Furthermore, due to limited time available to 

accomplish the project, the study was delimited to participants who were 18 years or above 

and were residents of Invercargill for more than 12 months. Consequently, responses were 

also delimited to 80-100 for questionnaires and five interview participants from within the 

organisation.  

  

4.7. Validity and reliability 

In general, validity is concerned with how acceptable the research is and does it 

evaluate what it is supposed to evaluate (Bryman & Bell, 2011; Creswell & Plano Clark, 2018; 

Zohrabi, 2013). It is thus imperative to validate the research instruments. In the case of this 

research, both the data collection instruments had gone through content validation. With 

questions for questionnaires and interviews, the researcher had used existing questions from 

various research for better validity and reliability (see section 4.4.2 and 4.5.1). However, a 

pilot study was conducted to examine whether the questions can be adapted in the current 

research environment (see sections 4.4.3). As a result, questions were further revised and 

reworded based on the research aims and objectives of this study. As discussed above, being 

an active volunteer of REP, the researcher was known to the organisation and the interview 

participants. As a result, this study may contain some potential researcher bias based on the 

personal attributes and characteristics of the researcher. However, despite of a privilege to 

share a dual relationship with the participants, the researcher was always on guard to reduce 

any influences on the research process and every effort was made to remain objective and 

unbiased.    

 

In quantitative research, the data is in the form of numbers and statistics. Thus 

obtaining identical results is rather elementary (Zohrabi, 2013, p. 259). However, in qualitative 

research, achieving identical results are relatively demanding. Thus, to enhance the reliability 
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of the data, mixed method approach was adopted. According to Zohrabi (2013, p. 254), 

multiple data collection strengthens the “dependability and trustworthiness” of the study. The 

technique of triangulation was used for analysing data collected from mixed methods. The 

results from questionnaires and interviews were integrated using a triangulation (Creswell & 

Plano Clark, 2018). Lastly, the interviews were audio-recorded on a Dictaphone, transcribed, 

and sent to the research participants for reviewing.  

 

4.8. Ethical considerations 

 As described above, the research was conducted via two different methods, 

questionnaires, and interviews. Both the methods gathered information from humans. An 

application for ethics approval was made on 25th July 2021 to Human Research Ethics 

Committee at SIT and approval (see Appendix G) was granted on 11th August 2021. Later, a 

minor change of adding incentives to questionnaire participants was requested and approval 

(see Appendix G) was granted on 16th August 2021.  Furthermore, researcher obliged towards 

guidelines set by Human Research Ethics Committee of SIT and always promoted the integrity 

of research and protected its participants. Specific ethical considerations are described below.  

 

4.8.1. Method 1 – Questionnaire 

 With questionnaires, the researcher obtained implied consent from its participants; that is, 

participation was voluntary by their action and there was no formal agreement to take part in 

the study. Both the questionnaires (see Appendix B and C) included a statement at the outset 

providing brief details of the study and relevant contact information if in case they had any 

questions. The researcher had no contact with the participants and the questionnaires were 

deployed via an online platform of Google forms. Participants personal details were not 

obtained, and complete anonymity was maintained throughout. To take part in the raffle draw, 

participants were asked to follow a sperate link at the end of questionnaire and enter their 

email addresses.  

 

4.8.2. Method 2 – Interviews     

 Following the regulations, all the interview participants were provided with a consent form 

(see Appendix E) attached with an information sheet (see Appendix F) briefly describing the 

purpose, procedure, and their role in the study. Taking part in the study was completely 

voluntary and participants were given an opportunity to raise any concerns prior to 

interviewing. Participants were informed that they can withdraw from the study anytime they 

like until the data was analysed. To protect their privacy, researcher opted to give pseudo 

names to all the participants. The interviews were recorded and transcribed verbatim for 

analysis. The transcripts were later sent to the participants for their approval. Participants were 
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informed that results will be later shared with REP and individual participants upon request. 

As per guidelines set by SIT Ethics Committee, data was stored in a password protected 

computer for five years, after which it will be destroyed.  

4.9. Summary 

This chapter described the mixed method research methodology used in the study. The 

study began with the development of questionnaire questions, interview questions and 

preparing the ethics application. The purpose was to explore the perspective of Invercargill 

residents in relation to their level of engagement in performing arts events and the lived 

experience of the stakeholders of REP were explored as they shared their perceptions of the 

organisation. Questionnaires were distributed on various online platforms and Interviews were 

conducted with five stakeholders, including three committee members, one lifetime member 

and one volunteer. The questionnaires were analysed using SPSS descriptive statistics and 

the interviews were coded and analysed using QUIRKOS software. The findings of this 

analysis are presented in the following chapter. 
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Chapter 5. Findings and Analysis 

5.1. Introduction 

The purpose of this convergent mixed method, embedded case study was to explore 

the community factors through the use of qualitative methods and audience engagement 

within the community of Invercargill through quantitative methods. Thus forming a case of REP 

and providing evidences of why it might have sustained for a long term in the city of Invercargill. 

Furthermore, this chapter will discuss the key findings in relation to the research question. 

Firstly, the chapter presents the findings  emerged from quantitative data and later presenting 

the data from qualitative interviews. Secondly, results will be triangulated in discussion section. 

Furthermore, the discussion is related to some of the key findings addressed in the literature 

review and considers the findings in conjunction with theoretical constructs. 

5.2. Results 

5.2.1. Method 1: Questionnaire 

Two different questionnaires were administered for quantitative data collection. Questionnaire 

1 (see Appendix B) “How was your REP experience”, received 41 responses whereas 

Questionnaire 2 (see Appendix C) “Never attended a REP production”, received 135 

responses. As illustrated in Table 4 of section 4.4.5, the respondents for both the 

questionnaires were categorized into demographic profiles based on age, gender, years lived 

in Invercargill, marital status, ethnicity, and annual income level. Both the questionnaires 

included attitudinal questions based on the engagement of Invercargill residents with 

performing arts and in particular REP productions. Results from both the questionnaires will 

be analyzed using Statistical Package for Social Science (SPSS) descriptive statistics and will 

be presented separately. Lastly, findings will be related to relevant theories and literature from 

Chapter 2 and 3 and to achieve research objectives.  

Questionnaire 1 – “how was your REP experience” 

  In terms of response rates, there was a substantial difference between the actual 

responses which in this case was 41 when compared to targeted sample size of 80-100. This 

limited numbers might restrain to draw conclusion and may not accurately represent the 

population.  However, being a mixed method research, the results may further support the 

main findings emerged from Questionnaire 2 and qualitative data. 
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Demographics and Frequency of attendance 

 Of those who participated (n=41) in the questionnaire, 40 (97.56%) participants responded 

that they had attended at least one play or more produced by REP in past three years. Table 

7 illustrates the frequency of attendance based on age, gender, marital status, and annual 

income.  

Table 7 Frequency of attendance based on demographics 

*Yellow highlights represent the majority 

 

Amongst the participants, 90% (n=36) of them had attended 1-5 performances, 

whereas 10% (n=4) had attended more than six performances in the last three years. It was 

worth noting that people from age group 45 and above were the most frequent attendees with 

62.5% (n=25) from the total sample. Female attendees were higher with total of 67.5% (n=27) 

when compared to other genders. Majority of the attendees were married with a total share of 

 

On an average, how many REP performances have you attended in 
last three years? 

1 performance 2 - 5 performances 6+ performances 

N N % N N % N N % 

Age 18-25 3 75.0% 1 25.0% 0 0.0% 

26-35 2 40.0% 2 40.0% 1 20.0% 

36-44 4 66.7% 2 33.3% 0 0.0% 

45-59 4 26.7% 9 60.0% 2 13.3% 

60 or above 5 50.0% 4 40.0% 1 10.0% 

Gender Female 13 48.1% 11 40.7% 3 11.1% 

Gender 
diverse 

1 50.0% 1 50.0% 0 0.0% 

Male 4 40.0% 5 50.0% 1 10.0% 

Prefer not to 
say 

0 0.0% 1 100.0% 0 0.0% 

Marital 
status 

Divorced/sep
arated 

2 66.7% 1 33.3% 0 0.0% 

In a 
relationship 

2 40.0% 2 40.0% 1 20.0% 

Married 9 37.5% 12 50.0% 3 12.5% 

Not 
applicable 

0 0.0% 1 100.0% 0 0.0% 

Single 4 66.7% 2 33.3% 0 0.0% 

Widowed 1 100.0% 0 0.0% 0 0.0% 

Annual 
income  

20,000 - 
39,000 NZD 

2 50.0% 2 50.0% 0 0.0% 

40,000 - 
59,000 NZD 

7 77.8% 1 11.1% 1 11.1% 

60,000 NZD 
and above 

2 18.2% 8 72.7% 1 9.1% 

Less than 
20,000 NZD 

4 50.0% 3 37.5% 1 12.5% 

Prefer not to 
say 

3 37.5% 4 50.0% 1 12.5% 
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60% (n=24). Half of the attendees (50%, n=20) earned more than 40,000NZD annually 

whereas the other half earned lesser than that or did not prefer to disclose their annual income. 

Lastly, 38 participants (92.7%) responded to which plays they have attended in the last three 

years and majority of them (57.9%) selected Blackadder: The Golden Age, followed by 

Blackadder: Goes forth at 42.1% and Last legs at 23.7%.  

Motivation of participants to attend REP productions 

Objective 3: To understand what motivates the audiences to attend REP productions 

 Figure 7 illustrates the participants level of agreement based on what motivates them to 

attend REP productions. With an average response rate of 91.4%, Majority of respondents 

(97.5%) agreed that entertainment was the reason that they attend REP productions. Followed 

by, to stimulate their imagination (94.6%), to pursue personal interest (83.8%), contribute to 

community (78.3%), to appreciate theatre arts (76.3%), spend time with family and friends 

(67.5%), to watch family and friends perform (63.7%), and lastly, to celebrate their own cultural 

heritage (36.2%). 
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Figure 7 Motivation of participants to attend REP productions 

 

 
*Average missing cases – 8.2%.  

 

As illustrated in Figure 8, out of 40 (97.56%) responses, 65% of them were extremely 

satisfied, 25% were very satisfied, 5% were somewhat satisfied and 5% were not too satisfied 

by REP productions. 

80.00%

32.40%

24.30%

5.60%

32.40%

28.90%

39.50%

51.40%

17.50%

45.90%

43.20%

30.60%

62.20%

47.40%

23.70%

32.40%

13.50%

13.50%

22.20%

2.70%

7.90%

10.50%

8.10%

8.10%

16.20%

22.20%

2.70%

13.20%

13.20%

8.10%

2.50%

2.70%

19.40%

2.60%

13.20%

0.00% 20.00% 40.00% 60.00% 80.00% 100.00%

I attended the performance(s) for the
purpose of entertainment

I attended the performance(s) to contribute
to the community

I attended the performances(s) to spend
time with friends and family

I attended the performance(s) to celebrate
or observe my own cultural heritage

I attended the performance(s) to stimulate
my imagination

I attended the performance(s) to become a
better appreciator of theatre arts

I attended the performance(s) to see a
friend or a family member performing

I attended the performance(s) to pursue my
hobby or personal interest

Reasons to be motivated for attending REP productions

Strongly disagree Disagree Undecided Agree Strongy agree
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Figure 8 Level of satisfaction watching REP Productions. 

 

 

In addition, an open-ended question was asked about what was most important about 

attending REP productions. Table 8 illustrates the major themes emerged from the open-

ended questions. With 40 responses, a total of 53 codes were generated and the most coded 

theme was entertainment/watching performances (18 codes) and supporting local arts (16 

codes). The findings were similar to that of Q10 results as illustrated in Figure 7. 

Table 8 Themes emerged from open-ended question (Q13 – Questionnaire 1) 

 

Themes Participant quotes 

Supporting local 
community 

“Supporting the local voluntary theatre community” 
 

“To support local theatre performances” 

Entertainment/watching 
performance 

“Watching a well-executed and enjoyable performance” 
“A good cast putting on a high standard performance” 

Supporting local arts “That local performers and backstage/direction crew have a space 
to develop their skills and an outlet for providing -entertainment” 

 
“Supporting the arts and family/friends in Southland” 

Watching friends and 
family 

“We love watching and supporting friends and colleagues who are 
wonderfully talented” 

Spend time with friends 
and family 

“Our children, who aged between 16 and 4, love REP theatre too, 
so we take them if it’s appropriate” 

Enhance life experience “I love getting my soul fed and taken into another land. Love it 
best at Repertory intimate” 
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Questionnaire 2 – “Never attended a REP production” 

 A total of 135 responses were received for Questionnaire 2. As described in Table 4 from 

Sections 4.4.5, majority of the responses came from female participants (n=114, 84.4%) and 

from the age group of 18-44 (n=112, 83%). A total of 60.7% (n=82) had lived in Invercargill for 

four years or more and the rest of them for 1-3 years. To start with, Q7 was asked to 

understand the attendance of performing arts events in Invercargill.  Figure 9 illustrates the 

percentage of attendance based on type pf performing arts event in the last three years.   
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Figure 9 Performing arts attendance in the last three years 

 

 
*Average missing cases – 7.2% 

  

With an approximate response rate of 92.7%, it was interesting to note that more than 50% 

of the participants had not attended any performing arts event in the last three years in 

Invercargill, except for the music concerts which were attended by 49.6% of participants once 

or more in the last three years.   
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Reasons for not attending and reasons that would appeal to attend REP productions 

Objective 4: To ascertain what is prohibiting the residents of Invercargill to attend REP 

productions and what would enable them to attend. 

Figure 10 illustrates the participants’ response on reasons for not attending REP 

productions. With an average response rate of 96.2%, majority of the participants (71.9%) 

agreed that they were unaware about the plays being performed, followed by; didn’t have 

others to go with (57.8%), tickets were too expensive (54.9%), didn’t have the time (50.3%), 

they’d rather do other things (38.5%), would prefer watching digital content like Netflix, Prime 

or other digital platforms (30.3%), did not understand the art form (24.4%) and nothing that 

interested them (24.4%). On an average 17.8% of participants selected undecided for their 

reasons to not attend REP productions, which means that they neither agreed nor disagreed 

with the statements provided. In terms of disagreement, majority of the participants (51.8%) 

disagreed to the statement that they “didn’t understand the art/content” and 41.5% disagreed 

that they would “prefer watching digital content”.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Bhargav Vyas - 2020006545 

 

58 

Figure 10 Reasons for not attending REP productions. 

 
*Average missing data – 3.7% 

 

To ascertain what would enable the residents of Invercargill to attend REP 

productions, Q9 was asked. Figure 11 illustrates the participants’ responses of the reason that 

might appeal them to attend REP Productions. With an average response rate of 97.5%, 

majority of the participants (70.4%) agreed that they would attend if they knew about it, 

followed by; if the prices were cheaper (68.8%), someone to go with (56.3%), had a varied 
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0.00% 10.00% 20.00% 30.00% 40.00% 50.00%

I am unaware of plays being performed

I would prefer watching digital content (eg:
YouTube, Netflix, Prime and other digital

platforms)

Never anything on that interests me

I wouldn't understand the art / content

I would rather do other things in my free
time

I don't always have others to go with

I don't have the time

I find the ticket prices very expensive

Reasons for not attending REP productions
Strongly disagree Disagree Undecided Agree Strongly agree
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selection of productions (53.4%), more shows during the day (31.1%) and nothing would make 

them attend (13.31%). On average, 27% participants neither agreed nor disagreed with the 

statements provided in Q9. Majority of participants (51.1%) disagreed to the statement, 

“nothing will likely make me attend”, and 34.1% disagreed that they would go if there were 

more shows during the day. Apart from these responses, participants were also asked how 

much they would pay if they were to attend a play produced by REP. With a response rate of 

99.2%, majority participants (82.10%) were willing to pay up to $25.00 for a full paying ticket. 

Figure 12 illustrates the responses from the participants.   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Bhargav Vyas - 2020006545 

 

60 

Figure 11 Reasons that might appeal residents to attend REP productions 

 
*Average missing cases – 2.4% 
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Figure 12 How much would participants pay if they were to attend 

 

 Apart from closed-ended questions, one open ended question was asked for participants 

to add any further comments. A total of 80 participants responded to the question and 110 

codes were generated. The most coded theme was ‘don’t hear about them’ with 35 codes, 

followed by ‘do not have the time’ with 25 codes and ‘price’ with 15 codes. Table 9 illustrates 

the major themes emerged from the open-ended question.  

Table 9 Themes emerged from open-ended question (Q13 – Questionnaire 2) 

Themes Subthemes Participant quotes 

Price  “attending shows is unfortunately out of my budget” 
“the events i wish to go to are usually way to pricey” 

Don't hear about 
them 

 “Tbh never heard of it. Driven past a million times but 
no clue what's going on inside the building” 

“i didnt even know "REP productions" were a thing” 

Don’t have the time Occupation 
(11) 

“would need a babysitter, which adds to costs and 
time constraints.” 

“dont have spare time to go to anything” 
“times don’t suit everyone’s timetables” 

Show timings 
doesn’t Suit (5) 

Better do something 
else 

Watch digital 
content 

“Money better spent elsewhere” 

Don't have anything 
to say 

 14 people responded that they do not have any further 
comments 

Don’t have anyone 
go with 

 “I have friends but they're not into it” 

Nothing that interests  “I have had no interest in attending any of the events 
as nothing has appealed to me” 
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“I feel total lack of connection (what does Repertory 
mean!? to me) A place to go hire costumes” 

Lacking relevance  “Seriously it used to be fun in old times may be in 90s 
not at this stage why would we go out if theater, 

dance, drama, movies and comedy shows all you can 
watch at home "Repertory and Theaters are very old 

school stuff now" 

Travel and parking  “Parking is a problem as unable to walk far” 

COVID-19  “Also, have had covid in the back of my mind about 
large gatherings” 

  

5.2.2. Method 2: Semi-structured Interviews 

Objective 1: To identify and explore how is the community involved in the 

organisational structure of REP. 

Objective 2: To determine how the organisation receives funding support and 

generates income from the community. 

The following section describes the qualitative findings in relation to research 

objectives listed above. A total of five interviews were conducted with stakeholders of REP 

(see Table 6 of section 4.5.2), out of which, three were committee members (Mollie, Fallstaff 

and Flashheart), one is a life member (Victor) and Queenie is a volunteer who became the 

production manager for a recent production at REP. With a deductive coding method, the key 

themes in the findings are organised into McMillan & Chavis’s (1986) four dimension of sense 

of community; 1) membership, 2) influence, 3) integration and fulfilment of needs and 4) 

shared emotional connection. In addition, two other themes emerged during the analysis of 

interview responses: functioning challenges and reasons for long lasting sustainability. These 

themes will be discussed in detail in Chapter 6. Table 10 illustrates the themes generated from 

interview responses.  

Table 10 Qualitative findings 

Research 
objectives 

Interview questions Themes 
Generated 

Subthemes Total 
Codes 

Community in 
Organisational 

structure 
(Objective 1) 

 
 
 
 
 
 
 

• What is your 
perspective how 
REP as a 
community led 
organisation has 
functioned in the 
past and the 
present? 

 
 

• How does the REP 
motivate community 

Membership 
• Sense of belonging 

• Mentorship 

67 

Influence 

• Members are an 
influencing factor 

• Organisation as a 
medium 

• Funding and 
Facilities support 

 

125 

Integration 
and fulfilment 

of needs 

• Opportunity to hone 
creative skills 

• Personal growth 

106 
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Funding 
support from 
community 

(Objective 2) 

volunteers to 
become involved 
with the program? 

 

• What are the 
financial strengths 
of the REP? 

 

• What do you 
believe has allowed 
the REP to sustain 
itself for more than 
80 years? 

 

• Sense of pride in 
meeting the needs 
of other 
members/community 

Shared 
emotional 
connection 

• Common goals 20 

Functioning 
challenges 

• Equal participation 

• Lack of 
interdepartmental 
knowledge 

• Recommendations 
and issues in 
management 

• Audience 
engagement 

• Lack of 
volunteers/members 

• Lack of time 

• Covid-19 pandemic 

• Marketing issues 

• Other options 
available in art forms 

 

63 

Reasons for 
long lasting 

sustainability 

• Varied selection of 
production for 
community 

• Facilities 

• Supporting audience 
 

25 

TOTAL 
NUMBER OF 

CODES 

407 

 
Membership. As described in Table 10, two subthemes were generated under the dimension 

of membership: sense of belonging and mentorship. Participants shared that REP was a 

welcoming community and felt that they belonged there. As presented in Table 11, mentoring 

was an important part of volunteering and the participants felt that experienced committee 

members eagerly offered help and assistance to new volunteers and members who are willing 

to take up different roles in the organisation. In addition, the participants described the social 

relationships at REP provided a sense of belonging with an exposure to likeminded individuals.   

Table 11 Participant quote under Membership theme. 

Themes/Subthemes Participant quotes Participant 

Membership (n=4) “I would always make sure I renewed my 
membership with repertory because then you just 

sort of kept up with what was happening” 

Mollie 

Mentorship (n=4) “everyone there is just so keen to share 
knowledge” 

 

Queenie 
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“during Blackadder I was calling out to A… who 
was the stage manager…and she taught me how 

to call cues” 

Sense of belonging 
(n=2) 

“It’s a safe space and everyone is so lovely” 
 

“K***, who you know, build sets and he brings in 
friends of his… it's been hours absolute hours, 

why? He does not get paid but for him and 
others, they get a sense of achievement” 

 

• Queenie 

• Falstaff 

 

Influence. As a community organisation, members of REP were an influencing factor for new 

volunteers and the community in general. Participants were attracted to get involved with REP 

just by talking to directors about the things they were interested in or were challenged with. 

According to some participants (see Table 12), volunteers were influenced by what REP gives 

to the community and in return they would give services without any cost and even assist with 

securing funding support.  

Table 12 Participant quotes under Influence theme 

Themes/Subthemes Participant Quotes Participant 

Influence (n=5) “Some of the older patrons have, you know 
signed up their grandchildren to come along to 
shows with them, which has been really cool 

because otherwise they probably wouldn't choose 
to like it” 

 
“See, that's totally voluntary repertory. Which is 

probably one of its successors, and every play I've 
done, I've never been paid a penny. There's 

anybody else? Nobody else being paid” 

Mollie 
 
 
 
 
 

Victor 

Members are an 
influencing factor 

(n=5) 

“ **** did a run of Irish plays over a number of 
years and of course you've got a lot of people who 
support any play that J*** will do or any Irish play 

at the time. 

Mollie 

Organisation as 
medium (n=4) 

“***’s husband *** he's a Carpenter but he 
loves doing lighting so how else would you do 

that? repertory provides the place and the support 
for people” 

Falstaff 

Funding and 
facilities support 

(n=4) 

“we're lucky with the fundholders support that we 
get from the Invercargill licensing trust and the 

Community Trust South, and so we can actually 
put in an application that if we were to lose money 

on a show for whatever reason…then they will 
support us financially” 

 
“the community funders, the wise men and women 

are there…we will give you some money so you 
can do it there, right when repertory was looking to 
buy a theater and that the community funders said 
this is the same as rugby Park or Surrey Park or 

Mollie 
 
 
 
 
 
 
 

Falstaff 
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the hockey…it's important we have this little 
theatre” 

 

 
Integration and fulfilment of needs. Personal growth and meeting the needs of the 

community members were evident in the statements made by participants (see Table 13). It 

is important to note that committee members described the organisational structure as a give-

and-take process. REP provides an opportunity for volunteers to hone their creative skills 

whilst providing a platform to take up other roles beyond acting and directing (e.g., set building, 

lighting, backstage, etc.). In addition, it also provides a sense of pride for members when they 

are recognised in the community as individuals who are involved in REP productions.   

Table 13 Participant quotes under Integration and fulfilment of needs theme 

Themes/Subthemes Quotes Participant 

Integration and 
fulfilment of needs 

(n=4) 

“we're always trying new things, but I think it's that 
connectedness that people have, like you know, 

the kids that come to you…I say I taught them…if 
I see them years later and they're doing 

something really cool, it's like…Yeah, they have 
kept up with drama” 

 
“There are people, actors that I know of are now 

as young people that have progressed up through 
from Invercargill at repertory” 

Mollie 
 
 
 
 
 
 

Falstaff 

Opportunity to hone 
creative skills (n=4) 

“it’s a means that they can get… in schools 
there's drama, right? But some of them want to go 

up a step. Young R*** here, he likes drama and 
he's reached as far as probably he can at school. 

This is the next step for him” 
 

Falstaff 

Personal growth 
(n=3) 

“People are learning the skills of makeup and the 
skills of costume or the skills of collecting 

properties” 

Victor 

Sense of pride in 
meeting the needs 

of other 
members/community 

(n=4) 

“I have done a play for rep every year…faithfully 
from about 1976. There wouldn't have been a 

year missed that I hadn't done a play for repertory 
until comparatively recently” 

 

 
Victor 

 
 
 
 
 
 

 
Shared emotional connection. Friendships occurred within the stakeholders. As described 

in Table 14, participants have experienced that REP offered an opportunity to form actual 

connections. Members believed that their roles were important to the organisation and all of 

them worked towards a common goal of making REP a successful organisation.  
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Table 14 Participant quotes under Shared emotional connection theme 

Themes/Subthemes Quotes Participant 

Shared emotional 
connection (n=3) 

“we've done a couple of surveys after youth 
drama…asked them what was the most valuable 
thing they got out of youth drama and the majority 

of them said that it's the friends they made” 
 

“people want to see the performance and feel the 
emotions, so we provide, repertory provides that” 

 
“We've all got theater in common and I think that is 
one of the easiest commonalities between people 

to just like get along with” 
 
 

Mollie 
 
 
 
 

Falstaff 
 
 
 

Queenie 

Common goals 
(n=4) 

“everyone is just so willing to share the information 
and help you because everyone has the same 

goal as they want repertory to succeed” 

Queenie 

 

5.3. Discussion 

  In this research, qualitative data was organised into McMillan and Chavis’s (1986) four 

dimensions of sense of community; that is, Membership, Influence, Integration and Fulfilment 

of needs, and Shared emotions. With 125 codes, influence was often quoted by participants 

from sense of community data and the subthemes generated; members are an influencing 

factor, organisation was a medium and funding support. Integration and fulfilment of needs 

was the second highest theme with 106 codes, followed by: membership (67 codes) and 

shared emotional connection (20 codes). Figure 13 illustrates the relationship of McMillan and 

Chavis’s (1986) sense of community dimensions to sustainability of REP.  
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Figure 13 Sense of community interactions 

 

  Nowell and Boyd (2014) asserts that individuals generate a feeling of responsibility in a 

community when their needs are met, and feelings of belonging are generated. As illustrated 

in Figure 13, members of REP felt that their needs were met which enabled them to be 

members of the organisation. Through this interaction, a sense of community responsibility 

was generated in which the participants felt that they had a personal responsibility for the 

collective wellbeing of providing to the community (Nowell & Boyd, 2014). In addition, 

members also felt that REP served as a resource in fulfilling their needs which further enabled 

them to stay within the community and contribute towards its sustained existence.  

Community in organisational structure 

  It is common in community organisations that members tend to form attachments with 

one another. Mostly, these practices involve a give-and-take process. Members of REP 

experienced a strong sense of community within the organisation. A strong sense of 

community can further lead to a longer sustainability of community organisations (Forenza, 

2017; Forenza & Tredinnick, 2020; Gray, 2018; Nicholson et al., 2018; Shaw, 2016). Zani and 

Cicognani (2012) asserts that members who have been part of the community for an extended 

period of time tend to have higher sense of community. Participants in this research indicated 

that the reason why REP has been sustained for more than 80 years was purely because of 

volunteers and committee members who have been part of the organisation for over a decade 

and in some cases even more than 40 years.   
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  Results from qualitative data indicated that members of REP are a group of self-

organising community members. These members believe that they belong to a genuine drama 

community with a common set of goals and thus were reinforced to participate (McMillan & 

Chavis, 1986). In community theatres, members are often seen performing multiple duties in 

one given project (Gray, 2018; Nicholson et al., 2018; Shaw, 2016). Evidence of this was also 

found in REP with participants describing that they often performed multiple duties such as 

acting, directing, set building, costumes and props making. Furthermore, interview participants 

described that members and volunteers at REP were always eager to mentor and share 

knowledge when new volunteers were assimilated or when they express any interest in a 

particular area. As a result, volunteers are more likely to experience organisational sense of 

community and expected to perceive higher organisational efficacy (Zani & Cicognani, 2012).  

Community in funding support 

  Based on McMillan and Chavis’s (1986) dimension of Influence, funding and facilities 

support was identified as a major theme. Interview participants revealed that REP heavily 

relied on the funding provided by local community organisations and the people of Invercargill. 

A similar finding was confirmed from Giesekam (2000) and Nicholson et al. (2018) in their 

studies about amateur theatres. The perception of participants in this study indicated that 

community members were influenced by what the organisation gave to the community and in 

return the community members assisted in raising funds for the organisation. Sustainability of 

community theatres often rely on their volunteer base (Balfour, 2011; Forenza & Tredinnick, 

2020; Gray, 2018; Nicholson et al., 2018; Shaw, 2016). In the case of REP, all the research 

participants acknowledged that their role in the organisation was voluntary and none of the 

members were paid for their services. The participants were influenced by the members of the 

organisation who had influence over creating shared understanding about drama practices in 

Invercargill. Nicholson et al. (2018) asserts that community theatres are often seen lending 

the theatre facilities to the local community and event organisers to add an extra income which 

can further support in maintaining the theatre facilities. With a similar finding, the interview 

participants in this study also admitted that REP was often seen lending the facility to private 

organisers and community members. However, the events have to be about showcasing some 

form of art.   

Audience engagement 

Through quantitative data collection, this research explored the level of audience 

engagement of Invercargill residents towards performing arts events and REP productions. 

According to  Bouder-Pailler (1999), motivations of theatre going are driven by extrinsic and 

intrinsic factors. Figure 14 illustrates the variables categorised in extrinsic and intrinsic factors 

for this research. Based on the findings of this research, intrinsic factors were chosen by the 
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participants frequently when compared to extrinsic factors. In Bennett’s (1997) theory of 

reception internal factors constitute interactions between the audience and stage. In the 

context of the findings in this research, it meant that majority of the participants attended REP 

productions to seek experiences for their own sake, regardless of other outcomes it might 

have (Bouder-Pailler, 1999). However, participants also agreed to attending productions 

based on extrinsic reasons, which means that the product was consumed for the purpose of 

satisfying a specific aim which lied beyond the actual item. This finding can further be co-

related to the sustained existence of REP for more than 80 years; that is, people attended 

productions to support the community organisation and their members.   

 

Figure 14 Extrinsic and intrinsic factors for theatregoing. 

 

Note. The A Priori dimensions of theatregoing. Adapted from “A Model for Measuring the Goals of 
Theatre Attendance,” by D. Bouder-Pailler, 1999. International Journal of Arts Management, 1(2), 4-
15.http://www.jstor.org/stable/41064646  

  

This research also incorporated data on why people do not attend REP productions 

and what would enable them to attend. According to McCarthy et al. (2004), three factors are 

important in determining how individuals can become involved with arts; gateway experience, 

quality of arts experience and intrinsic worth of arts. The results clearly indicated that majority 

of Invercargill residents had not attended any performing arts event in the last three years 

except for the music concerts. It was however unknown if the participants had any early arts 

experience in their lives and if they were benefited from it or not. Furthermore, majority of the 

participants agreed that prices and not knowing about the shows were the main reasons for 

not attending REP productions. Participants however agreed that they would attend if prices 

were less and if there was more publicity about the shows. The results are similar to findings 

from Langley and Fuller (2020); Reidy et al. (2016) and Creative New Zealand (2019, 2020), 

http://www.jstor.org/stable/41064646
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however these studies were based on Southland region and not Invercargill specific. Hence 

the findings may address the gap in understanding audience engagement in Invercargill.  

5.4. Summary 

The results and findings of this case study are important as they add to the body of 

knowledge on the sustainability of community theatres in New Zealand. Due to the nature of 

embedded case study design, different data came from different sources and was analysed 

separately.  Furthermore, this chapter discussed the key findings in relation to sense of 

community of REP members. In summary, the stakeholders of REP possess strong overall 

sense of community. The research showed that each of McMillan & Chavis’s (1986) 

dimensions played an important part in the development of sense of community. The chapter 

also highlighted the level of audience engagement of residents of Invercargill, particularly 

stating the reasons on why they attend REP productions, why they don’t and what would 

enable them to attend. Moreover, this research will inspire other community theatre studies 

not only based on sense of community, but also look into audience engagement as an 

important aspect.  
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Chapter 6.  Recommendations and Conclusion 

 

6.1. Purpose of the research 

The purpose of this mixed method, embedded case study was to  explore the 

community factors that have led to sustainability of Repertory Invercargill.  Through this 

research, the researcher aimed to address the research gap on sustainability of standalone 

regional community theatre organisations in New Zealand and to address the issue of 

declining audience engagement towards performing arts events and in particular Repertory 

Invercargill productions.  

 

Two embedded subunits were created within the original-single case. The first subunit 

incorporated the qualitative component of the study; that is, analysing the data generated from 

semi-structured interviews. This was guided by Objectives one and two. Whereas the second 

subunit incorporated the quantitative component of the study; that is, analysing the data 

generated from two different questionnaires. Questionnaire 1 addressed Objective three and 

Questionnaire 2 addressed Objective four.  

 

Objective 1: To identify and explore how is the community involved in the organisational 

structure of Repertory Invercargill.  

Objective 2: To determine how the organisation receives funding support and generates 

income from the community. 

Objective 3: To understand what motivates the audiences to attend Repertory Invercargill 

productions 

Objective 4: To ascertain what is prohibiting the residents of Invercargill to attend Repertory 

Invercargill productions and what would enable them to attend.   

 

 Chapter two of this research project examined the theoretical underpinning of the study. 

Sense of community theories by Hughey et al. (1999); McMillan and Chavis (1986); Nowell 

and Boyd (2010); Nowell and Boyd (2014) were used to guide the qualitative component of 

the study and address the research objectives one and two. Whereas audience engagement 

theories by Bennett (1997); Bouder-Pailler (1999); McCarthy et al. (2004) were used to guide 

the quantitative component of the study and address objectives three and four. In the industry 

analysis it was identified that, New Zealand, in its short history, has developed a well-

established performing arts industry. The cultural sector is diverse and incorporates a broad 

range of activities. However, reports from Ministry of Culture & Heritage (2020, 2021); Langley 
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and Fuller (2020); Creative New Zealand (2019); Creative New Zealand (2020) suggested that 

performing arts attendance is gradually declining and performing arts organisation are facing 

a challenge of engaging audiences.  

 

Chapter three provided a discussion about the literature review and explored the themes 

of what role does community theatres play in society, how are the community arts 

organisations funded and how are they managed. While there exists a wide range of literature 

on the benefits of community theatres, there was very little attention given to understanding 

the sustainability of these organisations. This research aimed to address that gap and explore 

the reasons behind the long-lasting sustainability of REP. 

 

Within a pragmatic philosophical paradigm, both the qualitative and quantitative methods 

were used to address the research objectives. Five Semi-structured interviews were 

conducted with stakeholders of REP to collect qualitative data and two questionnaires were 

administered to collect quantitative data. With qualitative data, QUIRKOS software was used 

to organise the themes using four dimensions of membership, influence, integration and 

fulfilment of needs, and shared emotional connection from McMillan and Chavis’s (1986) 

Sense of Community theory. Whereas for quantitative data, Statistical Package for Social 

Science (SPSS) was used to generate descriptive statistics. Lastly, data was triangulated to 

address the main case of REP’s sustained existence.    

 

6.2. Key findings 

Objective 1 – Community in organisational structure 

• Members believed that participating in REP production was a give-and-take process. 

• Members believed that they belonged to a genuine drama committee and thus were 

reinforced to participate. 

• A strong sense of community was generated. 

• Members are self organising individuals and often performed multiple duties in one 

given project. 

• Mentoring and sharing of knowledge was often practiced within the organisation. 

 

Objective 2 – Community in funding support 

• REP heavily relied on the funding provided by local community organisations and the 

community of Invercargill 

• Community members were influenced by what the organisation gave to the community 

and in return they assisted in raising funds for the organisation. 
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• Research participants acknowledged that their role in the organisation was voluntary 

and none of the members were paid for their services. 

• Participants in this study also admitted that REP was often seen lending the facility to 

private organisers and community members. 

 

Objective 3 – Motivation to attend REP productions 

• Intrinsic factors such as personal interest, stimulate imagination and entertainment 

were chosen by the participants frequently.  

• Participants also agreed to attending productions based on extrinsic reasons such as 

contributing to community, appreciate theatre arts, spend time with family and friends, 

to watch family and friends perform and to celebrate their own cultural heritage. 

• Findings can be co-related to the sustained existence of REP for more than 80 years. 

 

Objective 4 – What prohibits and what would enable to attend REP productions 

• Majority of Invercargill residents had not attended any performing arts event in the last 

three years except for the music concerts 

• Majority of the participants agreed that prices and not knowing about the shows were 

the main reasons for not attending REP productions.  

• Participants agreed that they would attend if prices were less and if there was more 

publicity about the shows.  

 

Findings in relation to the central aim of the research 

• Sense of community had a strong impact on sustainability. 

• Mentoring and passing on the knowledge to younger generations provided REP with 

the culture to sustain from more than 80 years. 

• Influential members were able to generate funds for the organisation which in return 

contributed to its sustained existence.  

• Supportive community members: that is, people attended productions to support the 

community organisation and their members.   

6.3. Relationship to previous research 

  As discussed in Chapter 5, qualitative data was organised into McMillan and Chavis’s 

(1986) four dimension of sense of community. The findings indicate that a strong sense of 

community was observed within the organisation which played an important role in its 

sustained existence. These findings were similar from the studies by Forenza (2017); Forenza 

and Tredinnick (2020); Gray (2018); Nicholson et al. (2018); Shaw (2016). Sense of 

community responsibility and sense of community resource by Nowell and Boyd (2010) were 
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not measured separately, however the themes generated did indicate that members of the 

organisation considered their responsibility to work towards betterment of theatre arts in 

Invercargill and provide to the community. 

  With funding support, members believed that Repertory Invercargill had a very positive 

impact on the community and the members acted as an influence within the community of 

Invercargill. As a result, funding support was generated from the community of Invercargill. 

This finding was similar from the studies by Balfour (2011); Giesekam (2000); Maria and Morar 

(2014); Shaw (2016). These studied were however at different locations and were set in a 

different community setting. In addition, the findings from Questionnaire 1 “How was your REP 

experience?” complements the findings related to the funding support by community of 

Invercargill. The findings indicated that people attended REP productions because they 

wanted to support the community and arts activities happening in the community. Thus, 

contributing towards a sustained existence.    

Lastly, the findings from Questionnaire 2 “Never attended a REP production?” 

indicated that majority of people between the age group of 18-45 had not attended a single 

performing arts event in the last three years. The findings were somewhat similar to 

attendance reports by Langley and Fuller (2020); Reidy et al. (2016) and Creative New 

Zealand (2019, 2020). However, these reports were southland based and did not incorporate 

Invercargill specific findings.  

Overall, this research is important as the findings address the gap for arts management 

research in Invercargill, New Zealand. In addition, it also adds to the body of knowledge for 

sustainability of non-profit community theatre organisations. The findings also address the gap 

of audience research in Invercargill and in particular theatre art form. 

 

6.4. Limitations and delimitations of the present study 

6.4.1. Delimitations 

Being a single case study, this research delimited itself with a single case of Repertory 

Invercargill. Resultantly, interview participants were delimited to stakeholders of Repertory 

Invercargill and questionnaire participants were delimited to residents of Invercargill. In 

addition, for this research, the required 17 weeks of completing the project served as delimited 

period of time. Hence, the study was conducted using convergent design so that both 

qualitative and quantitative data could be collected at the same time.  
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6.4.2. Limitations 

Questionnaire 1 ‘How was your REP experience?’ received just 41 responses which was 

nearly half of the desired sample size. It was thus not able to represent the population and 

generalisations could not be made.  Being a case study, the findings are limited to Repertory 

Invercargill and the residents of Invercargill. Although it may be able to provide insights for 

other community theatres to sustain, the results however, may be or may not be able to 

replicate findings for other community theatres in New Zealand or worldwide. Hence, the 

danger of false generalisation always exists. Lastly, for questionnaires and interviews, it was 

not practically possible to ascertain the accuracy of the information provided by the 

participants.   

 

6.5. Recommendations for future research and practice 

6.5.1. Recommendations for future research 

This research sought insight into community factors contributing to sustainability of 

REP. Due to delimitations of time and word limit it was not possible to incorporate other 

aspects of sustainability. It is thus recommend that a wider study be conducted incorporating 

economic and environmental aspects of sustainability as well. It is also recommended that a 

study of other community theatres be conducted to strengthen the findings of this study. The 

audience attitude findings are limited to Invercargill city and does not represent population of 

other regions. It is thus recommended to conduct a similar study with other cities to add to the 

body of knowledge of how performing arts are perceived by residents of other cities. Elements 

such as strategic planning, leadership and organisational culture could be observed in-depth 

and how they can assist a community theatre program in achieving sustainability.  

The response rate for Questionnaire 1 “How was your REP experience?”  received 41 

responses which was half the targeted sample size. A different approach could be adopted to 

receive responses for the desired sample size in future research. Demographical data was a 

well spread sample. However, female responses were more when compared to male and 

other genders. Future research could focus on getting a well-balanced data. With the data for 

audience attitudes, the criteria was delimited to last three years and variables were delimited 

to factors such as why people do not attend REP productions and what would enable them. 

This could however be extended for future research and elements such as background factors, 

early arts experience, perception towards performing arts and reactions to other arts 

experience could be added so that a detailed history of arts participation of respondents could 

be known.  
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6.5.2. Recommendations for future practice 

While analysing the data from interviews, an unexpected theme was emerged 

highlighting the challenges faced by stakeholders of Repertory Invercargill and organisation 

in general. These themes suggest several implications for action. These are the researcher’s 

recommendation to address the themes. 

• While it was observed that members and volunteers took part in various aspects of 

executing productions. It was also noted that there was lack of inter-departmental 

participation within the organisation. The reasons behind this could be the lack of 

knowledge about other departments of theatre making. Thus, it is recommended that 

an extensive training program especially in the areas of backstage, productions, 

lighting and set building must be developed. 

• Lack of volunteers was described by majority of the participants. To overcome this, an 

aggressive outreach programme must be developed to encourage the community 

members to be part of performing arts community. Promotions could be done at local 

schools, library, council facilities and through online platforms like Facebook, Twitter, 

and Instagram. These promotions should not only focus on the benefits of participating 

as a stage performer but should also focus on benefits of getting involved in backstage 

and other production activities.     

• In terms of management, it was noted that strategic planning was required to develop 

short-term and long-term plans for the organisation. It is recommended to establish a 

broader recruitment process for members with a balance of experienced and fresh 

talent. In addition, strategic planning should also assure that a balance is maintained 

between the artistic and managerial aspect of the organisation. A continuous cycle of 

planning, implementing, and evaluating should be followed for effective organisational 

efficacy. 

• In terms of audience engagement, the quantitative findings indicate that majority of the 

participants would attend REP productions if they knew about the shows and if the 

prices were cheaper. It is thus recommended that a marketing and branding consultant 

must be hired to expand the use digital and human channels and advertise in such a 

way that could attract populations from other cultures and communities residing in 

Invercargill. The findings indicate that majority of participants were willing to spend up 

to $25.00 for an adult ticket (see Figure 5.5).  

• Lastly the quantitative findings also indicate that Comedy was the most likely genre 

that Invercargill Residents would like to see followed by Musical Theatre, physical 
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dance, and culture specific. In addition, Facebook, was often used as a platform to 

look for performing arts event followed by What’s on Invers. These findings could assist 

REP in marketing and branding. 

6.6. Final conclusion 

This study provided the data that identified the level of community involvement in the 

organisational structure and funding support of Repertory Invercargill resulting in its sustained 

existence for over 80 years in Invercargill, New Zealand. In addition, the study also identified 

the audience attitude of Invercargill residents towards performing arts events and in particular 

REP productions. The findings indicate that strong sense of community have influenced the 

sustainability of Repertory Invercargill and a similar examination should be conducted by other 

community theatre organisations struggling for sustainability. It was also identified that 

majority of the residents do not attend performing arts events due to higher ticket prices and 

lack of knowledge about these events happening. Therefore organisations must consider 

these factors when they plan to stage any performing art event. Lastly, this research will inspire 

further research in the field of community arts management research and add to existing body 

of knowledge.  
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Appendices 

Appendix A Synthesis Matrix 

Topics Sources 

Theatre history (Atkinson, 2014; Brockett & Hildy, 2014; Nicholson et al., 2018; Rubin et al., 2001; Southern, 1968) 

Theatre New 

Zealand 

(Baker, 2021; Brockett & Hildy, 2014; Derby, 2014; Derby & Grace-Smith, 2014; Edmond, n.d.; 

Greenwood, 2002; Heritage, n.d.; McNaughton, 1974; Rubin et al., 2001; Van Erven, 2001) 

The role of  

community 

theatre in Society 

(Beirne & Knight, 2007; Boehm & Boehm, 2003; David et al., 2020; Forenza, 2017; Forenza & 

Tredinnick, 2020; Holdsworth et al., 2017; Keisari et al., 2020; McMillan & Chavis, 1986; Nicholson 

et al., 2018; Onyenankeya & Salawu, 2019; Pyman & Rugg, 2006; Shaw, 2016; Walcon & 

Nicholson, 2017; Weston, 2020; Yuen et al., 2011) 

Community arts 

funding 

(Balfour, 2011; Feder, 2018; Giesekam, 2000; Harvie, 2015; Heritage, 2020; Lewandowska, 2018; 

Maria & Morar, 2014; Neligan, 2006; Nicholson et al., 2018; O'Hagan & Neligan, 2005; Shaw, 2016; 

West, 2020; Zealand, 2019) 

Making and 

manging of 

community 

theatres 

(Balfour, 2011; Boehm & Boehm, 2003; Bonet & Schargorodsky, 2018; Gray, 2018; Inyang, 2016; 

Madzik, 2012; McAuley, 2008; Nicholson et al., 2018; Shaw, 2016; Yule, 2012) 

Research 

Methodology 

(Braun & Clarke, 2006; Bryman & Bell, 2011; Creamer, 2018; Creswell & Plano Clark, 2018; Crotty, 

1998; DeJonckheere & Vaughn, 2019; Denzin & Lincoln, 2018; Mcmillan & Schumacher, 2010; 

Rowley, 2014; Saunders et al., 2015; Tashakkori & Teddlie, 1998; Yin, 2018; Zohrabi, 2013) 

Sense of 

Community 

(Bess et al., 2002; Boyd & Nowell, 2017, 2018; Hughey et al., 1999; Jimenez et al., 2019; McMillan, 

1996; McMillan & Chavis, 1986; Nowell & Boyd, 2010; Nowell & Boyd, 2014; Sarason, 1974; Zani 

& Cicognani, 2012) 

Audience 

engagement 

(Ashley, 2014; Bennett, 1997; Bouder-Pailler, 1999; Brodie et al., 2011; Brown & Ratzkin, 2011; Hill, 

2018; McCarthy et al., 2004; Radbourne et al., 2010; Walmsley, 2019, 2021) 
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Appendix B “how was your REP experience?” 
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Appendix C “Never attended a REP production?” 
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Appendix D Interview questions 

 

1. How long have you been associated with Repertory Invercargill? What is your background besides being 
associated to Repertory Invercargill?  

2. What is your perspective on the value of the Repertory Invercargill to the community?  

Probe: How does it work with the community? Probe: How does it meet the need of the 
community?  

3. What is your perspective how Repertory Invercargill as a community led organisation has 
functioned in the past and the present?  
 
Probe: How do people from community become board/committee members?  
 

Probe: What motivates people from community to become part of board/committee members?  

Probe: What are some stories that you have heard about how the Repertory Invercargill 
functions as an organization?  

Probe: How are new volunteers assimilated into the organization?  

Probe: How do the experienced members of the Invercargill Community mentor or provide 
training to new members?  

Probe: What is the work environment like? 
 

4. How does the Repertory Invercargill motivate community volunteers to become involved with 
the program? 
 
Probe: What are some stories that you have heard about the Repertory Invercargill’s way of 
involving the community in the program on a long-term basis?  
 

Probe: What are some stories that you have heard about the Repertory Invercargill’s impact on 
the volunteers, audience members, and the community as a whole?  

Probe: How do you believe a “sense of community” is developed within the volunteers at the 
Repertory Invercargill?  

5. What are the financial strengths of the Repertory Invercargill? a. Probe: What do you believe 
helps Repertory Invercargill continue to have the money to stay in operation?  
 

Probe: How has the Repertory Invercargill historically faced financial challenges? (Past and 
present)  

Probe: What is the long- and short-term plan to maintain the financial sustainability of the 
organization?  

6. What do you believe has allowed the Repertory Invercargill to sustain itself for more than 80 
years? 
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Appendix E Consent form 

 

 
 
 

Declaration of consent to be interviewed for  

“Sustainability of community-based theatre: A case of 

Repertory Invercargill” 

 

I have had the scope and nature of the research fully explained to me.  Any questions about the 
research have been satisfactorily answered, and I understand that I may request further information 

at any stage. 
 

I accept and note that: 
 

1. My participation in this research is entirely voluntary. 

 
2. I may withdraw from participation in the research at any time up to the point at which the 

data is anonymized and amalgamated without explanation, disadvantage or disincentive. 
 

3. Any information given during the interview is being utilized solely for the purpose of the 

specific research project and will not be disclosed to any other person or agency without 
my express consent. 

 
4. The interview will be recorded for later transcription. 

 
5. This information may be incorporated into the research report, but actual names or other 

characteristics that may lead to identification of individuals or organisations will not be 

disclosed.  
 

6. I may request to view any completed drafts or sections of the research report to which I 
have contributed, at any time. 

 

7. A copy of the completed research report will be made available to me, on request, at the 
conclusion of the research. 

  
DECLARATION 

 

I have read and understood the information set out on this form and give my informed 
consent to be interviewed in accordance with the stated terms and conditions. 

 
Name of Research Subject/Participant   Name of Researcher 
 

…………………………………………………   Bhargav Vyas (Ben) 
 
Signature ……………………………………              Signature ………………………………….. 
 

Date ………………………………………….   Date ………………………………………… 
 

 
 

 

 
 



Bhargav Vyas - 2020006545 

 

104 

 
 

Appendix F Information sheet 

 

 
 

SUSTAINABILITY OF COMMUNITY-BASED THEATRE: A CASE OF 
REPERTORY INVERCARGILL 

 
Information Sheet for Participants 

 
Thank you for showing an interest in this project.  Please read this information sheet 
carefully before deciding whether or not to participate.  If you decide to participate, I 
thank you.  If you decide not to take part, there will be no disadvantage to you of any 
kind and I thank you for considering my request.   
 
Introduction 
I am Ben Vyas (Bhargav), researching sustainability of community theatre as part of 
my Master of Applied Management programme at the Southern Institute of 
Technology. The study is entitled “Sustainability of community-based theatre: A case 
of Repertory Invercargill”. 
 
What is the aim of the project? 

The project aims to explore the community factors that have led to sustainability of 
Repertory Invercargill. The objective of the study is to explore how is the community 
involved in the organisational structure and funding support of the organisation 
through interviews. The study will also explore the level of audience engagement 
and disengagement of Invercargill residents towards Repertory Invercargill plays 
through a questionnaire. 
 
What type of participants are being sought?  
I am looking for people who are currently residing in Invercargill and have been associated 
with Repertory Invercargill for two years or more. I am seeking to interview 6-8 people. The 
invitation will be made in a committee meeting of the organisation and the potential 
participants will be sent email invitations. The first 6-8 responses will be selected, and an 
interview will be scheduled based on their preferred time.   
 
What will participants be asked to do?  
Should you agree to take part in this research, you will be asked to attend a 45 to 60 
minutes interview which will be recorded using a digital voice recorder. Your 
participation is entirely voluntary. The interview will be about your community 
experiences in Repertory Invercargill. After the interview, you will be asked to 
confirm the transcription. You will be given a week for updates/changes. If no 
response, the data will be considered final and ready to be analysed. 
 
Can participants change their minds and withdraw from the project?  
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You may withdraw from participation in the project at any time up until the point at 
which the data is anonymised and amalgamated into the report, without any 
disadvantage to yourself of any kind. 
 
What data or information will be collected and what use will be made of it?  
The interview will be recorded using a digital voice recorder. It will then be 
transcribed verbatim by the researcher. A copy of the transcription will be sent to you 
through email for your confirmation. A confirmation will be asked, and the researcher 
will give one week for updates/changes needed. A follow-up email will be sent two 
days before the due date of confirmation. If no response, the data will be considered 
final and ready to be analysed. 
 
The data will be kept entirely confidential. No individual will be identified in any way. 
The identity will be removed before the transcript will be shared and analysed. The 
data will be used by the researcher only for the purposes of this study. 
 
What will happen to the results?  
The information gathered from the interviews will be analysed. The final report will be shared 
with Repertory Invercargill and available in the Southern Institute of Technology library 
(Invercargill, New Zealand). You are most welcome to request a copy of the results of the 
research should you wish. 
 
How will the data be stored?  
The data collected will be securely stored in such a way that only the researchers will 
be able to gain access to it.  At the end of the project any personal information will 
be destroyed immediately except that, as required by SIT's research policy, any raw 
data on which the result of the project depends will be retained in secure storage for 
five years, after which it will be destroyed.  
 
What if you have any questions about the project?   
If you have any questions about the project, either now or in the future, please feel 
free to contact: 
 
Researcher: Bhargav Vyas (Ben) 
Southern Institute of Technology 

 

Supervisor: Dr. Sally Bodkin-Allen 
Southern Institute of Technology 

  
 

This research has been approved by the Human Research Ethics Committee at 
SIT. 
If you have concerns about the ethical conduct of this research or the researchers, 
the following procedure should occur. 
 
Write to the following: 
 The Secretary of the Human Research Ethics Committee 
 Southern Institute of Technology 
 133 Tay St 
 INVERCARGILL 9840 NZ 
 Tel: 03 211 2699 
 
All information is confidential and will be handled as soon as possible. 

 




