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Drama

A Historical-cultural Perspective on the
Community Cultural Ambassador Scheme

Muriel Law Yuen-fun

I. Introduction

The Community Cultural Ambassador Scheme
(thereafterthe CCAS orthe Scheme) is organised by
the Audience Building Office (AB Office) under the
Leisure and Cultural Services Department (LCSD).!
Each year the Scheme invites local performing artists/
arts groups through an open invitation exercise to
act as community cultural ambassadors to conduct
outreach performing arts activities for the general
public or specific communities. The purpose of the
Scheme is two-fold: to promote the performing
arts at the community level, enriching the artistic
experience of the general public and enhancing arts
appreciation; and to encourage local performing
arts practitioners/arts groups to broaden their
audience base by reaching out to the community.?
The Scheme, formerly known as the Cultural
Ambassador Scheme, was launched in 1999 by the
Culture and Arts Select Committee of the then
Provisional Regional Council.3 Following a review of
the structure of district organisations in the HKSAR,
the Provisional Regional Council and its urban
counterpart the Provisional Urban Council were
dissolved, and the provision of leisure and cultural
services was taken up by the newly established
LCSD in 20004 The Scheme was renamed the

“Community Cultural Ambassador Scheme”, and its

planning and implementation has been overseen by
the AB Office under the LCSD ever since.

From its planning, renaming to implementation under
the AB Office, the Scheme as a whole indicates the
specific relationship between local arts and cultural
communities as pressure groups, public policy and
the development of council politics in the Hong
Kong context. In the early 1990s, with the transfer
of sovereignty on the horizon, the then British Hong
Kong Government increased the number of elected
seats at all levels of councils including the Legislative
Council, the Urban Council and the Regional Council
(RegCo), in an attempt to speed up democratisation
in Hong Kong. At the time, local arts critics and
artists concerned about the development of arts
and culture in Hong Kong formed joint associations
to press the government to review its arts and
cultural policy. Theatre groups also initiated research
studies to examine the needs of Hong Kong's artistic
and cultural development and possible directions for
the city's cultural policy> All these efforts facilitated
reviews of arts and culture in the decade before and
the one after the transfer of sovereignty. One of the
outcomes was the consultation document on the
arts development plan published by the RegCo in
1997; another was a comprehensive review of Hong

Kong's cultural and artistic environment conducted
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by the Hong Kong Arts Development Council
(HKADC) in 1999.6 The consultation document
published by RegCo in 1997 reviewed its own role
in promoting the performing arts, visual arts and
literary arts. It proposed to step up arts education
and to foster young people's interest in the arts,
nurturing them as future audiences for the two civic
centres set to open soon in the district (i.e. the New
Territories).” The Cultural Ambassador Scheme was
launched as part of Hong Kong's arts and cultural

policy in this historical context.

The 1999 Cultural Ambassador Scheme had nine
projects, including a dramatic rendition of the
Chinese classic Water Margin; a programme with
children making their own costumes and accessories;
and a collaborative visual arts project where the
artists worked with |6 household-participants on
the theme of "Family Affairs”.8 With the “Family
Affairs” collaborative project, the curators attempted
to redefine the divide between “the artist” and “the
public”? These cultural ambassador programmes
touched upon the everyday life and popular culture,

and the programming as a whole carried some of

. The CCAS is one of the arts exposure and education programmes developed by the AB Office. For information about other

programmes organised by the AB Office, visit the AB Office’s website: http://www.lcsd.gov.hk/CE/CulturalService/ab/en/

aboutus.php

2. For further details, visit the CCAS website: http://www.lcsd.gov.hk/CE/CulturalService/ab/en/ccas.php

S W

yearbook.gov.hk/2000/eng/2 | /c21-00.htm

. Regional Council. 1999. Regional Council annual report 1998-99, pp. 104, 108-109. Hong Kong: Regional Services Department.
. Hong Kong SAR Government. 200 1. Hong Kong 2000, pp. 385. Hong Kong: Information Services Department. https:/www.

5. See some of the references below: Zuni Icosahedron & Hong Kong Cultural Policy Study Group. 1994. In Search of Cultural

Policy ‘93. Hong Kong: Zuni Icosahedron, The Chinese University of Hong Kong."Special Topic: Hong Kong Government-run
Official Culture”, Ming Pao Monthly, 31(11), 1996, pp. 68-79. Chin,W. 2008. Hong Kong’s Got Culture: The Cultural Policy of Hong

Kong, Volume . Hong Kong: Arcadia Press Ltd.

o

Hong Kong Policy Research Institute & Hong Kong Arts Development Council. 1999. Cultural and arts policy, its

implementation and sustainable arts funding: A report for the Hong Kong Arts Development Council. Hong Kong: Hong Kong Arts

Development Council.

7. The Recreation and Culture Select Committee of the Regional Council. 1997. Regional Council Arts Development Plan

Proposals, pp. 29-33. Hong Kong: Regional Council.

Nelee]

. Regional Council. 1999. Regional Council annual report 1998-99, pp. 108-109. Hong Kong: Regional Services Department.
. See Chan, H. 1999."Home Affairs” (In Chinese). http://www.hkcmp.org/cmp/002_home.htm!
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RegCo's concern about heritage preservation.!® The
CCAS has been implemented for |8 years. What
are the characteristics of the Scheme? How do
local artists who have served as community cultural
ambassadors view the outreach arts activities, the
reaching out to the public and the nurturing of
new audiences! What are their comments on the

Scheme?

This article takes the theatre arts projects in the
2016 Community Culture Ambassador Scheme
as its point of departure, and analyses the current
implementation of the Scheme from the historical-
cultural perspective in an attempt to put forth
suggestions for its future directions. It draws
data from the research study on the CCAS
commissioned by the International Association
of Theatre Critics (Hong Kong) (IATC (HK))
and conducted by Hong Kong Drama/Theatre
and Education Forum (TEFO).'' Between June
and October 2017, the research team successfully
interviewed staff members at the AB Office,
assessors of the Scheme, and some of the 2016
community cultural ambassadors for the theatre arts
projects'2 for their views on the implementation of
the Scheme. Because of limited space, the article
focuses on the audience policy of the CCAS and
the conception of audience revealed in the theatre

makers' practice, while the analysis and discussion

related to cultural policy will be covered in the full

research report.

2. Audience building policy that is just

a bunch of nhumbers

Audience is indispensable to the performing arts.
However, the artists/arts groups who took part
in the research study heavily criticised the CCAS
for evaluating the "value” of the community arts
programmes by counting audience numbers, where
“value is often equated with the most cost-effective
way to achieve value for money. In fact, in 2016, the
Audit Commission of the HKSAR Government
carried out a value for money audit'® on the
audience building activities for performing arts
organised by the AB Office in 2015/2016.The audit
review reported that there were “[ilnadequacies in
counting number of participants...Many participants
appeared to be just passing by or only stayed at
the activities briefly...the arts groups concerned
might not have counted the number of participants
properly”. The audit report recommended that
the LCSD “provide arts groups clear guidelines on
counting the number of participants in audience
building activities under community schemes, and
ensure compliance with the guidelines”. The LCSD
generally accepted the audit recommendations, and

would send officers to “attend the activities on a
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regular basis and arrange surprise checks to monitor
the activities and counter check the attendance”, as
noted in the audit report.'* It is no wonder that
the press at the time focused on nothing but the
attendance at community arts events organised by

the arts groups under the AB Office.!®

the audience base and developing the artists’
skills".'® However, with “headcount” being the single
standard and evidence for value for money auditing,
“audience” has become a bunch of numbers and
faceless objects. It has also blurred the policy focus

of the AB Office and shifted the management of

audience building to monitoring and verifying

The CCAS is intended to enable artists “to move participant numbers. It is a great pity.

beyond their familiar working environment and

reach out to the district community...widening

10. Regional Council (RegCo) was established in 1986 to oversee the provision of municipal, recreational and cultural services
for residents in the Council area (i.e. the New Territories districts). In view of the threat of the rapid development of new
towns to the indigenous cultural heritage in the area, in the 1990s, RegCo adopted strategies like repairing historic buildings/
sites, collecting relics from the New Territories and Cantonese opera, and building museums as means to preserve cultural
heritage. See Regional Council annual report 1990-91; Regional Council annual report | 993-94; and Regional Council annual
report 1995-96.

. This research study adopts qualitative research methods of document analysis and in-depth face-to-face interview. It places

the CCAS in the specific historical-cultural context of Hong Kong. Through analysing the views of people involved in the
Scheme and the roles of theatre arts groups in promoting community culture and audience development, the study
examines the ways in which the Scheme, as part of the government arts and cultural policy, is implemented. It attempts to
draw implications for future policy development. The research report will be published in mid-2018.The research team
consists of Dr Muriel Law Yuen-fun (Principal Investigator), Dr Au Yi-man (Co-investigator) and Ms Pauline Wai Shuk-man
(Research Assistant).

|2. There were nine theatre arts projects in the 2016 Community Culture Ambassador Scheme, and the research team
interviewed five of the theatre groups for the research interviews. See the Appendix for further information.

| 3. Value for money audit is “an examination into the economy, efficiency and effectiveness with which the audited body has
discharged its functions”. For further information, visit the Audit Commission website: http://www.aud.gov.hk/eng/aboutus/
about_valm.htm

14. Audit Committee."Audience building activities for performing arts”, Director of Audit's Report No. 67, Chapter 10, 28
October 2016, pp.vi, x, 18,21 & 23. http://www.aud.gov.hk/pdf_e/e67ch | 0.pdf

I5. Yim, M.W."Arts groups exaggerated audience attendance at LCSD-funded activities by 9 times”, Apple Daily, 24 November
2016. https://hk.news.appledaily.com/local/daily/article/2016 1 124/19844098

16. Regional Council. 1999. Regional Council annual report 1998-99, pp.|108. Hong Kong: Regional Council.
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[t is inevitable that policymakers and managers are
concerned about whether a policy is “valuable”.
However, participant numbers alone do not provide
specific or useful information for understanding
other values like how the CCAS as a policy strategy
nurtures the community and its culture and the quality
of audience, and how the Scheme may achieve that.
Therefore, we need other more effective measures
to evaluate policy implementation than doing the

headcount, which will be discussed further below.

3. Who do
ambassadors serve?

community cultural

The CCAS programmes generally include theatre
activities in  community halls, shopping centres
and/or outdoor areas like parks, workshops/talks,
and exhibitions. Theatre groups nickname the
combination “theatre delivery”, meaning sending
performances as “take-outs” to the community. Why
do they do “theatre delivery” to the community?
Five of the 2016 community cultural ambassadors
interviewed for the research study shared their

views. All of them have participated in the Scheme

for a number of years; their activities possess unique
characteristics and reflect distinct expectations. The
James Mark, Andy Tang, Freddie Chan ensemble is
concerned about environmental protection. In the
past few years, the group has worked on themes such
as trees, water; climate and birds using melodrama,
workshops and lectures to promote green living.
The Nonsensemakers hopes to promote the “can-
do” spirit of Hong Kong people and the notions of
inclusiveness and equality, with a view to fostering
social integration at the community level. Both groups
intended to make use of the CCAS as a platform for
educating the public.

The other three theatre groups interviewed also
brought their specific concerns into the CCAS.
Theatre Space has been running the Scraps of
Life series for a few years, which revolves around
themes such as the elderly, old shops, old places and
the human touch. Their programmes have included
playwriting workshops, acting classes and hand
puppets workshops that evoke the “Spirit of Lion
Rock”, the sentiments and values from the good old

days of Hong Kong. Pants Theatre Production uses

I 7. In their book The Applied Theatre Reader (2009), Tim Prentki & Sheila Preston define “applied theatre” "‘as a term describing
a board set of theatrical practices and creative processes that take participants and audiences beyond the scope of

conventional, mainstream theatre into the realm of a theatre that is responsive to ordinary people and their stories,

local settings and priorities.” (pp. 9).
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Scraps of Life — Family Treasures Hunt (2016)
Photo courtesy:Theatre Space

Stories of Rice Family (2016)
Photo: Fung Wai-san
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applied theatre!” strategies including documentary
theatre, ethnodrama, forum theatre and playback
theatre to re-present social incidents. Over the
past few years, they have presented in their CCAS
programmes stories of Choi Yuen Tsuen villagers
whose homes were demolished because of the
construction of Express Rail Link, the lives of ethnic
minorities in Hong Kong, and the experience of a
family in the midst of the Umbrella Movement, where
each of these tales reflects a larger story about
Hong Kong. Theatre Ronin themed their CCAS
programmes around local customs and traditional
handicrafts and trades, and re-interpreted them using
drama. Workshop participants strolled along the
streets and areas inhabited by the boat dwellers who
migrated to Hong Kong, as well as the peoples from
Chaozhou, Shanghai, and Nanyang, to patronise their
shops and learn their trades.

[t is obvious that these community cultural
ambassadors are concerned about local customs,
and the social life and economic life in Hong Kong
past and present, and their programmes inevitably
re-present people, places and things from the past.
Does this dramatic rendition or re-presentation
simply romanticise the past, or is it a call to unpack
and rework the nostalgia and memories that have
been stereotyped by the mainstream media? To

answer this question, we must have a reliable archive

of texts and images from the productions and
performances. However, neither the art groups nor
the AB Office have an effective archiving system
at present that would enable further analysis of
individual CCAS programmes or the programming
of the Scheme as a whole. One other respondent
also pointed out that the AB Office places heavy
emphasis on the possibility of the continuation and
sustainability of individual CCAS projects, but it has
not kept any records of past activities conducted by
the arts groups. Insufficient archiving is detrimental to
the sustainable development of individual outreach
arts programmes. Furthermore, it is not conducive to

effective qualitative policy review and implementation.

Possibilities of theatre artists as practitioners/
pioneers of community culture

What is the point of “sending take-outs” to the
community? Generally speaking, the theatre makers
and the assessors of the Scheme believe "[it is] better
than nothing!”, though the reasons that underlie their
sentiments vary. The theatre makers observed that
most of the workshop/seminar participants were
middle-aged people, with some of them being fans of
the Scheme or other LCSD cultural and recreational
programmes. They often made the most of the
activities for engaging in parent-child activities, getting
together with old friends, or enjoying their leisure

time after retirement. Can the Scheme achieve its
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goal in arousing public interest in the performing arts,
enriching their artistic experience and enhancing
arts appreciation, and promoting community
arts development as it is intended to? One of the
respondents was doubtful, saying that the attraction
of drama or theatre activities does not necessarily
stem from the activities. Rather, it lies in the power
of these activities to bring “people” and “care”
into marginalised communities that receive little
social attention such as the elderly. The respondent
observed that this reflects an uneven distribution of

public policy focus.

The responses from the respondents point to an
interesting and important question: Can community
arts activities extend the community’s cultural life? If
so, in what ways? When we look at the workshop
activities conducted by the community cultural
ambassadors in recent years, apart from acting or
playwriting workshops, there has been an interest in
running mobile phone photography workshops and
3D Fotomo workshops where models of real-world
scenes are created from photo prints. Workshop

participants can capture ordinary objects like trees,

18. LCSD: http://www.lcsd.gov.hk/en/aboutlesd/mission.html

street shops and the surroundings through the
camera lens. Mundane everyday objects are turned
into the objects of the “gaze”, through which the
photographer’s visual experience and memory of
the city are constructed. This visual experience is
likely to differ from the visual experience that the
LCSD and the Hong Kong Tourism Board work to
create through branding Hong Kong as “Asia’s events
capital”.'8 This workshop format may help open up
a different relationship between Hong Kong people
and their city, and present a new way for them to

imagine and discuss Hong Kong.

4. Audience: Who'’s present and who’s
absent?

Besides community tours for the CCAS, the
theatre groups we interviewed also produce main
stage theatre productions with specific interests
of their own — e.g. exploring scenography with
literary materials, stimulating the thinking audience
with translated plays, or exploring the relationships
between theatrical arts and society. When asked if

the Scheme helped nurture new audience, the arts

Hong Kong Tourism Board: http://www.discoverhongkong.com/uk/see-do/events-festivals/index.jsp

Brand Hong Kong (BrandHK): https://www.brandhk.gov.hk/html/en/OurHongKong/asiaseventscapital.html
See also Urry, J. 2002. The tourist gaze (2nd ed.). London; Thousand Oaks, CA: Sage Publications.
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groups gave surprisingly similar responses. Most
of the respondents thought the audiences of their
community tours would not turn into audiences of
their main stage theatre productions. The reason is
that performances for community audiences “cannot
be too profound”, where “the story should be easy
to understand” and it should “possess elements that
delight the audience” because “watching a show
should be a pleasurable experience”. That is why
some of the theatre groups interviewed would
choose to present some of their CCAS shows in
the format of melodrama. In other words, in the
eyes of the arts groups, community audiences are
somewhat uniform: They look for theatre shows that
cater to popular tastes, and which are accessible and
entertaining. Fundamentally, community audiences
differ from those audiences who would attend the

arts groups' main stage theatre productions.

The respondents’ views on “‘community audiences”
are fairly consistent. This notion of audience is
mingled with a notion of entertainment that can be
traced back to Hong Kong's economic development.
In the 1960s to 1970s, Hong Kong's economy took
off thanks to the city's industrial development.
Television as a major form of entertainment
strengthened the work-leisure divide for many wage
earners, as reflected in the opening theme song of

the popular variety show Enjoy Yourself Tonight (EYT)

which captures the essence of everyday life form
the 1960s to 1980s.!” On the other hand, students
were taught to use their leisure time to cultivate
positive hobbies to cope with work stress and
examination stress, increase productivity or release
excess energy.C In fact, from the 1970s onwards, the
development of Hong Kong's recreational and sports
municipal policy as a whole was based on this work-
leisure divide, as it was centred around providing
inexpensive leisure activities for the public. People
who watched performances in theatres or shopping
malls were all “consumers”. At present, arts groups/
artists need to compete with leisure activities such as
television, cinemas, restaurants, online/mobile games,
and online video channels for customers. There
have been criticisms about the quality of community
performances being far from satisfactory, where some
of the shows were peppered with random jokes
just to entertain the viewers.2! Apart from limited
production budget and/or the lack of rehearsal, could
this issue also be related to the notion of drama
as “popular entertainment” and the ways in which
audience and entertainment are understood?! The

question warrants further analysis.

Nowadays, many people work long hours, while
students also face similar challenges. The issue of
long working hours/school hours is starting to

erode people’s everyday life and its pleasures. Under
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this socio-economic context, the current way of
implementing the CCAS will probably only foster
community audiences as arts consumers rather
than art lovers. In this case, what are the value and
function of community arts? How can community
theatre intervene in this social rhythm and enliven
city life? These questions are becoming more pressing
than ever. Perhaps one of the strategies that arts
groups/artists may consider is to fight for reasonable
working hours and school hours together with
concerned groups as a way of promoting community
arts through safeguarding the cultural rights of the
public. In any case, we have to ask: Apart from the
entertainer-consumer relationship, what are other
possible relationships between the artists/theatre
makers and the audiences of their community

performances?

“Taking care”: building a different artist-
audience relationship

In fact, some of the theatre makers interviewed have
started to rethink the relationship between their
theatre practice and their community audiences.
One of them whose company has joined the CCAS
for several years has started experimenting with
different modes of storytelling and performance
styles to enhance interaction with the audience, for
the purpose of enriching audience experience and
stimulating their reflections on the subject. Another
interviewee has used techniques and principles of
applied theatre?2 to gather stories of specific groups,
and turned those real-life stories into dramatic
stories. Those who contributed their stories would
become audiences of their own stories and others'
when the performances are on tour. Both theatre

groups seek to break the stereotypical understanding

19. Enjoy Yourself Tonight (EYT) is the longest-running variety show in the history of Hong Kong television; it premiered on TVB

Jade in 1967 and had a 27-year run.

20. Hong Kong Curriculum Development Committee. 1975. Provisional Syllabus for Social Studies (Forms | to 3). Hong Kong:

Government Printer. Hong Kong Curriculum Development Committee. |980. Social Studies: Syllabuses for Primary

Schools. Hong Kong: Government Printer.

21. Yu, C. H."Cheat your audience, and you lose them”, Sing Tao Daily, 5 November 2014.

22. See footnote |7 for the meaning of the term "“applied theatre”.

Hong Kong Theatre Yearbook 2016 (Dance, Xiqu, Drama)




and practices where community audiences are
regarded as passive audiences and consumers, and to
work with a different notion of audience — audience
as participants. In the latter case, members of the
community are people from whom the theatre
makers sourced texts or pretexts for dramatic
creation, the protagonists in the dramatic story to be

staged, and the audience of the staged story.

In her article on the relationship between funders
and applied theatre companies, Molly Mullen, a drama
educator-scholar from New Zealand, points out that
both the terms “management” and “apply” as in
“applied theatre” imply the concept of “care”.23 In the
etymological context, Nicola Shaughnessy, a theatre
scholar from the UK explains that the notion “apply”
is derived from the Latin word applicare meaning
“'to bring things in contact with one another’ to ‘join’
to ‘connect’ and, figuratively to ‘devote (oneself) to’,
‘'give attention to'".24 In this sense, she argues that
applied theatre practitioners care for the community
they work for and with, and consciously use the
process of performance to bring together elements
to create change and make new things.?> In other
words, from the perspective of applied theatre,
the development of community arts development
is grounded in the understanding of the attributes
and needs of community audiences. It is essential to

build a different kind of relationship between artists/

arts groups and community audiences, as well as a
different notion of audience. In view of this, some
critics have called on the arts groups to position
themselves in the community and work with it
to cultivate relationships and a sense community
over a longer period of time.2® In this respect,
the experiences of some theatre companies from
Taiwan and Singapore would be valuable references.
Further discussion will be included in the research

report.

Who cares: re-orientating cultural
management

The reminders from Mullen and Shaughnessy are
also applicable to arts and cultural management.
Over the past two decades, tertiary institutions
in Hong Kong have been training talents in arts
administration and cultural management, addressing
the problem of executive-led or even lay-led public
policymaking and implementation pinpointed by
Hong Kong's arts and cultural circles back in the
1990s. 27

To date, large scale cultural and arts organisations/
arts groups, professional arts and administrative
associations and the HKADC have orientated their
audience development towards brand building
marketing strategies and/or data analysis. The

ultimate goal is to change the target audience'’s
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mode of cultural consumption.?8 To some extent,
this seems to reinforce the producer-consumer
relationship between theatre makers and their
audiences. It is important that arts administrators
turn their attention to “taking care” of their target
audiences. This issue will be discussed in detail in the

research report.

5. Concluding remarks and the way
forward

Since its launch, the effectiveness of CCAS's audience
building and policy has been measured against
audience numbers. However, as the respondents in
our research study remarked, more outreach theatre
activities do not necessarily contribute to an increase
in the number of art lovers and theatre audiences. In

view of this, if the authorities continue to implement

the Scheme in the present manner; we anticipate that
the Scheme would not achieve these goals.Therefore,

the policy must be renewed.

Renewing policy: reshaping "relationship"
and "trust”

Policy-wise, the key to effective audience
development is to make good use of the CCAS to
reconstruct the relationship between arts and the
community and the relationship between arts and
the city, and to develop different notions of audience.
One respondent in the study suggested that the
merry-go-round style of performance tour should
be eliminated. Instead, the Scheme should allow, or,
even better; encourage arts groups to revisit areas or
communities with which they have had initial contact,

and to understand and respond to the needs of the

people in those areas or communities through arts.

23. Mullen, M. 2012."Taking care and playing it safe: Tensions in the management of funding relationships.” Journal of Arts &

Communities, 4(3), pp. 194.

24. Shaughnessy, N. 2012. Applying performance: Live art, socially engaged theatre and affective practice, pp.xiv. Basingstoke: Palgrave

Macmillan.
25. Ibid.

26. Chung, C.Y. &Tong, K. L."Let’s talk about government initiated audience building”, 5 June 2017, and “More on audience

building in Hong Kong, and how arts groups should help themselves”, 24 July 2017, Hong Kong Economic Journdl.
27. Ooi,V."Thoughts on the Dive-year Cultural Policy Plan”, Ming Pao Monthly, 31(11), 1996, pp. 73-76.Van, L."Key Issue of
Government-run Official Culture: How Come Laymen Are Leading the Experts?”’, Ming Pao Monthly, 31(11), 1996, pp. 77-79.
28. In 2004, the HKADC organised a two-day audience building workshop. In 2017, the Hong Kong Arts Administrators
Association held the two-day 2017 Cultural Leadership Summit with the theme “Building Our Future Audience”. http://www.

hkaaa.org.hk/doc/22798ab=6
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Audiences and art lovers would be nurtured along

the way.

Another respondent suggested that the AB Office
set up a database and an effective archiving system
to properly manage the records of the CCAS, so
as to support the selection of community cultural
ambassadors and sustainable development of
community arts. The respondent also proposed
that the AB Office recruit “capable and competent”
observers to be in contact with the arts groups to
learn about their outreach programmes, and visit
their events to give in-depth and comprehensive
feedback. We, the research team, agree with the
abovementioned suggestions, since we believe
these initiatives would help public policy managers
to refocus their efforts on the quality of the CCAS
projects and the ways in which they are implemented.
This would further provide evidence for policy
review and assessment beyond headcounts. The
work of these observers would enable public policy
administrators to deepen their understanding of the
attributes of the arts groups as well as their needs,

rebuild trust and reshape the funding relationship

with the arts groups.

Building the qualitative dimension of
“audience building”

In addition to the abovementioned suggestions,
the research team believed that there must be a
qualitative dimension to audience building policies so
that “the faces of audiences” could be constructed
and examined in the context of public arts and
cultural policy. In this regard, the authorities need
to undertake research and evaluation to assess
the implementation and impact of the CCAS in
the broader Hong Kong social-cultural context
to bring public expectations and participation to
bear. Apart from evaluation and assessment, efforts
must be made to gather evidence through rigorous
policy research, which would allow policymakers to
make informed decisions in the new round of the

policymaking processes. 27

Rigorous research must incorporate

policy
interdisciplinary perspectives and a good use of
mixed methods research. To be specific, apart
from the usual questionnaire survey that is used
for collecting “quantitative” evidence, policymakers
should also utilise the “qualitative” approach to the
study of human and society that is practiced in the
academic fields of social sciences, cultural studies
and ethnography® as well as the performative

research paradigm adopted by theatre workers and

researchers.3! If policymakers can initiate research
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using these approaches, it would benefit the planning, 6. Acknowledgements

implementation and evaluation of the CCAS and

bring about important developments to other policy =~ The author and her research team members

strategies of the city’s arts and cultural policy. would like to thank the staff members of AB Office,
LCSD, the assessor of the Scheme and the theatre
groups who took part in the research interviews
for contributing their time, experience and ideas.
Without their participation, the research study would

not have been possible.

29. See Parkhurst, J. 2017. The politics of evidence: From evidence-based policy to the good governance of evidence. Abingdon, Oxon:
Routledge.
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7. Appendix: Theatre arts projects in the 2016 Community Cultural Ambassador Scheme

Theatre Group

James Mark, Andy Tang and Freddie Chan**

The Programme

Bird and Life — An Environmental Conservation Theatre

Ray Kwok, Estella Wong, Pewan Chow, Alex Tam

Arts In Life

Theatre Space**

Scraps of Life — Family Treasures Hunt

Theatre Ronin**

Stories of Rice Family

Actors' Family

Detective Ling

The Nonsensemakers**

Nobody is Perfect but Everybody Can Do it/

Pants Theatre Production®*

All About Family

We Draman Group

Building with Bamboo

Arts’ Options

Those Were the Days: Let's PLAY

Source: Audience Building Office Website (as at 6 November 2017)
http://www.lcsd.gov.hk/CE/CulturalService/ab/en/ccas20 | 6.php

#*Theatre groups that took part in the research interviews
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