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FOREWORD

Factory International is where we invent tomorrow together. Through our work we want
to use art, music and culture to create the meeting points between real and imagined
lives, physical spaces and digital worlds. We believe in enabling everyone to share in what
we do, on an equal basis and with dignity and respect. Apart from creating accessible
performances wherever possible, exploring new approaches to integrated access and
working hard to ensure that all our venues are as accessible as they can be, a big part

of our work focuses on supporting knowledge and capacity building in the area of arts
and inclusion.

In 2011, the World Health Organisation® estimated that about 15% of the world’s population
lives with some for of disability, of whom 2-4% experience significant difficulties in
functioning. With the trend of an ageing population and the rapid spread of chronic
diseases, the statistics is on an upward trajectory. According to the China Disabled Persons
Federation, there is an estimated 80 million people with disabilities in China in 20162. This
shows the huge market potential and need in producing art that is more accessible and
inclusive to the wider population in China.

Great access happens when it is really part of the DNA of an organisation —when it is
something that individuals think about naturally at every stage of a project and in every area
of their work. The power of knowledge-sharing and skills transfer cannot be underestimated
in how mindsets are shifted and practices changed for the better. In turn, we are committed
to learning, testing new approaches and continually improving our access offer. This
research project marks the organisation’s commitment in learning from and sharing with
international partners, the best practices in producing internationally and with access in
the heart of the process.

1  https://www.who.int/teams/noncommunicable-diseases/sensory-functions-disability-and-rehabilitation/world-report-

on-disability
2  https://en.wikipedia.org/wiki/China_Disabled_Persons%27_Federation



https://www.who.int/teams/noncommunicable-diseases/sensory-functions-disability-and-rehabilitation/w
https://www.who.int/teams/noncommunicable-diseases/sensory-functions-disability-and-rehabilitation/w
https://en.wikipedia.org/wiki/China_Disabled_Persons%27_Federation

EXECUTIVE
SUMMARY

The research sets out to understand the training and development needs of producers
working in the performing arts field in China. Particular focus has been placed in the areas
around training specific to international producing and accessibility in producing.

The research team adopted a multi-method qualitative research methodology using semi-
structured interviews in focus groups and individual interviews; and structured questions

in online surveys. 17 individuals were invited to join four focus groups and two individual
interviews; whilst 48 respondents answered the online survey. The participants covered
independent practitioners and practitioners working in both national and privately-owned
institutions. They were grouped according to their years of experiences so that the research
covers a cross-section of individuals — ranging from emerging practitioners to experienced
practitioners. Furthermore, 25% of the focus group and interview participants identify as
d/Deaf or disabled and relevant access services were provided where requested.

The research has identified that target audiences of the programme would like the training
to ultimately help them strengthen their individual/organisation’s financial position,
branding, and create positive social impact. With regards to international producing,

they would like the training to achieve a two-way understanding, where the participants can
learn about international best practices and the training provider can also gain insight in the
nuance of working in China. Apart from creating positive social impact, they hope that by
acquiring better knowledge around producing works that are accessible, they can reach new
audiences and widen their works’ market — which in turn, will feed back to the ultimate aims
stated above.



In terms of the content, the research shows that it is of utmost importance that the training
provider has real-life experience of producing and touring work internationally. Ideally,

the training provider should work in collaboration with a local partner who can provide
context and on-the-ground information about producing in China and working within the
Chinese performing arts market. Relevance of content is ranked as the most important
factor affecting whether someone will join the training programme or not. International
Collaboration, Business Models and Intellectual Property are the top three topics that
target audiences want to learn about, with topical discussions like “art and technology”

and “sustainability” being highlighted as of interest. Although inclusive producing scored low
in the list of desired content, the participants explained that it is not because they are not
interested or feel it is not important. They understand its importance but feel it is still very
challenging to put on accessible work in China due to restrictions in resources and support.

With regards to delivery, face-to-face training for around 20 people (complemented with
spotlight online talks) is preferred, but participants are less willing to travel to a different
city to attend the training. Research findings also show that each participant is willing

to pay around 3,000 - 4,000 CNY. Participants also find that to be authentically inclusive,
the programme should be devised in collaboration with, delivered and participated by
people with lived experiences of being d/Deaf and/or disabled.

Airborne 2 (2015) part of Atmospheric Memory by Rafael Lozano-Hemmer Credit: Jason Lock
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INTRODUCTION

From 2021 to 2022, British Council China commissioned Factory International to carry out a
research on the training and development needs of producers in China after working in arts
and inclusion in China since 2019. In particular the area around international producing and
producing with international partners and accessibility were given focus. Building on Factory
International’s commitment to inclusivity and track record of developing and implementing
International Producers’ Training Programmes to arts organisations around the world,
Factory International is tasked to:

1. Identify the target audiences in China of an Inclusive International Producers’
Training Programme

2. Report on the market gap and needs in Producers’ Training in China

3. Establish the desired parameters of a training programme (including content,
format, duration, price points and post-training support).

Over the course of six months, Factory International’s International Team and Access
Manager, supported by researchers from the University of Manchester and British Council’s
Insight Team, carried out a 3-part research in China. The following report will detail the
Research Methodology, Findings, and Analysis of the research.



BACKGROUND
OF THE
PERFORMING
ARTS MARKET
IN CHINA

GEOGRAPHICAL CONTEXT

A PESTLE analysis to evaluate the Political, Economic, Social, Technological, Legal and
Environmental aspects of China (Perera, 2017) was used to provide the geographical context
that foregrounds the research.

Politically, at the time of the research, China has just launched the 14th Five-Year Plan,
(PRC, 2021) which sets the country’s strategic goals for 2021-2025 (Kaja et al., 2021;

Yu and Mitchell, 2021). Economically, public funding and resources are being channeled
into rural and less-developed areas for support and development of community art and
cultural services (PRC Ministry of Culture and Tourism, 2021); political reforms in China
have also led to increased wealth among its population triggering lifestyles changes.
Socially, this sparked a wave of ‘urbanisation’ with a growth of large new cities which has
created new opportunities and increased the size of the performing arts market (Kaja et
al., 2021). However, the constant migration and loss of human capital from rural areas has
further increased the disparities among people, with the government looking into a poverty
reduction plan (Kroeber, 2016). On a technological perspective the advancements of China
are well known. This can be measured by the wide internet access and the vast acceptance
of online content (Li, 2010), facilitating greater audience access of online content created by
performing arts producers, and organisations. Legally, China is undergoing environmental
policy changes which may have an implication on the method of delivery within the
performing arts market.



THE CHINESE PERFORMING ART DYNAMICS

In 2019 (pre-pandemic), China’s performing arts market gained 9.9 percent growth annually
to about 20 billion yuan (Lai, 2021). Despite the size and scale of the development of the
cultural industries, there is still capacity to grow. Comparing with the UK, which has just over
50,000 people per theatre, in China there are more than 580,000 people per theatre (British
Council and BOP Consulting, 2020).

The performing arts sector has seen rapid development, with over 2,000 new performing
arts venues built in the last few decades. Architectural projects costing billions of Yuan,

like the Shanghai Grand Theatre, the Guangzhou Opera House and the National Centre for
Performing Arts, are just some of the main projects. The process started in the 1990s, when
the Chinese government focused on developing the industry of the art sector by supporting
the establishment of private and national performing art organisations in order to improve
their efficiency through competition (Wu et al., 2020). These two types of organisations run
venues, create performances and work on artistic development projects (Wu et al., 2020). In
addition, a third category are international cultural organisations that operate in China.

National organisations

National or national arts institutions are usually not-for-profit and are directly funded,
operated and accountable to the government. They are characterised by being large-scale,
with high professional standard, and are usually astonishing pieces of architectural works of
art themselves (Chen and Tang, 2021).

Developed during the economic expansion of China, these large-scale venues located in

a central area were the answer to the needs for cultural growth of the country (Huang,
2021). With the objectives of raising the cultural equality and experience of residents (Wu
et al., 2020), these organisations have the responsibility to carry out high-level government
policies through the channel of arts and culture. They produce, promote and present both
local and international works and often have the responsibility of being the sector-leader
in China. Among the most important institutions there are the Poly Theatre Management
Co, the China Arts and Entertainment Group and the National Centre for Performing Art.
Currently the public own arts institutions are bout the 15% of the Chinese institutions.

Privately-owned organisations

In 2003 the Chinese government changed the policy of corporation of performing arts which
encouraged the growth of privately-owned performing arts organisations. In the period
between 2004 to 2016, the country saw an increase of privately-owned arts organisations
from 281 establishments to 10,701 (Wu et al., 2020).

Privately-owned or independent organisations and artists are usually founded and operated
by private foundations, companies, or individuals. Usually smaller in size when compared

to national organization, they focus on operational efficiency to cope with competition as
about 60% of their funding comes from ticket sales which has been exploited after the
reform of the market (Lun-Can, 2010). Examples of such include the Times Museum or Ergao
Dance Company. These organisations can be both for profit and not-for-profit, and will have
individual artistic goals they want to achieve.



International Cultural organisation

International cultural organisations also play an important role in China’s performing arts
market. These organisations are usually not-for-profit and have cultural exchange and/
or cultural relations as their main objectives. They focus on representing and connecting
artists and practitioners from their region to their operating regions; have the remit to
create opportunities for learning and exchange; and often carry out advocacy work.

Whilst operating in China, they run venues and programme festivals; fund projects and
exchange programmes; and operate educational and language programmes. Examples of
such are British Council China or the European Union National Institutes for Culture in China.

THE MARKET GAP

Whilst the 14th Five-Year Plan established the aim to transform Chinese arts organisations
into modern businesses through professional training (Kaja et al., 2021; PRC Ministry of
Culture and Tourism, 2021, Yu and Mitchell, 2021), there is currently no official certifications
for Producers in China (Sohu, 2018).

A growing market for potential training targeted at Producers can also be derived from an
increase in people applying for the certification training for booking agents (middlemen who
book events that Producers create) from the China Association of Performing Arts’ (CAPA),
which has recorded a 30% increase just within 2018 (Sohu, 2018).

Although some tertiary institutions offer producers’ training as part of the curriculum in
degree courses in Tier 1 cities (The Central Academy of Drama, 2021), professional training
for working practitioners carried out by international organisations for non-artistic staff are
usually targeted at stage management (Royal Opera House, 2012), teaching (Shakespeare’s
Globe, 2021) or is in form of overseas placements (AHRC, 2021). British Council and BOP
Consulting (2020) observed that current producers at Chinese theatres are “either
“government officials, artists or individuals who have no integrated skills”. They furthered
that there is an opportunity for international education and training institutions to carry
out training programmes with institutional partners in China; and that “with experience in
offering consultancy in training to the theaters... the UK is in an advantageous position to
make inroads to this market with an emphasis on theatre alliances™.
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RESEARCH
METHODOLOGY

The research team adopted a multi-method qualitative research method using
semi-structured interviews in focus groups and individual interviews and structured
questions in online surveys.

4 x FOCUS
GROUPS

an

3x SEMI-
STRUCTED

INTERVIEWS

(3)

SURVEY

(48 RESPONSES)

Figure 1. Research Methodology

The primary target for the research project were producers and organisations within
China’s performing arts industry. In order to develop our target list of participants, we set
two levels of selection criteria:

Level 1- Essential Criteria (without which the participant will be excluded)
a. Operating/Active within China
b. Operating/Active within Performing Arts sector
c. Able to discuss market insights

Level 2 - Desirable Criteria (without which the participant will still be included)
a. Have existing connections with Factory International or BC China
b. Long-standing presence in China
c. Can provide access to clients/other associate organisations
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Following these two levels of selection criteria, the team identified 48 organisations. These
organisations were categorized into four main groups with one group having two sub-
groups (Figure 2). They were grouped according to their years of experiences (emerging -
established) and mode of operation (independent or working in an institution). “Institutions’
were further divided into “state-owned” institutions and “privately-owned” institutions.

3

ESTABLISHED
INSTITUTIONAL

ESTABLISHED
INDEPENDENT

National (2)
Private (3)

EXPERIENCED

(4)

INDEPENDENT NATIONAL OWNED

EMERGING
INSTITUTIONAL

EMERGING
INDEPENDENT

EMERGING

(4) (4)

Figure 2. Distribution of participants for Focus Groups

From a list of 48 arts organisations operating in Tier 1 and New Tier 1 cities, 17 individuals
were invited to join 4 online focus groups as shown in Figure 2 above. Individuals were
selected to join the focus group according to their level of experience and whether they were
from an independent or institutional background. However, due to time clashes and some
participants wanting to remain anonymous, two of the groups had a mix of participants
from different categories. Two participants from the “National Established Institutional”
group participated in individual interviews. The third individual interview was a follow-up
conversation with a Deaf practitioner who joined the focus group. This was carried out with
the aim of having someone with lived experiences of being d/Deaf or disabled to provide
critical feedback on suggestions on the training programme around accessibility. To ensure
the development process is inclusive, 25% of the focus group and interview participants
identify as d/Deaf or Disabled and relevant access services (signed interpretation) were
provided where requested. We received 48 responses to the online survey over six weeks.

12



PARTICIPANT ENGAGEMENT & INTERVIEW PROCESS

Participant engagement

We engaged with our target participants via e-mail, utilising contacts from British Council
China to assist with this. We also used WeChat to gain initial contact with some of the target
participants. Overall, for our interview sessions we contacted all target participants and
following an e-mail introduction, we offered to liaise with them through various platforms
such as Zoom and WeChat based upon their preferences.

Before any interview sessions were conducted, we sent participant information sheets,
participant consent forms and interview questions via e-mail.

Interview Process

The research team conducted a total of six online videoconference interview sessions,
comprised of four focus group interviews and two Individual interviews. These took place
between January 2022 and March 2022. These interviews lasted between 40 minutes to

80 minutes. The interviews were conducted in a mixture of Mandarin and English where
appropriate based upon the participant’s needs, with two of the interviews being conducted
through a sign language interpreter based upon the participants needs and our inclusive
non-discriminatory research ethics. We did not encounter any communication difficulties
with any of the participants.

The interview sessions were all held via the online videoconferencing platform Zoom. Full
written consent was gained prior to the interview session for participation and recording of
the interview sessions. Two of our participants requested individual interview sessions for
them to discuss more openly their market insights and knowledge, this was facilitated in line
with our confidentiality and anonymising that we offered to all participants and to ensure that
all participants felt ‘safe’ and ‘comfortable’ to partake in the interview sessions (Hanna, 2012),
and it avoided participants feeling inclined to give responses to our questions which they

felt are ‘suitable’, or ‘best’ responses in relation to the Chinese laws as opposed to their true
opinions or practical experiences in the presence of other participants (Lee and Liu, 2016).

Target Engagement & Survey Process

For our survey, the research team used the same criteria listed above and established

that the 48 organisations identified are suitable for receiving the survey. Furthermore,
British Council China also sent out the survey to their mailing list of producers and arts
organisations operating in China. This survey, housed on Qualtrics, was an online written
survey, offered in Chinese. These participants received the survey via email. The survey
was open for participants to complete between April 2022 to May 2022. After two weeks of
the survey being open, non-responders were sent a follow-up e-mail reminding them of the
survey and potential to participate. Following the survey closure, we received 48 responses
and 21 of them were completed and valid. The survey ran for six weeks and closed due to the
time limitations for our research team in data collection and interpretation.

13



Ethics and Confidentiality

Ethical concerns and barriers relating to data collection through online interviews, surveys
and focus groups have been considered due to the case-specific ethical concerns within
China posing potential risks for both the interviewee and interviewer (Lawrence, 2020;
Lobe et al., 2020), as well as ensuring the research was compliant with the General Data
Protection Regulation and Data Protection Act.

Christine Sun Kim, Captioning the City Manchester Deaf Centre, Credit Lee Baxter




RESEARCH
FINDINGS

To identify and gain a deeper understanding of Chinese arts practitioners’ needs around

the Inclusive International Producers’ Training Programme, we have gathered input from the
three stages of the research to analyse the jobs (what the audience want the programme to
help them achieve), pains (what the current painpoints are) and gains (what potential gains
can be attained). This section will conclude with a summary of the participants’ expectations
on the training provider.

JOBS

Functionally, the research participants would like the training programme to help improve
their project management skills in creative and artistic works and be able to use what they
have learnt in their own work. Ultimately, the research participants want to strengthen their
organisations’ financial position and have more opportunities of showcasing their work
inside and outside of China. Hence, they want the programme to show them what kinds of
business models there are, how to apply for import-export licenses for performances in
China, what are intellectual property rights and how can they exploit them.

Socially, the research participants want the programme to enhance their organisations’
brand and help create positive social impact in China. On brand building, they are interested
in both local and international brand building. They stated that if the programme is
organised by an internationally renowned arts organization and is taught by recognized
professionals and key leaders from both inside and outside of China, this will enhance the
brand association and value. In terms of social impact, some of the interviewees stated that
they want the programme to teach them ways of making arts more accessible to people who
are d/Deaf or disabled and learn about ways of creating and touring performances in an
environmentally-sustainable way.

PAINS

Severe pains listed by the research participants are balancing financial and artistic
objectives; difficulty in reaching new audiences; and cultural differences in international
collaborations. Most of the research participants operate in a three-pronged business
model sustained by government funding, box office income and commercial income
(including sponsorship, venue rental, commercial partnership).

Whilst national organisations receive regular and substantial government funding, privately-
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owned organisations often struggle to apply for funding. As an arts organization, the artistic
objective of the company is very important — it is why the organization exists in the first
place. However, to maintain financial sustainability, private organisations often struggle
between creating or programming more commercial works that are “easy-sells” in box office
(e.g. renting out a theatre space for commercial musicals) and producing work that are
pushing artistic boundaries but might have smaller audience base (e.g. new writing by young
local playwrights).

Secondly, the participants find it difficult to reach out to new audiences. Whilst all
organisations reported that they have the willingness to create works for a wider audience
(e.g. those who are d/Deaf or disabled), they do not know how to reach them. They also find
their audience base to be stagnant and are struggling to find the correct channels to market
their work to new attendees to bring in new cash to the box office.

Thirdly, cultural differences between Chinese and non-Chinese partners (i.e. not just the
UK) have also led to difficulties in collaborations. In terms of practicalities, things like
different terminologies used on stage, union rights, decision-making processes and rigourin
protection of intellectual property can make collaborations complicated.

A few light pains were also uncovered. Relating to training, research participants find that
training programmes are sometimes difficult to access or totally inaccessible (e.g. high
fees, lack of information on where to get training, not have sign language interpretation or
relevant accessibility services) and not relevant (e.g. too exam/ accreditation-based and
theoretical). With regards to producing accessible performances, they do not know where to
find the support, funding and audiences.

GAINS

The required gain for the research participants is knowledge about being a producer in
both the Chinese and international contexts. The expected gains are project management
skills in the arts through case studies of real-life scenarios by a recognized and experienced
arts organization. Furthermore, they expect to gain a network of Chinese producers who
will come out from the training programme with shared knowledge who might later become
collaborators.

The desired gains are brand association of a well-known international arts organisation;
aligned understanding of what the roles and responsibilities of a producer is; possible
business models that they can adapt for their own use; and stronger understanding of what
intellectual property rights are and how they can extract value from them.

Lastly, the unexpected gains include how to future-proof their business (e.g. through the
use of technology and alternative touring methodologies); network with international and
national speakers; increased knowledge and gaining tools that can create positive social
impact through enhancing accessibility for the arts and creating work in an environmentally
sustainable method; and potentially getting the opportunity to produce/collaborate with
other participants.

16



EXPECTATIONS ON THE TRAINING
PROVIDER AND CONTENT

100% of the focus group participants agreed that it is important for the training provider to
have real-life experience of producing and touring work internationally (i.e. not an academic
institution). 79% of them outlined the importance of knowing the Chinese market and

64% stated that the provider should have a strong international and national network. On
the other hand, the national organisations placed high value on the partners’ core values,
reputation, and practical experience. Furthermore, 40% believe that it is essential for the
programme provider to engage practitioners from China as part of the delivery team (e.g.
speakers).

100% of the focus group participants rated “relevance of content” as the key factor affecting
whether they would sign up for training. The survey revealed the relevance of content as
shown in Table 1 below.

# FIELD MINIMUM MAXIMUM MEAN STD VARIANCE
DEVIATION

International Collaboration
(bringing works made in

1 China overseas and bringing 2 5 4.63 0.78 0.61
works into China)

0 Business Moc‘lels.of running 0 5 428 078 0.61
an arts organisation

3 | Intellectual Property Right 3 5 4.25 0.66 0.44

4 | Art and technology 3 5 413 0.78 0.61

5 | Environmental Sustainability 2 5 4 1 1

6 | Budgeting 1 5 3.69 1.45 2.09

g | Healthand Safety in 1 5 3.69 1.26 1,59
Producing

8 | Contracts & Negotiations 1 5 3.63 1.4 1.98
Disability Access (concept,

9 | working with artists and 1 5 3.56 112 1.25
provisions for audiences)

10 | Whatis a Producer (roles 1 5 3.44 112 1.25
and responsibilities)
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The survey shows that International Collaboration, Business Models and Intellectual
Property are the top three topics that target audiences want to learn about. Data from the
focus group complemented the results, elaborating that within international collaboration

- clarifying international processes, understanding cultural differences and expectations
and networking are key. With Business Models and Intellectual Property — these are related
to how a work can enhance the financial position of an organisation. “Art and Technology”
and “Environmental Sustainability” also scored high in the survey - focus group discussions
echoed their popularity, but target audiences seem to be more interested in spotlight talks
around the topics rather than having a set module due to its fast-changing nature.

When discussing the concept of “inclusivity” with the focus groups and individual interviews,
it is flagged that issues like geographic location (e.g. being in a city with few performing arts
venue) and social class highly affects whether an individual can access a performance. The
research team focused on the “Disability Access” remit of inclusivity for the purpose of this
research due to its relevance to current cultural climate and international trends. Survey
results show that Disability Access in arts scored 2nd lowest (mean score of 3.56) in the 10
suggested content. This might be explained by information collected in the focus groups and
interviews. Whilst all participants empathized with the importance of inclusivity, all found that
it is challenging introducing disability access to their work because of three main reasons:

1. Lack of resources:

These might be financial (no funding/ budget), human (not enough people to coordinate),
information (not sure where to find service-providers)

2. Lack of structural support:
This includes both hard and soft structures like public transportation system (e.g. even
if a venue can provide wheelchair access, the wheelchair user is not able to get from

their home to the venue), lack of guidelines on what services are necessary, insufficient
service providers

3. Concepts around disability

Participants stated that people who are d/Deaf or disabled are relatively invisible in
society and in China. The most popular concept around disability is still the “Medical
Model” (i.e. disability is a problem of the person who is disabled) and hence disability is
seen as “irrelevant” to those who are able-bodied.

18



RESEARCH
ANALYSIS

Analysis of research data shows that an Inclusive International Producers’ Training
Programme will be successful in China if it is practical, dynamic, highly-networked and
inclusive in both development process, content and implementation.

Accessible needs markets

Over half of the focus group participants stated that the greatest barrier to producing
accessible works was the lack of understanding of accessible needs amongst the general
public, organisations, and artists themselves. Our research also identified a significant
barrier related to the absence of funding for artists and organisations to fund elements such
as sign language, audio description, and to alter venues to adapt for physical disabilities.

Overall, we found this can lead to the absence of productions suitable for those with
accessible needs, or to increased prices for those with accessible needs which could be
financially unviable. Due to these constraints, accessible needs productions could potentially
be commercially unviable. We identified a lack of uptake from artists for accessible needs
productions, as many artists themselves lack enthusiasm to provide accessible needs
works, explaining the artists will not feel good if the work does not develop with high
attendance due to a potentially limited market.

The research project was limited in its scope of exploring the accessible needs market
within China due to the complexities and multi-layered understanding of accessible
needs, as such, further detailed research into the size of the accessible needs market
and their specific definition, requirements, and visibility within China will enable a greater
understanding of how best to address the needs and concerns of this market to deliver a
successful programme to this market.

19



IMPLEMENTATION OF AN INCLUSIVE INTERNATIONAL
PRODUCERS’ TRAINING PROGRAMME

Speakers & Facilitators

To best facilitate the desires of the research participants of having trainers who have
real-life experience in large-scale international touring and China expertise, it is suggested
that the speakers and facilitators be industry practitioners from an international arts
organisation and complemented with sessions led by experts in China.

Furthermore, as a programme that is inclusive, the programme should ensure that people
with lived-experiences of d/Deafness and being disabled are represented not only in the
participants cohort, but also the teaching cohort and in the programme development process.

Method of delivery

63% of the audience prefer the delivery of the training to be carried out face-to-face in their
city with a mean score of 3.88 in the survey. Hybrid teaching scored a close second at 3.63.
National organisations preferred the delivery to be exclusively to their organisation whilst
privately-owned organisations seek higher peer-to-peer exchange. Respondents of the
survey rated that they would most prefer the training to be taught in English (with Chinese
and sign language interpretation available where necessary). It is recommended that the
training be held in person with hybrid teaching (e.g. some of the speakers doing sharing
online). However, with the uncertainty that Covid and travel regulations bring, it is prudent to
design a course that can be held online as well.

Survey results show that respondents prefer the training course to be held during
weekends (mean rating of 4.13), with weekday after office hours (18:00 — 22:00) coming
second with a mean score of 3.5; weekday office hours had the lowest score of 2.44. 56%
of the respondents answered that they will be able to spend 5 half days on the workshop.
Having the course split over weekends also received the highest mean score at 3.56. Hence
it is recommended that the training be set at 5-half days to be held over 2-3 weekends.

87.5% of the survey respondents voted that they will be interested in recurring training -
so the provision of post-training top-up classes or advanced-level training is a business
potential that can be explored.

Class size and Pricing

The data shows that pricing is a factor in the success of the programme, with more than
95% of respondents providing some form of feedback regarding the price. The survey
results showed a range of between 200-12,000 CNY depending on training being online,
in-person or a hybrid. In-person training received the highest average result in terms of
preferred format, which narrowed the range to 800-12,000 CNY producing an average of
3,000 CNY per person.

The focus groups discussed a premium would likely be paid if training was held overseas,
with an expectation that more would be paid if the course is deemed of high quality and
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there is a high-profile individual associated with the programme. Interviews provided
context on the bottom pricing of the market, where training is provided for free by state
owned institutions although the level of training provided is reflected in the price. The
average preferred number of participants for an in-person training is around 25-30 people.

When narrowing the results of the survey data and calculating the quartiles of each method
of delivery, Table 2 below represents a range of pricing that would potentially satisfy all
methods of delivery, between 3,000 and 4,000 CNY per person, although this would be close
to the maximum price point for an online programme. An in-person programme increases
the price point by 1,000 CNY in comparison to hybrid delivery, although there is a notable
disparity between the maximum price point for hybrid and in-person delivery that questions
the validity of the data.

HOW MUCH ARE YOU OR YOUR ORGANISATION
WILLING TO PAY FOR THIS TYPE OF TRAINING?

CNY ONLINE HYBRID s |N-PERSON

7000

6000

5000
4000 /

2000 /

—

1000 e

MINIMUM FIRST QUARTILE MEAN SECOND QUARTILE MAX

Table 2 Willingness to pay per delivery method
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CONCLUSION

The research sets out to understand the training and development needs of producers
working in the performing arts field in China. Particular focus has been placed in the areas
around training specific to international producing and accessibility in producing.

The research has identified what the target audiences of an Inclusive International
Producers’ Training Programme can help them achieve. It further uncovered the content
and delivery details that target audiences of the training programme desire.

Target audiences of the programme would like the training to ultimately help them
strengthen their individual/organisation’s financial position, branding, and create positive
social impact. With regards to international producing, they would like the training to
achieve a two-way understanding, where the participants can learn about international
best practices and the training provider can also gain insight in the nuance within working
in China. Apart from creating positive social impact, they hope that by acquiring better
knowledge around producing works that are accessible, they can reach new audiences and
widen their works’ market — which in turn, will feed back to the ultimate aims stated above.

In terms of the content, the research shows that it is of utmost importance that the training
provider has real-life experience of producing and touring work internationally. Ideally, the
training provider should work in collaboration with a local partner who can provide context
and on-the-ground information about producing in China and working within the Chinese
performing arts market. Relevance of content is the most important factor affecting whether
someone will join the training programme or not. International Collaboration, Business
Models and Intellectual Property are the top three topics that target audiences want to
learn about, with topical discussions like “art and technology” and “sustainability” being
highlighted as of interest. Although inclusive producing scored low in the list of desired
content, the participants explained that it is not because they are not interested nor feel it
is not important, but because they feel it is still very challenging to put on accessible work in
China due to restrictions in resources and support.

With regards to delivery, face-to-face training for around 20 people (complemented with
spotlight online talks) is preferred, but participants are less willing to travel to a different
city to attend the training, with each participant willing to pay around 3,000 - 4,000 CNY.
Participants also find that to be authentically inclusive, the programme should be devised,
delivered and participated by/ in collaboration with people with lived experiences of being d/
Deaf and/or disabled.
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