qiaibgo (5K

! Cupe Ugai

Ca e Jo g g 5 p5OL

s

oliilo 7 Ol yalo 50 (A (Slantlian 1 Kb §  Smw il g oS B b FI Lol Cds (5451

OF00) aabls (Sl 6obT 550 5 ety b jgem by ¢ IO 1 DOOLIW! 0gad Voo 5 i olg ol b o
> S5
Ol g ; o Koa il bt sl ; i g VFe0 sls 5 4 tad sl Ol 5oyl
5 53 (S glaadlas 1 Kia b il ST L S Chbe ol X sl 4l Ol ) . N
_ ) L 55
N=YF NDF o pcdo Sgoer 5 i 3 (5,5 5L oliile S VO sy W) iy

v oL . - .
_ ] LT 5 50 aabols
VoD gyl F 15 K530 b GBS R

VFoF e YV il 'C_)l:

ol

P s ol ol ( San b Jolse (Lol 5 oltile S Ol g 53 (Sio b il ST L 515 Cbliue Dl 68U b sy ol Sl
s ool K by 5T (6 S ol O gaan s 25 5 (AS 3 S0 b ol s 3 (bl sla s 3 Olblive S8 5 Lke a3
Jols (s 5 O 5 5 ol LS oliile 57 Dbl 3 518 (ails b 5 ol OIS LA 1) 0 25 O 15 30 25 5 65 O Juld Jtinsy sneler
s 4 (555 W L3 gy kB Dl o g O i 5 (ol Dbl ¢ ksl gy ¢ omlidianalr ¢ Soa 3 Sy ke ¢ i lad (sla 2 Olianaine
5 Geme Sl lae G b 5l laesls i 815 CS 5Lt Bag 03 i VY §gamme 53 5 il wolsl (6l gL bl Oy B (3 palslS By, L s At
3k s s aly Sl baesls slzel 5l (sl a3 S plowl il 5 (55 5mmn Gl S HMEUST al o 53 Lnosls Lo 5 A (65T 8 bl et Lwvans
AN Ogamizn i ol 515 Chlbus Gl (6,801 313 OLES a3 (slaasbl . oslinwl bests I tdw 6 108 aST3L 5 5 8an ) OB aiS oS Lk
dmalr S )L 5 ol et s 5 Aegn ol ol3l i (St O 5 (6 o 30 S Sl o gt 5 S w5 (Kn 3 ply s giar i
drl 955 il jiar ¢ Jowe (5315 5ty &S sls plis @lﬁ o Clj;;..a\ 4L Osein VP godiasilojln O sandn YO g 3 (S s pa dalen g e
A Ok Sl 3 F5e Jalse o Fen S (o Ol a5l 5 S1alsy 2lsl5k e o bl Ae 5 6oLl o s (bl b LS5l () ety 25
St il | oS ((Kan b (gl smme Dlos Ly & il 5 Slmir T3 oLtile S 55 53 s o o531 0L Laesls ool i i
S ol i 5 (Kn b on 2 S b e S bl oo > b e 457 513 OLE sy S ol ailate ([Son b ol 5 olezr!
wlidle S o 5 (SKn b aid bl (6,S 0 Ans gy 55 Olbliee (LIl 5 olanmt ( Son b U3l 4 BT olsime 5 % CodS 4 ar 5 posdle
ol 53 (a5 (15 Sl an g a3 Bl or bliee (1 (St sl 5 e el Jalad 5 ¢ (Kinp 3L Ay
S 13 eslizal 3550 ulad sla i OV 5 (Km0l e OIS sl 511 63,087 g5l Ol 4 W15 o sukiailyl (53801 550 a3 1 ke

O ganan oo coliile S ¢ Kin 3 o8 ltun ( San 3 b ,15k ¢ Kon b min 3L 515 cibline ol 160l O 519

4 Glaze dlin o) 5Ll G s ola3 1F10© AT i S0 S S 15T o€l S ALY o ity s g o .1
B Ot 01, oDl 33T o&ils (53570 g oty el y 5 (Sin 5 Solalllan 03,5 Y
CC BY-NC 4.0 815 b s 55T (o o> D550 i ol 5L Ol 015 ¢ oo 313 o505 o6 35 O g8 domly el 5 (Kon b Olllan o3 5 ¥

el 43 8§ Oy g

ro.sepehrnia@iau.ac.ir : S s S oy



http://creativecommons.org/licenses/by-nc/4.0
http://creativecommons.org/licenses/by-nc/4.0

Intelligent Learning and Management Transformation

A Model for Attracting Theatre Audiences with Emphasis on Cultural Needs
Assessment: A Qualitative Study in Kermanshah

Pouria Jalali1 Submit Date: 17 January 2026 How to cite: Jalali, P., Sepchrnia, R., & Azizabadi Farahani, F. (2026). A
Rozita Sepehrniaz* Revise Date: 24 April 2026 Model for Attracting Theatre Audiences with Emphasis on Cultural Needs
Fatemeh Azizabadi Farahani’ Accept Date: 01 May 2026 Assessment: A Qualitative Study in Kermanshah. Intelligent Learning and

Initial Publish: 30 May 2026 Management Transformation, 4(2), 1-26.
Final Publish: 22 June 2026

Abstract

The present study aimed to design a model for attracting theatre audiences with an emphasis on cultural needs assessment in Kermanshah
and to identify the cultural, social, communicational, and performative factors influencing audience engagement in performing arts. This
qualitative study was conducted using thematic analysis based on the Attride—Stirling approach. The participants consisted of theoretical
and experiential experts. The experiential experts included regular and occasional theatre audiences in Kermanshah Province, while the
theoretical experts comprised specialists in theatre arts, cultural management, sociology, psychology, social communication, and audience
studies. Purposeful and snowball sampling methods were used until theoretical saturation was achieved, resulting in 22 participants. Data
were collected through in-depth semi-structured interviews and analyzed using open, axial, and selective coding procedures. To ensure
trustworthiness, member checking, peer review, and recoding strategies were applied. The findings revealed that the proposed audience
attraction model consisted of six overarching themes: “Cultural Content and Message of Theatre,” “Performance Style and Execution,”
“Accessibility and Performance Venue,” “Smart and Digital Marketing,” “Community Interaction and Participation,” and “Theatre
Stakeholders.” Overall, 35 organizing themes and 140 basic themes were identified. The results indicated that local storytelling,
multilingual performances, experience-centered design, active audience engagement, economic and geographical accessibility, media
marketing, and the involvement of local artists were among the most influential factors in attracting theatre audiences. Furthermore,
audience attraction in Kermanshah theatre was found to be a multidimensional process strongly connected to cultural context,
participatory experiences, and local social ecosystems. The results demonstrated that successful theatre audience attraction requires a
culturally grounded and multidimensional model that addresses artistic quality alongside the cultural, social, and communicational needs
of audiences. Utilizing Kermanshah’s cultural and ethnic capacities, strengthening cultural marketing strategies, enhancing local
community participation, and creating participatory audience experiences can contribute to the sustainable development of theatre and
increased cultural engagement in the region. The proposed model can serve as a practical framework for cultural policymakers, theatre
managers, and performing arts practitioners.

Keywords: Audience Attraction, Theatre, Cultural Needs Assessment, Cultural Marketing, Cultural Participation, Kermanshah, Thematic Analysis
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Extended Abstract

Introduction

The performing arts, particularly theatre, have long played a central role in cultural transmission, collective
identity formation, and social interaction. Theatre is not merely an entertainment medium; rather, it represents
a dynamic cultural institution that reflects the values, beliefs, conflicts, and aspirations of societies. In recent
decades, however, theatre organizations across the world have faced substantial challenges related to audience
decline, changing patterns of cultural consumption, economic instability, and competition with digital
entertainment platforms. These transformations have shifted scholarly and managerial attention toward the
concept of audience development and the necessity of designing innovative and culturally responsive strategies
for attracting and retaining theatre audiences (Alnasser & Lim, 2023; Ulziibadrakh & Szakaly, 2025).
Contemporary audience development approaches emphasize that modern spectators are no longer passive
recipients of artistic products. Instead, they actively seek immersive, participatory, emotionally meaningful,

and culturally relevant experiences. Consequently, theatre organizations are increasingly required to move



beyond traditional marketing methods and adopt multidimensional strategies that integrate cultural needs
assessment, digital communication, community participation, and audience-centered performance design
(Gushiken, 2023; Timc¢ikova, 2022). Audience development has therefore evolved from a quantitative
objective focused solely on increasing ticket sales into a broader cultural strategy aimed at fostering sustainable
engagement, social inclusion, and cultural belonging.

Recent studies demonstrate that audience behavior in performing arts is shaped by a complex interaction of
social, cultural, economic, spatial, and technological factors. Jiang et al. emphasized that theatre architecture
and environmental aesthetics significantly influence the audience’s holistic theatrical experience and emotional
engagement (Jiang et al., 2024). Similarly, Hattingh and Niekerk argued that audience segmentation based
on social and cultural characteristics is essential because different audience groups possess different
motivations, expectations, and cultural consumption patterns (Hattingh & Niekerk, 2022). These findings
suggest that successful audience attraction strategies must be adapted to the specific cultural ecosystem of each
community.

Digital transformation has also dramatically altered the landscape of performing arts. Social media platforms,
digital marketing tools, virtual performances, and immersive technologies have expanded the possibilities of
audience engagement and communication. Baldin et al. found that social media activities significantly affect
theatre demand and audience attendance (Baldin et al., 2023). Likewise, Xu highlighted the role of social
media marketing in strengthening audience interaction and brand identity within the Chinese musical theatre
industry (Xu, 2023). Technological innovation has additionally enabled performing arts organizations to create
hybrid and immersive experiences that appeal to younger generations. Research by Li demonstrated that virtual
reality technologies can simultaneously preserve cultural heritage and create innovative audience experiences
in traditional opera performances (Li, 2023). Wei further argued that digital technological developments have
fundamentally transformed both the production and consumption patterns of opera and theatre audiences (Wei,
2023).

The COVID-19 pandemic further accelerated the integration of digital technologies into performing arts
management. During this period, theatre organizations worldwide increasingly relied on digital audiovisual
content, online streaming, and social media communication to maintain audience relationships (Zoljargal,
2022). Gryllakis and Matsiola found that digital content production became an essential strategy for sustaining
cultural product distribution and audience engagement during the pandemic (Gryllakis & Matsiola, 2022).
These developments underscored the necessity of flexibility, innovation, and technological adaptation within
cultural organizations.

At the same time, audience attraction in theatre remains deeply connected to local cultural identity and social
participation. Research indicates that performances reflecting local narratives, cultural symbols, collective
memories, and social concerns are more likely to establish emotional resonance with audiences (Gushiken,

2023). Theatre can also function as a medium for social critique and cultural reflection. Yilmaz argued that



contemporary theatre serves as a critique of urban consumer society and neoliberal social structures (Yilmaz,
2023). Thus, theatre’s cultural and educational functions remain central to audience engagement.

Despite the growing body of international research on theatre audience development, relatively limited
attention has been devoted to culturally grounded audience attraction models within the Iranian context,
particularly using qualitative approaches. Kermanshah Province, with its rich cultural heritage, ethnic
diversity, Kurdish identity, historical traditions, and active artistic communities, provides a unique context for
investigating the relationship between theatre and cultural needs assessment. Therefore, the present study
aimed to design a theatre audience attraction model with an emphasis on cultural needs assessment in
Kermanshah County.

Methods and Materials

The present study employed a qualitative research design using thematic analysis based on the Attride—Stirling
approach. The study population consisted of both theoretical and experiential experts. Experiential participants
included regular and irregular theatre audiences in Kermanshah Province who possessed lived experiences
related to theatre participation and cultural preferences. Theoretical participants included specialists in
performing arts, theatre studies, cultural management, sociology, psychology, communication sciences, and
audience development research. In addition, cultural policymakers and administrators involved in theatre and
performing arts institutions participated in the study.

Sampling was conducted purposively using a snowball strategy and continued until theoretical saturation was
achieved. In total, 22 participants were interviewed. Data collection was carried out through in-depth semi-
structured interviews. The interview process explored participants’ perceptions regarding theatre audience
behavior, cultural preferences, participation barriers, marketing strategies, technological influences,
accessibility issues, and the role of local cultural identity in audience attraction.

Data analysis was performed in several stages, including open coding, axial coding, and selective coding.
Thematic analysis resulted in the extraction of basic themes, organizing themes, and global themes. To ensure
credibility and trustworthiness, several strategies were employed, including participant member checking, peer
review, recoding of selected interviews, and detailed contextual description of the research setting.

Findings

The findings revealed that theatre audience attraction in Kermanshah is a multidimensional process influenced
by cultural, social, experiential, technological, and managerial factors. Overall, 140 basic themes, 35
organizing themes, and 6 global themes were identified through thematic analysis.

The first global theme, “Cultural Content and Message of Theatre,” emphasized the importance of producing
culturally relevant, locally grounded, and socially meaningful theatrical content. Organizing themes within this
category included thematic diversity, local storytelling, cultural demands, creative content, and cultural

integration. Participants stressed that audiences establish stronger emotional connections with performances



that reflect local narratives, Kurdish identity, social concerns, intergenerational experiences, and indigenous
traditions.

The second global theme, “Performance Style and Execution,” highlighted the significance of interactive,
immersive, and audience-centered theatrical experiences. Organizing themes included dialogic theatre,
experience-centered design, audience engagement, multilingual performances, performance format diversity,
cultural-spatial adaptation, technological innovation, and personalization of audience experience. Participants
emphasized that modern audiences seek active participation, emotional immersion, and multisensory
experiences rather than passive observation.

The third global theme, “Accessibility and Theatre Venue,” addressed structural and environmental factors
influencing audience participation. Organizing themes included geographical accessibility, economic
accessibility, temporal accessibility, digital accessibility, and physical accessibility for special groups.
Findings indicated that ticket prices, unequal distribution of theatre venues, limited scheduling flexibility, and
inadequate facilities for disabled audiences were major barriers to audience participation.

The fourth global theme, “Smart and Digital Marketing,” emphasized the growing importance of digital
communication and data-driven audience development strategies. Organizing themes included media strategy
marketing, data-driven strategy, experiential marketing, and cultural-community marketing. Participants
highlighted the effectiveness of social media campaigns, targeted advertising, influencer collaboration, digital
storytelling, audience analytics, and multimedia promotional content in increasing audience awareness and
engagement.

The fifth global theme, “Community Interaction and Participation,” focused on collaboration between theatre
organizations and local communities. Organizing themes included cooperation with educational and cultural
institutions, participation of local artists, active audience cultivation, strengthening cultural belonging,
participatory theatre production, social responsibility, and cultural sustainability. Findings demonstrated that
community participation and local cultural engagement significantly contribute to audience loyalty and long-
term cultural development.

The sixth global theme, “Theatre Stakeholders,” referred to the role of human resources and artistic
professionals in audience attraction. Organizing themes included actors, playwrights, directors, stage
designers, producers, critics, and artistic consultants. Participants emphasized that artistic credibility,
performance quality, creativity, and professional expertise directly affect audience satisfaction and theatrical
attractiveness.

Overall, the findings demonstrated that theatre audience attraction in Kermanshah depends on the integration
of culturally meaningful content, interactive performance styles, technological innovation, accessibility,
community engagement, and effective cultural marketing strategies.

Discussion and Conclusion



The present study demonstrated that theatre audience attraction cannot be understood as a purely artistic or
promotional process. Rather, it is a complex cultural phenomenon shaped by the interaction of social identity,
cultural belonging, audience experience, accessibility, technology, and community participation. The findings
indicate that culturally grounded and audience-centered theatre models are more capable of establishing
sustainable audience engagement and strengthening cultural participation.

One of the central findings of this study was the importance of local cultural identity in audience attraction.
Audiences were more likely to engage with performances that reflected their language, traditions, social
concerns, and lived experiences. This suggests that theatre organizations should prioritize culturally
contextualized content and local storytelling in order to strengthen emotional resonance and audience loyalty.
The findings also revealed that contemporary audiences seek immersive and participatory theatrical
experiences. Interactive performances, multilingual presentations, experiential design, and technological
innovation significantly enhanced audience engagement and emotional involvement. Therefore, theatre
organizations should move beyond traditional performance structures and adopt audience-centered approaches
that encourage participation, interaction, and multisensory experience.

Another important finding concerned the role of accessibility in audience development. Economic barriers,
unequal spatial distribution of theatre venues, and insufficient digital access were identified as major obstacles
to participation. Consequently, audience attraction strategies should include affordable ticketing systems,
mobile performances, digital streaming, and inclusive physical infrastructure for diverse social groups.

The study further highlighted the growing importance of digital media and smart marketing strategies in theatre
audience development. Social media platforms, multimedia storytelling, digital campaigns, and audience
analytics were found to significantly improve audience communication and awareness. Therefore, theatre
organizations should integrate digital technologies into both marketing and performance design processes.
Community participation emerged as another critical factor. Cooperation with schools, universities, cultural
institutions, and local communities strengthened social belonging and cultural participation. This finding
suggests that sustainable audience development requires long-term investment in cultural education,
community partnerships, and participatory artistic practices.

Finally, the findings demonstrated that the quality and professionalism of theatre stakeholders—including
actors, directors, playwrights, designers, and producers—directly influence audience satisfaction and theatrical
success. Professional development, artistic innovation, and creative collaboration should therefore be
considered essential components of audience development policies.

In conclusion, the proposed audience attraction model provides a culturally grounded and operational
framework for theatre development in Kermanshah. The model demonstrates that successful audience
attraction requires the simultaneous integration of cultural relevance, participatory experience, technological

innovation, accessibility, smart marketing, and community engagement. The findings may assist cultural




policymakers, theatre managers, and performing arts organizations in designing more effective and sustainable

audience development strategies within culturally diverse societies.
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