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	Royal Ballet and Opera
	English National Opera
	Metropolitan Opera
	West End Theatre
	Sydney Opera House

	Core offerings
	Live performances at Covent Garden, accompanied by digital content like screenings and behind-the-scenes videos.
	Large-scale opera performances, ENO Orchestra, and a range of programs like ENO Screen and ENO TV.
	Grand productions with a full orchestra, costumes, and multi-language performances.
	High-quality musicals and plays, appealing to families and tourists.
	Variety of performances, including opera, ballet, and theatre.

	Target Market 
	Primarily 45+ with disposable income, but recent efforts target 18-35-year-olds and families, aiming to engage a younger, diverse demographic.
	Traditional operagoers (50+), Millennial and Gen Z audiences, families, and educational institutions.
	Primarily 45+, with a secondary focus on 18–34-year-olds.
	Ages 25-54, families, and culturally diverse London audiences.
	Tourists, families, and local art patrons.

	Digital Presence
	Multi-tiered to balance exclusivity with accessibility, offering discounts for students and young adults, rush tickets, and affordable seating options.

	Active on social media and offers live streaming.
	Extensive, with HD broadcasts and online content.

	Engages via social media with updates and behind-the-scenes content.
	Online tours, VR experiences, and streaming.

	Pricing structure
	Multi-tiered to balance exclusivity with accessibility, offering discounts for students and young adults, rush tickets, and affordable seating options.
	Flexible, with discounts for younger audiences and free tickets for under 21s.
	Tiered to cater to both high-income patrons and budget-sensitive audiences.
	Flexible, with discounts for young audiences and family packages.
	Tiered ticketing from AUD 50-350, plus guided tours.

	Revenue Model
	Ticket sales, memberships, donations, and digital revenue from live streams.
	Ticket sales, donations, and digital subscriptions.
	Driven by ticket sales, donations, and streaming services.
	Ticket sales and merchandise.
	Ticket sales, venue rentals, and merchandise.

	Value Proposition
	RBO promotes both traditional performances and digital innovation to attract new and diverse audiences, enhancing accessibility to opera and ballet.
	Makes opera accessible with a focus on affordability and inclusivity.
	Combines tradition with modern accessibility through initiatives like "Live in HD."
	A hub for diverse cultural experiences.
	Cultural landmark showcasing local and international talent.

	Engagement
	Uses social media to share interactive content and increase brand visibility; targeted efforts to build loyalty through exclusive membership benefits 
	Strong online presence with content like behind-the-scenes videos.
	Promotes accessibility and inclusivity through youth programs and diverse productions.
	Promotes diversity and offers online booking and social media engagement.
	Strong focus on accessibility and sustainability.


Table 1: Summary bullet points of the competitive benchmarking table for the report
 (See Appendix A for full benchmarking table) 

In today’s industry, The Royal Ballet Opera (RBO) stands out through a combination of traditional appeal and digital accessibility. Compared to competitors like the English National Opera (ENO), The Metropolitan Opera (The Met), The Sydney Opera House, and West End Theatres, RBO’s strengths and opportunities are evident through seven competitive factors: Pricing, core marketing, brand perception, digital offerings, value proposition, community, and inclusivity.
Core marketing offerings form RBO’s highlights live performances supported by digital screenings. This reflects worldwide patterns; institutions like The Met use expansive cinema transmissions, making performances accessible worldwide (Metropolitan Opera, 2024). Competitors like Sydney Opera House and West End Theatres have a variety of musicals, plays, and workshops, suggesting opportunities for RBO to expand programming (Appendix A).
In terms of brand perception, RBO positions itself as a preserver of classical arts, similar to ENO’s emphasis on being “The opera company for everyone” (English National Opera, 2024). Studies highlight the importance of inclusivity in shifting opera from an elite art to a more accessible cultural experience (Hill et al, 2023).
RBO’s digital offerings include performances on socials, enhancing reach among younger, international audiences. However, The Met’s comprehensive digital presence and on-demand streaming set a high standard, suggesting RBO could benefit from exclusive digital content (Appendix A). Literature supports digital presence as a driver of accessibility and revenue (Colbert, 2003).
Like ENO, RBO's value proposition combines traditional performances with contemporary digital access (English National Opera, 2024). According to arts management studies, this appeals to loyal customers and new audiences (Byrnes, 2009).
Community engagement is still essential for RBO's membership programs, offering exclusive access and discounts. Sydney Opera House’s community involvement could inspire RBO to enhance community ties and membership perks (Appendix A).
Finally, RBO offers a variety of different prices from expensive sears to reasonably priced digital options. ENO’s discounted ticket programs for younger audiences is an example of how RBO can attract younger audiences (Kotler & Scheff, 1997). Through these strategies, RBO competes effectively while maintaining room to grow (Appendix N).
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Figure 1: Current Strategy Canvas: The current strategy canvas compares The Royal Ballet and Opera performance to the industry average across key competitive factors. These insights highlight the areas in which RBO can focus on improvement. 

The Royal Ballet Opera House holds a premium position in the performing arts industry. Despite strong branding and quality offerings, RBO faces challenges with inclusivity, digital engagement, and pricing. This places them below the industry average, suggesting opportunities for growth and innovation.
RBO’s core marketing offerings are a strength. The institution delivers high-quality productions, reinforcing its premium position. This focus on excellence has established a loyal customer base and sustained its reputation as a leading arts institution. Additionally, RBO’s membership programs offer benefits like discounted tickets and exclusive access to performances. These initiatives strengthen loyalty and enhance brand perception.
RBO’s high brand perception, though prestigious, might generate a negative image due to its elitist nature, making it seem unapproachable. RBO can implement initiatives to make the brand more inclusive.
With a pricing structure below the industry average, RBO faces challenges. High prices for live performances prevent wider audience reach. Even with pricing alternatives like the ‘Young RBO scheme,’ budget-conscious customers may turn to competitors offering more affordable tiers with better benefits. 
RBO has embraced digital engagement through live streaming and interactive content. However, its digital platforms, particularly mobile functionality, lag behind the industry average. Poor mobile integration may negatively impact user experiences like ticket booking. RBO should invest in digital infrastructure to meet younger, tech-savvy audience expectations.
Cultural relevance and inclusivity remain shortcomings. Although RBO has outreach initiatives and flexible pricing, it is still regarded as an elitist art form. Current efforts limit RBO from engaging modern, diverse communities, holding them back from connecting with audiences prioritising culturally relevant, inclusive experiences.
RBO’s community-building and membership programs lack inclusivity and engagement with broader audiences. Engagement with casual viewers and digital-only consumers is limited since traditional perks, like discounted in-person tickets, do not apply. Despite RBO attracting younger, tech-savvy audiences through social platforms, membership offerings lack virtual and flexible options.
With RBO’s strong foundation in core offerings and brand reception, long-term viability depends on a strategic approach combining creative, inclusive, and accessible efforts with current offerings. This will allow RBO to connect with broader audiences and restore relevance in this competitive industry.
	Eliminate
	Raise

	
	· Digital offerings 
· Value proposition
· Community and memberships
· Inclusivity 

	Reduce
	Create

	· Brand perceptions
	· Cultural integration



Figure 1a: Four action frameworks: Provides a strategic approach for The Royal Ballet and Opera to redefine it’s value proposition
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The proposed strategy for RBO stems from primary data, including interviews and survey results. The four actions framework offers a clear pathway for RBO to achieve its primary objective: ensuring diverse representation across media and effectively engaging its target audience of 18–25-year-olds (Kim and Mauborgne, 2015).
To reduce negative brand perception, advertising on traditional media channels enables RBO to focus on stronger visibility with urban advertising in busy areas like buses and underground stations (Appendix B). Enhancing presence on these platforms will soften RBO's elitist perception. By increasing perception factors in the strategy canvas, RBO's brand will appear more approachable.
To enhance its marketing position and reach a wider audience, RBO should raise digital offerings and value propositions through inclusivity, fostering community, increasing memberships, and improving brand perception. Better digital products, like interactive streaming, will draw younger and international viewers. Audience loyalty will grow if the value proposition is strengthened with unique experiences such as pre-performance discussions and ‘day in the life’ features relatable to the audience (Appendix C). Younger audiences are likely to view RBO positively, shifting from elitism to modernity and approachability.


[image: ]
Figure 1b: Revised Strategy Canvas: The revised strategy canvas illustrates the positive impact resulting from the implementations of our primary strategic recommendation.

Creating cultural integration is our main strategic approach, encompassed within all campaigns, including video, photo, and social.
To reach younger, varied audiences, RBO must reduce perceptions of opera and ballet as elite and exclusive. Embracing cultural diversity in advertisements enhances their reputation as a progressive institution (Peracchio et al., 2014). Raising diverse representation across multimedia content will increase RBO’s inclusivity and cultural relevance (Appendix D).
[bookmark: _Toc536152844]Our final campaign focuses on featuring artists from underrepresented backgrounds and global narratives that resonate with multicultural identities. The customer's journey starts with curiosity, followed by intent, and fosters belonging, creating repeat customers and an emotional bond (Maslow, 1943). Doing so will position RBO as a cultural advocacy leader and ensure young individuals resonate with them, gaining a competitive edge. 
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To increase brand awareness and change brand perceptions to attract new audiences, especially younger groups, we conducted market research for this purpose. The research aims to evaluate the awareness and familiarity with the Royal Ballet and Opera (RBO) among younger audiences (18-25 years). Another aim is to identify audience associations and perceptions of RBO. Through market research, it provides a reference for the client’s future engagement and strategy development. 
 
For quantitative research, the research questions are: 
· To what extent are younger audiences aware of RBO and its offerings? 
· What are the general brand associations of the target audiences with RBO? 

The research questions for the qualitative approach are: 
· What are the target audience’s perceptions and salient brand associations with RBO? 
· How do target audiences describe their attitudes and potential barriers to participation in RBO?
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For this research, the exploratory research approach was considered appropriate. Exploratory research helps to investigate young audiences’ general perceptions of RBO and to identify key factors without pre-set expectations. A descriptive research design was also used to measure the young audience’s awareness of RBO.
This research adopts a mixed-methods approach, combining qualitative and quantitative research to comprehensively understand brand awareness and perceptions of RBO among young audiences. The quantitative survey is one of the primary data collection methods used to measure awareness, familiarity and general brand associations with RBO. The questionnaire was designed using a combination of closed-ended questions and Likert scales (measures and measurements are attached in Appendix E). 
Furthermore, qualitative interviews provide deeper insights into perceptions to obtain more detailed or overlooked information. Semi-structured interviews were used in this research because of their flexibility and to identify new concepts (Dearnley, 2005). This combined approach improves the research’s comprehensiveness and depth, effectively understanding the complexities behind young audiences’ perceptions of RBO. The questionnaire design and interview guide are attached in Appendix F and Appendix G.
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This study used a non-probability Convenience Sampling technique to reach the target audience of young adults. This technique is appropriate due to time and budget constraints (Etikan et al., 2016, cited in Battaglia, 2008). For the quantitative survey, online recruitment via social media can reach a diverse range of young individuals, increasing accessibility and cost-efficiency. For qualitative interviews, we recruited social media posters and asked friends and family to find participants who matched the target audience and were willing to participate (posts to advertise interview see Appendix H). This convenience-oriented approach improves accessibility for participants.


[bookmark: _Toc394895899][bookmark: _Toc184586462][bookmark: _Toc1787617725][bookmark: _Toc184604615][bookmark: _Toc184630856][bookmark: _Toc184631052]Part D: Data analysis and interpretation 

This study used JASP to test collected data. Initially, a total of 206 responses were collected. After excluding invalid data (participants who selected “no” in the Consent question and participants who did not fully complete the questionnaire), 138 valid responses were collected. Since the research focused primarily on the 18-25 age group audience, finally, the number of valid responses collected was 108.

D.1 Demographic Profile

We collected data from audiences aged 18-25 (N=108) through an online questionnaire. Based on the data we collected from our sample (see Table 1): 

Table 1. Sample Data


Items
Classification
Frequency
Percent 



(%)
Gender
Male
20
18.52

Female
82
75.93

Non-binary / third gender
2
1.85

Prefer not to say
4
3.70
Age
18-25
108
100.00
(Continues on next page)



Accommodation
UK
49
45.37

Europe
15
13.89

Asia
32
29.63

Africa
1
0.93

North and South America
5
4.63

Australia
6
5.56
Employment status
Employed for wages
14
12.96

Self-employed
10
9.26

Out of work and looking for work
6
5.56

Out of work but not currently looking for work
4
3.70

A student
73
67.59

Unable to work
1
0.93
Total
　
108
100.00
20 male, 82 female, two non-binary/third gender and 4 ‘prefer not to say’ participants; all are aged 18-25 years (100%); 45.37% are accommodated in the UK and the remaining 54.63% are in other countries; 12.96% were Employed for wages，9.26% Self-employed，5.56% Out of work and looking for work，3.7% Out of work but not currently looking for work，67.59% students and 0.93% Unable to work.
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D.2 Reliability Test

In Table 2, the Cronbach’s Alpha values for all variables were greater than 0.7, so the internal consistency of the scales was good.

Table 2. Summary of Reliability Test
Variables
N of Items
Cronbach’s Alpha
A Q2
3
0.845
B Q1
3
0.761
B Q3
4
0.767
C Q5
4
0.855
D Q1
3
0.740 
D Q2
3
0.741
E Q1
4
0.834
A Q2 = Familiarity; B Q1 = Customer Satisfaction; B Q3 = Website Perceptions; C Q5 = Firm-created Social Media Communication; D Q1 = Brand Affordability; D Q2 = Attitude toward the Loyalty Programme; E Q1 = Perceived Similarity
In reliability testing, the α value must be greater than 0.7 to indicate internal consistency of the scale.






D.3 Validity

In validity assessment, the results in Table 3 showed good performances.
Table 3. Measurement items, RC1, CR and AVE
Variables
Items
RC1
CR
AVE
A Q2
A Q2_1
0.892
0.907
0.764

A Q2_2
0.877



A Q2_3
0.853


B Q1
B Q1_1
0.782
0.872
0.695

B Q1_2
0.924



B Q1_3
0.788


B Q3
B Q3_1
0.761
0.855
0.597

B Q3_2
0.652



B Q3_3
0.865



B Q3_4
0.798


C Q5
C Q5_1
0.809
0.902
0.698

C Q5_2
0.856



C Q5_3
0.853



C Q5_4
0.822


(Continues on next page)


D Q1
D Q1_1
0.845
0.853
0.659

D Q1_2
0.752



D Q1_3
0.835


D Q2
D Q2_1
0.802
0.853
0.660

D Q2_2
0.851



D Q2_3
0.783


E Q1
E Q1_1
0.823
0.891
0.672

E Q1_2
0.876



E Q1_3
0.833


　
E Q1_4
0.740
　
　
A Q2 = Familiarity; B Q1 = Customer Satisfaction; B Q3 = Website Perceptions; C Q5 = Firm-created Social Media Communication; D Q1 = Brand Affordability; D Q2 = Attitude toward the Loyalty Programme; E Q1 = Perceived Similarity
In this research, RC1 had to be greater than 0.7, the AVE value should be higher than 0.50 to confirm validity, and composite reliability (CR) should be higher than 0.70 to confirm reliability.










D.4 Descriptive analysis

About familiarity (see Table 4), we divided the audience’s familiarity with RBO into two groups (1=familiar; 0=not familiar). By calculating the average of the three items, those less than or equal to 4 are unfamiliar and those greater than 4 are familiar. Overall, 50 are 0 (unfamiliar) and 58 are 1 (familiar).


Table 4. Frequency Tables

Frequencies for categorical_familiarity
Categorical_
familiarity
Frequency
Percent
Valid Percent
Cumulative Percent
0

50

46.296

46.296

46.296

1

58

53.704

53.704

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
1 = familiar; 0 = not familiar



Regarding which type of RBO performances 18–25-year-old audiences are most familiar with, we got 44 people to choose Ballet, 43 to choose Opera, 13 to choose Live streaming, 4 to choose Workshops and masterclasses, and 4 to choose Other, as shown in Table 5.

Table 5. Frequency Tables
Frequencies for A Q3
A Q3
Frequency
Percent
Valid Percent
Cumulative Percent
1

44

40.741

40.741

40.741

2

43

39.815

39.815

80.556

3

13

12.037

12.037

92.593

4

4

3.704

3.704

96.296

5

4

3.704

3.704

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q3 = What types of performances at RBO are you most familiar with?; 1 = Ballet; 2= Opera, 3 = Live streaming, 4 = Workshops and masterclasses, 5 = Other (Please specify)



Regarding brand associations, six items were set to identify keyword associations of young audiences to RBO (see Table 6.1 - Table 6.6). 

Table 6.1. Frequencies for A Q4_1
A Q4_1
Frequency
Percent
Valid Percent
Cumulative Percent
1

23

21.296

21.296

21.296

2

18

16.667

16.667

37.963

3

24

22.222

22.222

60.185

4

18

16.667

16.667

76.852

5

19

17.593

17.593

94.444

6

4

3.704

3.704

98.148

7

2

1.852

1.852

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_1 = Traditional (1) to Modern (7)
Traditional (1) to Modern (7): Most chose 3 (22.22%), followed by 1 (21.3%) and 5 (17.59%). Few chose 6 (3.7%) or 7 (1.85%).















Table 6.2. Frequencies for A Q4_2
A Q4_2
Frequency
Percent
Valid Percent
Cumulative Percent
1

15

13.889

13.889

13.889

2

23

21.296

21.296

35.185

3

19

17.593

17.593

52.778

4

28

25.926

25.926

78.704

5

10

9.259

9.259

87.963

6

9

8.333

8.333

96.296

7

4

3.704

3.704

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_2 = Exclusive (1) to Accessible (7)
Exclusive (1) to Accessible (7): Most chose 4 (25.93%), with 2 (21.3%) and 3 (17.59%) close behind. Few picked 6 (8.33%) or 7 (3.7%).











Table 6.3. Frequencies for A Q4_3
A Q4_3
Frequency
Percent
Valid Percent
Cumulative Percent
1

21

19.444

19.444

19.444

2

21

19.444

19.444

38.889

3

22

20.370

20.370

59.259

(Continues on next page)
		

4

17

15.741

15.741

75.000

5

16

14.815

14.815

89.815

6

5

4.630

4.630

94.444

7

6

5.556

5.556

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_3 = Elite (1) to Inclusive (7)
Elite (1) to Inclusive (7): Choices spread evenly, with 3 (20.37%) leading. Few chose 6 (4.63%) or 7 (5.56%).


Table 6.4. Frequencies for A Q4_4
A Q4_4
Frequency
Percent
Valid Percent
Cumulative Percent
1

25

23.148

23.148

23.148

2

35

32.407

32.407

55.556

3

20

18.519

18.519

74.074

4

12

11.111

11.111

85.185

5

9

8.333

8.333

93.519

6

4

3.704

3.704

97.222

(Continues on next page)

7

3

2.778

2.778

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_4 = Luxury (1) to Everyday (7)
Luxury (1) to Everyday (7): 2 (32.41%) was most popular, followed by 1 (23.15%). Few picked 6 (3.7%) or 7 (2.78%). 

Table 6.5. Frequencies for A Q4_5
A Q4_5
Frequency
Percent
Valid Percent
Cumulative Percent
1

22

20.370

20.370

20.370

2

26

24.074

24.074

44.444

3

16

14.815

14.815

59.259

4

28

25.926

25.926

85.185

5

10

9.259

9.259

94.444

6

3

2.778

2.778

97.222

7

3

2.778

2.778

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_5 = Classic Art (1) to Innovation in Art (7)
Classic Art (1) to Innovation (7): Most chose 4 (25.93%) and 2 (24.07%). Only 2.78% picked 6 or 7.


Table 6.6. Frequencies for A Q4_6
A Q4_6
Frequency
Percent
Valid Percent
Cumulative Percent
1

15

13.889

13.889

13.889

2

21

19.444

19.444

33.333

3

19

17.593

17.593

50.926

4

21

19.444

19.444

70.370

5

12

11.111

11.111

81.481

6

12

11.111

11.111

92.593

7

8

7.407

7.407

100.000

Missing

0

0.000





Total
　
108
　
100.000
　
　
　
　
　
A Q4_6 = London-Centric (1) to Global Appeal (7)
London-Centric (1) to Global Appeal (7): Choices spread, with 2 and 4 (19.44% each) leading. Few chose 7 (7.41%).







D.5 Independent samples t-test
Table 7.1. Independent Samples T-Test






95% CI for Mean Difference


Test
Statistic
df
p
Mean Difference
SE Difference
Lower
Upper
Cohen's d
SE Cohen's d
Student
-2.916
106
0.004
-0.566
0.194
-0.951
-0.181
-0.563
0.201
Welch
-2.891
99.125
0.005
-0.566
0.196
-0.955
-0.178
-0.56
0.201
B Q3 = Website Perceptions
H0: there are no differences in the level of Website Perceptions between Familiar and unfamiliar
H1: there are differences in the level of Website Perceptions between Familiar and unfamiliar












	Table 7.2. Assumption Checks
Test of Normality (Shapiro-Wilk)



W
p

B Q3
0
0.853
< .001


1
0.966
0.099

Note.  Significant results suggest a deviation from normality.







Table 7.3. Test of Equality of Variances (Levene's)


F
df1
df2
p

0.008
1
106
0.929








Table 7.4. Descriptives




Group Descriptives





Group
N
Mean
SD
SE
Coefficient of variation




B Q3
0
50
4.74
1.067
0.151
0.225





1
58
5.306
0.951
0.125
0.179






[bookmark: _Int_7Kzyk1kg]In this case, 0.004 < 0.05 (see Table 7.1. – 7.4. above), so reject null: There are significant differences between familiarity levels with regard to Website Perceptions.


Table 8.1. Independent Samples T-Test







95% CI for Mean Difference



Test
Statistic
df
p
Mean Difference
SE Difference
Lower
Upper
Cohen's d
SE Cohen's d
A Q4_2
Student
-2.123
106
0.036
-0.655
0.309
-1.267
-0.043
-0.41
0.197

Welch
-2.168
104.015
0.032
-0.655
0.302
-1.254
-0.056
-0.414
0.197
A Q2_2 = Exclusive (1) to Accessible (7)
H0: there are no differences in the level of Exclusive (1) to Accessible (7) between Familiar and unfamiliar
H1: there are differences in the level of Exclusive (1) to Accessible (7) between Familiar and unfamiliar













		
Table 8.2. Assumption Checks

Test of Normality (Shapiro-Wilk)



W
p

A Q4_2
0
0.913
0.001


1
0.938
0.005

Note.  Significant results suggest a deviation from normality.


Table 8.3. Test of Equality of Variances (Levene's)






F
df1
df2
p





A Q4_2
5.069
1
106
0.026

















Table 8.4. Descriptives






Group Descriptives





Group
N
Mean
SD
SE
Coefficient of variation




A Q4_2
0
50
3
1.34
0.19
0.447





1
58
3.655
1.792
0.235
0.49




 


In this case, 0.032 < 0.05 (see Table 8.1. – 8.4. above), so reject null: There are significant differences between familiarity levels were found in terms of exclusivity (1) and accessibility (7).


Table 9.1. Independent Samples T-Test
Independent Samples T-Test







95% CI for Mean Difference



Test
Statistic
df
p
Mean Difference
SE Difference
Lower
Upper
Cohen's d
SE Cohen's d
A Q4_6
Student
-3.068
106
0.003
-1.032
0.336
-1.698
-0.365
-0.592
0.202

Welch
-3.082
105.178
0.003
-1.032
0.335
-1.695
-0.368
-0.593
0.202
A Q4_6 London-Centric (1) to Global Appeal (7)
H0: there are no differences in the level of London-Centric (1) to Global Appeal (7) between Familiar and unfamiliar
H1: there are differences in the level of London-Centric (1) to Global Appeal (7)  between Familiar and unfamiliar













	Table 9.2. Assumption Checks

Test of Normality (Shapiro-Wilk)



W
p

A Q4_6
0
0.877
< .001


1
0.931
0.003

Note.  Significant results suggest a deviation from normality.







Table 9.3. Test of Equality of Variances (Levene's)


F
df1
df2
p

A Q4_6
0.011
1
106
0.918









Table 9.4. Descriptives




Group Descriptives





Group
N
Mean
SD
SE
Coefficient of variation




A Q4_6
0
50
3.02
1.684
0.238
0.558





1
58
4.052
1.791
0.235
0.442







In this case, 0.003 < 0.05 (see Table 9.1-9.4 above), so reject null: There are significant differences between familiarity levels were found in terms of London-Centric (1) to Global Appeal (7).
Table 10.1. Independent Samples T-Test







95% CI for Mean Difference



Test
Statistic
df
p
Mean Difference
SE Difference
Lower
Upper
Cohen's d
SE Cohen's d
C Q3
Student
-2.012
106
0.047
-0.622
0.309
-1.235
-0.009
-0.388
0.197

Welch
-2.029
105.828
0.045
-0.622
0.307
-1.23
-0.014
-0.39
0.197
C Q3 = How likely are you to subscribe to a streaming service specifically for ballet and opera offering exclusive content? (Likelihood of consumers subscribing to streaming services)
H0: there are no differences in the level of Likelihood of consumers subscribing to streaming services between Familiar and unfamiliar
H1: there are differences in the level of Likelihood of consumers subscribing to streaming services between Familiar and unfamiliar













		Table 10.2. Assumption Checks
Test of Normality (Shapiro-Wilk)


W
p
C Q3
0
0.926
0.004

1
0.939
0.006
Note.  Significant results suggest a deviation from normality.





Table 10.3. Test of Equality of Variances (Levene's)

F
df1
df2
p
C Q3
0.512
1
106
0.476







Table 10.4. Descriptives




Group Descriptives





Group
N
Mean
SD
SE
Coefficient of variation




C Q3
0
50
3.24
1.506
0.213
0.465





1
58
3.862
1.68
0.221
0.435







In this case, 0.047 < 0.05 (see Table 10.1-10.4 above), so reject null: There are significant differences between familiarity levels regarding the Likelihood of consumers subscribing to streaming services.

D.6 One-way ANOVA
According to Table 11.1-11.2, p<0.001, therefore, we reject the null hypothesis, and we conclude that there is significant difference between frequency of using streaming platforms to watch arts and entertainment content and Exclusive (1) to Accessible (7) in brand association. 
Table 11.1. Assumption Checks
Test for Equality of Variances (Levene's)
F
df1
df2
p
1.769
　
4
　
103
　
0.141
　



Table 11.2 ANOVA
ANOVA - A Q4_2
Homogeneity Correction
Cases
Sum of Squares
df
Mean Square
F
p
None

C Q1

55.439

4

13.86

6.284

< .001


Residuals

227.191

103

2.206




Brown-Forsythe

C Q1

55.439

4

13.86

6.774

< .001


Residuals

227.191

45.481

4.995




(Continues on next page)

Welch

C Q1

55.439

4

13.86

10.332

< .001

　
　
Residuals
　
227.191
　
28.04
　
8.102
　
　
　
　
　
Note.  Type III Sum of Squares
A Q4_2 = Exclusive (1) to Accessible (7)
C Q1 = In the past month, how frequently do you use streaming platforms (e.g., Netflix, YouTube, Spotify) for arts and entertainment content?
H0: the mean values of the dependent variable (Exclusivity to Accessibility) is the same across groups (0 time, 1-2 times, 3-5 times, 6-10 times, More than 10 times)
H1: the mean values of the dependent variable are significantly different across groups.


In Table 12.1-12.2, the p-value in the ‘ptukey’ column (<0.05) indicates the significant difference between Group 1 (0 times) and all other groups (except Group 2); Group 2 (1-2 times) and Groups 3, 4 and 5 (3-5 times, 6-10 times, More than 10 times). Low-frequency streaming associates RBO with accessibility, while high-frequency streaming treats RBO as exclusive.
Table 12.1 Post Hoc Tests
Standard (LSD)
Post Hoc Comparisons - C Q1
　
　
Mean Difference
SE
t
ptukey
1

2

0.5

0.662

0.756

0.942



3

1.938

0.673

2.879

0.038

(Continues on next page)



4

2.083

0.706

2.949

0.032



5

2.055

0.596

3.447

0.007

2

3

1.438

0.51

2.817

0.045



4

1.583

0.553

2.861

0.04



5

1.555

0.403

3.855

0.002

3

4

0.146

0.567

0.257

0.999



5

0.117

0.422

0.277

0.999

4
　
5
　
-0.029
　
0.473
　
-0.061
　
1
　
Note.  P-value adjusted for comparing a family of 5
C Q1 = In the past month, how frequently do you use streaming platforms (e.g., Netflix, YouTube, Spotify) for arts and entertainment content?
1 = 0 time; 2 = 1-2 times; 3 = 3-5 times; 4 = 6-10 times; 5 = More than 10 times
There are no significant differences between Group 1 and Group 2; Groups 3, 4 and 5.

Table 12.2. Descriptives
Descriptives - A Q4_2
C Q1
N
Mean
SD
SE
Coefficient of variation
1

7

5

0.816

0.309

0.163

2

18

4.5

1.2

0.283

0.267

3

16

3.063

1.436

0.359

0.469

(Continues on next page)

4

12

2.917

1.975

0.57

0.677

5

55

2.945

1.52

0.205

0.516

A Q4_2 = Exclusive (1) to Accessible (7)
C Q1 = In the past month, how frequently do you use streaming platforms (e.g., Netflix, YouTube, Spotify) for arts and entertainment content?
1 = 0 time; 2 = 1-2 times; 3 = 3-5 times; 4 = 6-10 times; 5 = More than 10 times




D.7 Correlation

Table 13. Correlation
Pearson's Correlations
Variable
　
A Q2
B Q1
B Q3
C Q5
D Q1
D Q2
E Q1
1. A Q2
Pearson's r
—







p-value
—






2. B Q1
Pearson's r
0.471
—






p-value
< .001
—





3. B Q3
Pearson's r
0.332
0.633
—





p-value
< .001
< .001
—




4. C Q5
Pearson's r
0.227
0.695
0.523
—




p-value
0.018
< .001
< .001
—



(Continues on next page)



5. D Q1
Pearson's r
0.179
0.209
0.166
0.089
—



p-value
0.063
0.126
0.086
0.359
—


6. D Q2
Pearson's r
-0.001
0.513
0.306
0.4
0.339
—


p-value
0.991
< .001
0.001
< .001
< .001
—

7. E Q1
Pearson's r
0.238
0.335
0.424
0.316
0.166
0.245
—
　
p-value
0.013
0.012
< .001
< .001
0.085
0.011
—
A Q2 = Familiarity; B Q1 = Customer Satisfaction; B Q3 = Website Perceptions; C Q5 = Firm-created Social Media Communication; D Q1 = Brand Affordability; D Q2 = Attitude toward the Loyalty Programme; E Q1 = Perceived Similarity



Based on Table 13 above, the p-values of the underlined relationships are all less than 0.05, thus they are statistically significant and positive (Appendix I.7).



D.8 Regression
Table 14 presents the results of the hypothesis testing (H1-H5). More details will be shown in Appendix I.8.

Table 14. Results of Hypothesis Testing (H1-H5)
Hypothesis
Path
β
p-value
Results
H1
A Q2->B Q1
0.307
< .001
H1 Supported
H2
C Q5->B Q1
0.695
< .001
H2 Supported
H3
A Q2->B Q3
0.18
0.028
H3 Supported

C Q5->B Q3
0.402
< .001


E Q1->B Q3
0.254
0.003

H4
B Q1->C Q5
0.383
< .001
H4 Supported

B Q3->C Q5
0.493
< .001

H5
A Q2->D Q1
0.18
0.049
H5 Supported

D Q2->D Q1
0.34
< .001

All the values are significant at 0.05 levels
A Q2 = Familiarity; B Q1 = Customer Satisfaction; B Q3 = Website Perceptions; C Q5 = Firm-created Social Media Communication; D Q1 = Brand Affordability; D Q2 = Attitude toward the Loyalty Programme; E Q1 = Perceived Similarity





D.9 Interview Analysis

We used Microsoft Teams to help us record and transcribe during the interviews. After collating and reading through the transcripts, we used different colours to identify various data and assign codes to them. Open coding focused on the themes of “familiarity”, “brand associations and perceptions” and “barriers to engagement”. Then, axial coding was performed to group the codes into 16 categories. The analysis showed three main themes: (1) limited awareness of RBO offerings, (2) barriers to engagement, including price, lack of inclusiveness and cultural representation and (3) arts modernisation and innovation. These themes relate directly to research questions in familiarity, brand association and future investment. It helps to understand the familiarity and brand perceptions of RBO among younger audiences and provides direction for initiatives to enhance engagement.

[bookmark: _Toc1120426254][bookmark: _Toc184586463][bookmark: _Toc1647068649][bookmark: _Toc184604616][bookmark: _Toc184630857][bookmark: _Toc184631053]Part E: Key conclusions and recommendations

Overall, familiarity with RBO among younger audiences is moderate, indicating potential for growth. RBO’s performances are relatively well known among younger audiences, whereas streaming services, workshops and other offerings are not yet fully recognized. Awareness of the RBO among young audiences comes mainly from family/friend recommendations, social media, metro adverts and internet browsing. Familiarity plays an important role in shaping RBO awareness and perceptions.
In terms of brand associations, RBO is prominently perceived as classic, exclusive and luxurious, catering to older, upper-class, predominantly white audiences. Minority respondents expressed a sense of cultural distance, associating RBO with Western/European art. However, some participants indicated that RBO is associated with elegance, sophistication and a high-quality performance experience that appeals to those looking for a high-quality cultural event. Younger audiences perceived barriers to participation in RBO as high-ticket prices, cultural exclusivity and limited innovative (modern) appeal. Social media communication, website perception and brand affordability are important factors.
Recommendations to consider include, firstly, promoting accessibility, such as offering affordable tickets and increasing the presence of RBO on streaming platforms. Secondly, increased inclusiveness, such as more diverse (different cultures) programmes and a more diverse cast. Thirdly, increased modernisation of brand recognition, innovative adaptations, and blending ballet/opera with contemporary elements to appeal to younger audiences. Finally, increase brand awareness of RBO among younger audiences, such as investing in social media campaigns, posting short, engaging videos to 18–25-year-olds on platforms such as TikTok and Instagram.
[bookmark: _Toc1844538052]

[bookmark: _Toc184586464][bookmark: _Toc691753592][bookmark: _Toc184604617][bookmark: _Toc184630858][bookmark: _Toc184631054]Section 3. Digital Consumer Behaviour 

[bookmark: _Toc1056371958][bookmark: _Toc184586465][bookmark: _Toc492442368][bookmark: _Toc184604618][bookmark: _Toc184630859][bookmark: _Toc184631055]Part A: Identifying RBO’s Target Market 

RBO’s target market includes its traditional patrons and a growing base of potential younger, diverse audiences. 

1. Existing Target Market: Established, Traditional Patrons

RBO’s core audience consists of traditional culture enthusiasts, predominantly older, with two-thirds falling within the 45–74 age range, and women making up two-thirds of this demographic (Arts Council England, 2011).  Typically, affluent and highly educated people that prioritises the authenticity and heritage of the performing arts. Loyalty is driven by RBO’s reputation for quality and consistency, enhanced by campaigns emphasising exclusivity, sophistication, and cultural value.
Additionally, they favour traditional media, such as newspapers and radio, as well as online platforms for e-commerce and ticket purchases, emphasising preference for convenience and quality. They are also receptive to outdoor advertising, particularly on public transport. (Arts Council England, 2011).
Motivated by social validation and cultural enrichment, these patrons align with Maslow's Hierarchy of Needs —self-actualization and esteem (McLeod, 2024). These individuals favour brands and experiences that enhance their brand and provide opportunities for social prestige (Litman, 2022).


2. Potential Target Market: Diverse, Younger, and Digital-First 

RBO also has a growing base of potential younger segment, aged 18-25, targeted through the Young RBO scheme.
This group is more culturally diverse and evidence higher digital engagement. These individuals seek shareable experiences that reflect their identity and social values, making them more inclined toward brands that integrate user-generated content and interactive campaigns critical for RBO to address (Deloitte, 2024). Moreover, this group illustrates high engagement with platforms like Instagram and TikTok, where visual and shareable content dominates (GWI, RBO Audience: Global Majority, 2024).
Their attitudes toward opera and ballet are shaped by peer influence, social norms, authenticity, and ease of access, aligning with the Theory of Planned Behaviour (Ajzen, 1991). 
Survey findings reveal that 93.52% of respondents utilise streaming platforms, highlighting preference for on-demand access, affordable pricing, diversity and inclusive experiences. (Appendix I.9). Expanding RBO’s digital offerings through streaming services, such as exclusive and interactive content with affordable pricing, presents significant opportunities to engage this segment.

This dual-market strategy is a testament to RBO's commitment to preserving its traditional base while innovating to attract and retain younger, more diverse patrons.

[bookmark: _Toc691326035]
[bookmark: _Toc184586466][bookmark: _Toc1614108232]

[bookmark: _Toc184604619][bookmark: _Toc184630860][bookmark: _Toc184631056]Part B: Target Market Segment: Global Majority Audiences and Lower-income Households 

1. Primary Target Segment: Global Majority Audience 
The primary target audience includes culturally diverse young adults aged 18–25, mainly students or early-career professionals (GWI, RBO Audience: Global Majority, 2024). They are digitally active; prioritising authentic, relatable, and engaging online interactions. Their values centre on diversity, sustainability, and entertainment that reflect personal and social ideals. RBO can enhance them by expanding its digital streaming offering through interactive content and exclusive events.

Persona 1: Global Majority Audience - Sofia Ramirez (see Appendix D)

[image: ]		[image: ]
Images 1&2: AI-generated representative images of Sofia Ramirez created by Dall-E

Sofia Ramirez is a 21-year-old tech-savvy and socially conscious university student in Madrid, passionate about digital modern arts. She embodies RBO’s target audience, which is predominantly female individuals, 75.93%, and students, 67.59% (Appendix I.1.2&I.1.4).
Sofia actively uses streaming services and follows cultural organisations on TikTok and Instagram, valuing brands reflecting inclusivity and diversity. Her engagement aligns with Social Identity Theory, where RBO leverages shared cultural symbols to strengthen their connection. (Tajfel & Turner, 1979).
While budget constraints and limited exposure to authentic modern art forms challenge her, affordable streaming options meet her desires. Enthusiastic about her experience, Sofia shares it on social media, inspiring her peers and creating a cycle of social proof effect for RBO.

2. Secondary Target Market: Lower-Income Household

The secondary target audience includes lower-income households aged 18-25, who are price-sensitive due to limited financial resources. This group seeks affordable, high-quality experiences that balance value and accessibility (GWI, RBO Audience: Lower Income Groups, 2024). They are drawn to transparent pricing, promotions, and flexible payment options which align with their need for affordability (Aghazadeh & Khoshnevis, 2024). RBO can engage this audience through low-cost streaming and interactive content, broadening its reach.





Persona 2: Lower-Income Household Audience - Daniel Turner (see Appendix D)

[image: ]		[image: ]
Images 3&4: AI-generated representative images of Daniel Turner created by Dall-E

Daniel Turner, a 24-year-old Dutch graduate who loves exploring London’s cultural scene-things that are “value-for-money” experiences, representing the potential target market. (Appendix I.1.1&I.1.3&I.1.4).
Daniel values transparent pricing and inclusivity but feels excluded from traditional cultural institutions due to financial barriers. Furthermore, he perceived art institutions cater exclusively to elite audiences with grand venues, high ticket prices, and dress codes, making traditional them inaccessible.
Motivated by accessible and affordable arts, he dedicates significant time to seek cultural activities that align with his values. By offering flexibility, such as discounted pay-per-view options, RBO can foster stronger connections. 

[bookmark: _Toc1104433932][bookmark: _Toc184586467][bookmark: _Toc390326431][bookmark: _Toc184604620][bookmark: _Toc184630861][bookmark: _Toc184631057]Part C: Decision-Making Process of Each Target 

RBO must tailor strategies to engage with its two distinct target segments whose decision-making behaviours are shaped by their unique preferences and behaviours.

1. Primary Target Segment: Decision-Making Process
The Global Majority Audience’s decision-making process revolves around digital discovery, social validation, and value-driven engagement. 
I. Awareness 
Initial interest is driven by social proof generated through influencer campaigns, viral content, and targeted digital advertisements on social media platforms like Instagram and TikTok. Engaging visuals, such as modern ballet clips or behind-the-scenes, resonates with their desire for inclusivity and authentic storytelling. Social Influence Theory emphasizes the impact of peer and influencer endorsements on shaping their decision by social validation, reinforced by interview insights (Kelman, 1958). Supported by Ajzen’s (1991) Theory of Planned Behaviour, highlights the importance of positive attitudes, social norms, and perceived control in shaping engagement with RBO.
II. Consideration 
Audience evaluates RBO’s offerings via websites, social media, and reviews. Promotions like student discounts or trial memberships that enhance perceived value. According to Prospect Theory, they evaluate potential gains and losses, embracing affordable, low-risk options. (Kahneman & Tversky, 1979).
III. Engagement 
They will likely subscribe to digital memberships or purchase tickets, motivated by limited-time discounts or influencer endorsements. 


IV. Post-Purchase Stage
They actively share experiences on social media by creating user-generated content reinforcing their identity within a social group to create a sense of belonging aligning with Social Identity Theory (Tajfel & Turner, 1979).

2. Secondary Target Segment: Decision-Making Process
Low-income Households’ decision-making focuses on affordability, accessibility, and value-driven experiences.
I. Awareness 
Budget-friendly ads, financial influencer partnerships, and promotions like pay-per-view options drive interest. Targeted messaging highlighting affordability and flexibility resonates strongly with them (Chaffey & Ellis-Chadwick, 2019). Value-Based Segmentation Theory emphasizes tailoring marketing efforts for perceived value, resonating with their need for cost-effective, high-value experiences (Kotler & Keller, 2016). 
II. Consideration 
Rooted in Prospect Theory, they carefully weigh costs and perceived risks of engaging with RBO, comparing the available options (Kahneman & Tversky, 1979). Transparent pricing and trial offers help to reduce uncertainty and build trust.
III. Engagement 
Influenced by the Price Sensitivity Theory, they favour flexible, low-commitment options, without overstepping their financial boundaries (Monroe, 1990). They evaluate the quality of RBO’s offerings guided by Consumer Perceived Value (Zeithaml, 1988). Positive testimonials provide social proof, further encouraging commitment. Clear cost-value communication and guarantees can boost confidence in RBO’s offering.

IV. Post-purchase
They tend to share their experiences in value-sensitive communities or forums, aligning with Social Identity Theory by reinforcing their identity as resourceful consumers who value inclusive experiences (Tajfel & Turner, 1979).

By addressing these differentiated decision-making processes, RBO can successfully balance premium exclusivity with accessible and inclusive digital content for younger, budget-conscious audiences, fostering a sustainable and diverse customer base.




[bookmark: _Toc701448213][bookmark: _Toc184586468][bookmark: _Toc1676431426][bookmark: _Toc184604621][bookmark: _Toc184630862][bookmark: _Toc184631058]Section 4. Digital Marketing Communications

[bookmark: _Toc1773803558][bookmark: _Toc184586469][bookmark: _Toc14747454][bookmark: _Toc184604622][bookmark: _Toc184630863][bookmark: _Toc184631059]Part A: Campaign Objective and Message

The primary target segment for the campaign is the younger generation (18-25 years old), who perceive ballet and opera as classical, high-cost cultural experiences primarily for older generations. According to the interview and survey, this perception is mainly caused by key barriers, including high-price, unfamiliarity and negative perceptions of class and culture. 
The campaign emphasises the message, “Experience the magic, anywhere,” a Call to Action (CTA) that contains the main point of RBO’s easy accessibility, both at the Royal Opera House and at home through streaming services.
Building customer loyalty is essential for cultural institutions; high-quality services and accessible pricing are crucial factors that contribute to long-term customer engagement and satisfaction (Meler, M., 2006). We will create an appealing brand perception to attract young audiences and build a long-term connection with customers who have modern and digital lifestyles. (Scheff Bernstein, 2007)
Our campaign objectives are divided into two parts: perception and practicality. The first goal is to change the perception of the Royal Ballet and Opera (RBO) among younger audiences, helping them perceive RBO as an inclusive space where people of all generations can enjoy cultural performances in a relaxed, engaging atmosphere. By prioritizing RBO's high-quality performances and strengths, they can position themselves among their competitors and eventually shift the perceptions of younger generations. (Appendix N)
Secondly, we suggest statistical expectations as below: 
According to the KCL x RBO performance overview data, RBO has not recorded a significant increase in performance rate after rebranding (SINE, KCL x RBO performance overview, 2024). Therefore, more precise target segments and high-quality content must be required. For example, RBO recorded a relatively high-performance rate on TikTok, with an engagement rate of 25.24% and a strong video view rate of 23.51%. Based on our survey, as younger generations value communication on social media, particularly through short-form platforms such as TikTok and Instagram, we plan to create short content videos targeting them and aim for a realistic goal of approximately a 30% engagement rate and a 28% video view rate. 
According to the geo-split of streaming audience data, we can observe that RBO’s main audience is focused on the UK, followed by the US and most European countries. However, they have recorded relatively low engagement rates from audiences outside Western countries, such as Asia and Africa. (SINE, Geo-split of streaming audience, 2024)
To achieve a better streaming service engagement rate, we suggest the following goals: increasing the subscription rates by 12% in high-performing markets, such as the UK and the US, and by approximately 8% in lower-performing countries, especially in Asia. The overall aim is to achieve 19,000 total subscriptions by August 2025 and increase international subscriptions by 20%.
Based on the interviewees' responses, young generations perceive RBO as a Western/European dominant art institution, emphasizing the importance of including cultural diversity and inclusivity. Therefore, redefining their value proposition, which was classic, elitist, and West-dominant culture, is the main challenge. We aim to make RBO a more accessible and welcoming place for younger audiences by building new, diverse, and inclusive values. This new approach will enhance engagement from younger generations. 
[bookmark: _Toc850001315]

[bookmark: _Toc184586470][bookmark: _Toc359630058][bookmark: _Toc184604623][bookmark: _Toc184630864][bookmark: _Toc184631060]Part B: Creative Campaign Execution and Media Channels

To begin with, we would like to utilise IMC (Integrated Multi-Channel Strategy) for our campaign to not only deliver consistent messages to the audience, but also to achieve a higher conversion rate, improve brand awareness, and build longer-lasting customer loyalty among younger audiences (Porcu, del Barrio-García & Kitchen, 2012). Based on RBO's elegant, classic, and artistic brand image, we will emphasize its key values through various image and video content. This can preserve the brand's unique identity and extend its presence across digital platforms. 
We have selected three primary media channels: streaming services, social media, and offline media.

1. Streaming Services

First, streaming services such as YouTube, Netflix, and Amazon Prime were chosen to deliver high-quality, visually captivating video content. By showcasing these videos (Appendix J), we can give impression on viewers and encourage them to convert into subscribers to RBO's streaming services. It is particularly suitable for individuals who are already interested in cultural experiences, such as ballet and opera, as well as for those who are not yet aware of RBO's streaming platform (Lobato, 2019).



2. Social Media

Social Media Channel images (Appendix K) show content created for RBO's Instagram campaign, designed to engage audiences with visually appealing and many kinds of posts.
Secondly, we plan to leverage social media platforms such as TikTok and Instagram to engage with younger audiences aged 18-25, representing our primary target consumers. Insights from our interviews and surveys prove that younger audiences feel RBO needs stronger communication on social media. Additionally, some interviewees mentioned that their curiosity about new interests often begins with social media exposure. 
Following this, we will create short, engaging videos on platforms including TikTok and Instagram, which are accessible and appealing to younger audiences (Appendix C). Through this content, we showcase that RBO is not only a place for experiencing world-class ballet and opera performances but also features various facilities such as rooftop bars, restaurants, and cafes. 
This change can motivate younger generations to think RBO as a youthful and dynamic cultural place.

3. Offline media

Lastly, we will focus on offline media including buses, underground stations, and cinemas in London (Appendix B and Appendix L). Buses and underground stations are iconic London landmarks that offer high visibility to both local residents and international visitors. Given that RBO embodies London’s tradition and cultural identity, placing advertisements in these high-traffic areas can effectively attract individuals who are eager to explore more cultural experiences in London. (Appendix M)

4. KPI table

[image: ]
Table 4-a: The table includes the allocated budget for three campaigns: Video, Photo, and Social Media, along with performance goals such as engagement rates, video view rates, reach, and subscription growth figures.

Based on the allocated budget, we plan to divide it into three parts and design each campaign to achieve specific KPIs, as outlined in the table. As mentioned in Part A, the overall goals are to achieve a total engagement rate of 30%, and a total of 19,000 streaming subscribers by August 2025. Also, we plan to reduce the churn rate by 17% and increase international subscriptions by 20%.

These three chosen channels each have their own distinct strengths and characteristics. Online platforms are necessary to make higher digital engagement and changing perceptions among younger audiences, while offline advertising can emphasise RBO's presence across London’s main locations. By complementing one another, this IMC strategy can maximise interaction and develop new brand awareness among global and broader audiences. 
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Images 1&2: AI-generated promotional materials for the Royal Ballet & Opera (RBO), created using ChatGPT.
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Images 1-6: AI-generated storyboard for the Royal Ballet & Opera (RBO), created using ChatGPT.
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Persona 1: Primary Target Market - Hispanic Global Majority Audience
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Images 1&2: AI-generated representative images of Sofia Ramirez created by Dall-E
Name: Sofia Ramirez
Description: A 21-year-old university student in Madrid, Spain, Sofia is passionate about digital culture and the arts. She seeks authentic brand interactions and loves sharing her experiences on social media, where she shares her unique take on art and culture with her growing follower base. Her values of inclusivity, diversity, and cultural connection align strongly with the mission of the Young RBO programme.
Demographic Information
· Age: 21
· Gender: Female
· Origin: Hispanic
· Location: Madrid, Spain
· Educational Level: Undergraduate in Digital Media and Communications
· Occupation: Part-time graphic designer at a startup
· Income Level: Moderate
Psychographic Profile
· Interests: Digital arts, ballet, cultural events, social media, streaming services.
· Values and Beliefs: Values authenticity, diversity, and cultural representation.
· Personality Traits: Enthusiastic, creative, open-minded, friendly. 
· Lifestyle: Culturally engaged, socially connected, eco-conscious, budget friendly. 
Digital Consumer Behaviour:
· Social Identity Theory: Sofia’s digital behaviour aligns with Social Identity Theory, where RBO leverages shared cultural symbols to express her identity, enhancing her engagement with brands that reflect her values. (Tajfel & Turner, 1979). 
Behavioural Characteristics
· Buying Behaviour: Prefers digital subscriptions with flexible access, whenever and wherever is convenient for her; seeks exclusive and interactive content. 
· Product/Service Usage: Uses streaming platforms, follows arts organizations on social media.
· Preferred Communication Channel: Instagram, TikTok, YouTube.
Digital Consumer Behaviour:
· Social Influence Theory: Influenced by peers, Sofia seeks digital content validated by influencers and friends. Social Influence Theory (Kelman, 1958) explains her reliance on social proof, such as shared reviews, which shape her decision to subscribe to RBO’s content.

Pain Points & Challenges
· Accessing culturally rich content within a student budget.
· Desire for content that feels relevant and authentic.
· Lack of exposure to modern interpretations of traditional art forms. 
· Difficulty connecting with like-minded individuals in the arts. 
Motivation & Goals
· Key Motivation: Connecting with cultural experiences that reflect her heritage and interests. 
· Goals: Engage with meaningful arts experiences and share them with her online community.
· Emotional Triggers: Exclusive access, personalized content, community engagement.
Content Preferences
· Content Format: Short videos, interactive stories (e.g. Q&A), behind-the-scenes.
· Topics of Interest: Cultural storytelling, artist interviews, modern interpretations of classic arts, influencer experiences.
Marketing & Messaging Guidelines
· Tone of Voice: Friendly, inclusive, inspiring.
· Value Proposition: "Experience the arts in a way that's authentic, accessible, and tailored for you."
· Suggested Keywords and Phrases: “Authentic cultural experiences,” “exclusive access,” “join the new wave of arts enthusiasts”


Customer Journey & Decision-Making Process
1. Awareness Stage
a. Discovers RBO through a viral TikTok video featuring a modern ballet performance.
b. Sofia’s journey begins with social proof shared by an influencer. This influences her awareness of RBO, establishing an initial appeal among a digitally native audience. (Social Influence)
2. Consideration Stage
a. Explores affordable digital packages with student discounts and exclusive content.
b. Sofia’s decision to explore RBO packages aligns with the Theory of Planned Behaviour (Ajzen, 1991), as her attitudes, subjective norms, and perceived control lead her to investigate further. (Theory of Planned Behaviour)
3. Decision Stage
a. Subscribes to a monthly plan offering live-streamed performances and interactive features.
b. Sofia is motivated to subscribe by the perceived value of RBO’s exclusive and relevant content, which meets her need for quality at an affordable price. (Consumer Perceived Value)
4. Post-purchase Behaviour
a. Shares her experiences on social media, encouraging her friends to join.
b. After experiencing RBO’s performances, Sofia shares her insights on Instagram, reinforcing her identity within her community as an advocate for accessible cultural engagement. This creates a loop of social proof, as friends and followers are influenced to engage with RBO. (Social Identity and Impression Management)
Example Scenario
Sofia watches a captivating ballet clip on Instagram Reels. Enchanted by the reel, Sofia clicks through to the RBO profile and learns about the Young RBO streaming subscription. She’s thrilled to see affordable, student-friendly packages that would allow her to access these performances from anywhere. Without hesitation, she subscribes, eager to experience the magic of live ballet from the comfort of her own home.
Later that evening, Sofia tunes into a live-streamed performance. Captivated by the elegant dancers and modern staging, she begins recording snippets on her phone. She shares her favourite moments on her Instagram Story, tagging RBO and adding a caption about how accessible and magical the experience feels. Her followers quickly engage, intrigued by her enthusiasm and curious about the RBO streaming channel.
The next day, Sofia receives messages from friends, asking about the subscription and commenting on how relatable and inclusive the clip felt. Some of them even mention their own memories of similar jewellery boxes, reinforcing the personal connection RBO aimed to create. Sofia feels proud to be part of a community that values accessible, transformative arts experiences and looks forward to sharing more magical moments with her audience


Persona 2: Secondary Target Market - Low-Income Household
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Images 3&4: AI-generated representative images of Daniel Turner created by Dall-E
Name: Daniel Turner
Description: Daniel is a 24-year-old recent graduate in Urban Planning from London, UK, working as a project assistant at a local council office. He’s budget-conscious but enthusiastic about affordable ways to engage with the arts and cultural experiences.
Daniel often feels overwhelmed by the perceived exclusivity of cultural experiences in London. Growing up in a working-class household, he’s used to choosing entertainment options based on affordability and practicality, rather than high-cost events. The traditional image of the arts—grand venues, high ticket prices, and dress codes—has made cultural experiences feel out of reach for someone on an entry-level income like his. This exclusivity often gives him the impression that he doesn’t fully belong in such settings, reinforcing his tendency to seek more accessible and inclusive options.


Demographic Information
· Age: 24 
· Gender: Male 
· Origin: Dutch
· Location: London, UK 
· Educational Level: Bachelor’s degree in Urban Planning 
· Occupation: Project Assistant at a local council office 
· Income Level: Low, entry-level salary
Psychographic Profile
· Interest: Community development, affordable arts, work events 
· Values and Beliefs: Practicality, high-quality, accessibility. 
· Personality Traits: Friendly, down-to-earth, socially conscious, hard-working.
· Lifestyle: Lives on a budget, time-conscious, socially active, adventurer
Digital Consumer Behaviour:
· Theory of Planned Behavior: Daniel’s interest in community-based urban development and affordable experiences aligns with the Theory of Planned Behavior (Ajzen, 1991), where his intention to participate in affordable cultural activities is driven by his positive attitude toward them, social norms within his circle, and the perceived ease of attending through flexible pricing and access.
Behavioural Characteristics
· Buying Behaviour: Prioritises discounts, flexible pricing, and low commitment offers
· Product/Service Usage: Selective about spending, prefers budget-friendly entertainment options
· Preferred Communication Channel: Instagram, community newsletters, review websites, LinkedIn, Facebook, X
Digital Consumer Behaviour: 
· Price Sensitivity Theory: Daniel’s decision-making is influenced by Price Sensitivity Theory (Monroe, 1990), where his low income heightens his sensitivity to price, especially in non-essential expenses. Thus, discounts and perceived high value are critical factors in his choices.
· Social Influence Theory: Daniel relies on social proof and shared experiences, especially when choosing to engage in new activities. Social Influence Theory (Kelman, 1958) suggests that he’s more likely to try RBO’s offerings if they come recommended by friends or are validated through community-based channels.
Pain Points & Challenges
· Limited cultural experience options due to budget, high living costs in London.
· Concerned about finding value in his spending choices.
· Perceived exclusivity of cultural experiences makes him feel alienated by cost or status barriers.
Motivation & Goals
· Key Motivation & Goal: Engage in accessible cultural events, explore London’s art scene within his budget. 
· Emotional Triggers: Transparent pricing, discounts, and flexible, value-driven experiences
Content Preferences
· Content Format: Value-oriented guides, local event highlights
· Topics of Interest: Arts and culture in London, affordable activities, community-based urban development
Marketing & Messaging Guideline
· Tone of Voice: Approachable, value-focused, practical
· Value Proposition: “Experience London’s culture affordably and with flexibility.”
· Suggested Keywords and Phrases: “Budget-friendly arts access,” “explore culture on a budget,” “flexible plans for all budgets”
Customer Journey & Decision-Making Process 
1. Awareness Stage
· Daniel notices a sponsored post on Instagram promoting RBO’s affordable digital packages. The perceived affordability aligns with his price sensitivity, and seeing the ad in a trusted channel reinforces the social proof. (Social Influence and Price Sensitivity)
2. Consideration Stage
· His motivation to find value-oriented cultural content leads him to review RBO’s flexible plans and free trial options. His positive attitude toward arts, paired with flexible pricing, increases his perceived control over the decision, strengthening his intent to subscribe. (Planned Behaviour)
3. Decision Stage
· Daniel decides to sign up for a low-cost entry plan, motivated by perceived value through transparent pricing and affordable, no-commitment flexibility. (Consumer Perceived Value)
4. Post-purchase Behaviour
· After experiencing a performance, Daniel shares his positive experience with friends, aligning with his identity as someone who values accessible, community-oriented experiences. This reinforces his advocacy for RBO as an affordable, quality option. (Social Identity)

Example Scenario
Daniel sees a discounted streaming option for RBO on Facebook. Drawn by the low-cost entry and flexibility, he subscribes, enjoys a live-streamed performance, and shares the affordable service with a friend who also appreciates budget-friendly cultural experiences. 
Seeing that RBO offers budget-friendly options, flexible subscription models, and messaging that speaks to inclusion rather than elitism allows him to feel reassured and invited rather than intimidated. 
Daniel appreciates RBO’s transition from an elite, exclusive institution to a cultural hub that is now accessible and inclusive for people across backgrounds and income levels. This shift aligns with his social consciousness, fostering a sense of community and welcoming those who may not have previously felt the arts were within reach. 
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Appendix G: Interview Guide

(Consent forms including Information Sheet and/or listened to an explanation about the research has been provided to all interviewees and signed by them, available upon request)

To begin:
1) Thank them for talking to you and tell them how excited you are to be interviewing them.
2) Ask them if they have read through the informed consent form and agree to the terms.
3) Ask them if it is okay that you record the interview so that you do not miss anything.
4) Remember to turn on the recorder.
5) Let them know that they are welcome to stop at any time.

Section 1 – Preliminaries
 
1. Please tell us a bit about yourself: How old are you? What is your occupation?
2. Would you identify with any of the following social groups? (young, disabled or minority customer)

Section 2 – General Awareness and Familiarity
1. Have you heard of the Royal Ballet and Opera before?/ How familiar are you with the Royal Ballet and Opera?
a. Possible follow-up: Have you ever attended a performance by the Royal Ballet or Opera?
b. Follow-up: How did you first hear about them (e.g., social media, friends, school)? (Young) 
c. Follow-up: What stood out to you about the experience?
d. Follow-up: Can you name any specific performances, productions, or artists associated with RBO?
e. How was your experience in terms of accessibility (e.g., venue, seating, audio descriptions, sign language, etc.)? (Disabled)
f. Did you feel welcome and included in the experience? (minority)
g. Follow-up: Would you consider going to another performance, and what would make you want to go?
 
Section 3 – Perceived Brand Associations
1. When you think of the Royal Ballet and Opera, what comes to mind?
a. Do you feel that it’s something that speaks to your culture, interests, or identity? Why or why not? (minority)
b. Follow-up: Is it something you think is more for older people or also for younger audiences like you? (Young)
c. How about in terms of inclusivity and accessibility?  (disabled)
d. How about in terms of inclusivity and diversity?  (minority)
2. Do you feel the Royal Ballet and Opera represents a broad range of cultures, identities, underrepresented groups, or stories in its performances? (minority)
a. Follow-up: How could it better reflect diverse communities and experiences?
3. What differentiates the Royal Ballet and Opera from other ballet or opera companies you are aware of? - Competitive Benchmarking 
4. Does your perception of RBO affect the likelihood of you attending their venue? or something similar
 
Section 4 – Experience and Engagement
1. What types of performances or events would you expect the Royal Ballet and Opera to offer?
a. What types of offerings/ services are appealing to you that RBO is currently offering?
2. What improvements, if any, could be made to enhance your experience as a customer?
a. Follow-up question: What do you think the RBO could do to make you feel more welcome or more inclusive? (minority)
b. Follow-up question: What accommodations (e.g., wheelchair access, hearing loops, sensory-friendly performances) would you expect or like to see at RBO performances? (disabled)
c. What barriers, if any, have you encountered when trying to engage with the Royal Ballet and Opera (e.g., purchasing tickets, attending performances, transportation, etc.)? 
d. Possible prompts: Cost, location, cultural relevance, lack of representation, unfamiliarity with the art form
e. Do you feel that the Royal Ballet and Opera offers equal opportunities for disabled audiences to enjoy performances compared to non-disabled audiences? Why or why not? (disabled)
3. How do you engage with the Royal Ballet and Opera, either through in-person performances, online content, or other media?
 
Section 5 – Marketing and Communication
1. What social media platforms have you seen RBO showcasing their upcoming events/shows on?(e.g., social media, websites, ads, word of mouth)(e.g., Instagram, TikTok, YouTube)?
a. Did you find the info easy to access/ if not how can it be improved? (disabled)
b. Do you think RBO needs to adjust their communication strategy to be more inclusive to more communities? (minority)
2. What kind of promotional content would make you more interested in attending a Royal Ballet or Opera performance?
a. Follow-up: Would it help if they highlighted more diverse artists or stories in their marketing? (minority)
b. Follow-up: What type of content on social media would you like to see? (e.g., behind-the-scenes, short clips, collabs with influencers)?
c. Follow-up: What type of content or messaging would make you feel more included or encouraged to attend a Royal Ballet and Opera performance as a disabled customer? (disabled)
3. What streaming/subscription services do you use? 
a. What makes you want to subscribe to a streaming service 
b. Were you aware of RBO’s streaming services
Conclusions
Are there any further comments? Thank them for talking to you.
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Facebook Caption:
Hi everyone! I’m a master's student currently conducting a project on audience engagement with the Royal Ballet and Opera. We’re looking for participants aged 18-25 to share their thoughts in a short interview. We especially welcome individuals from minority groups or those with disabilities who may have unique perspectives to contribute.

If you’re interested in participating and helping us with this voluntary research, please fill out our Microsoft Form here []. Your insights would be invaluable to our study – thank you in advance for considering!

https://forms.office.com/Pages/ResponsePage.aspx?id=FM9wg_MWFky4PHJAcWVDVt8R2y0LnLlKnmxaTKUyMLFUOE1GTVIzVk5MSTJQMEc3UUM4RTdXRUtRVy4u 
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Images 1-6: AI-generated storyboard for the Royal Ballet & Opera (RBO), created using ChatGPT.

The storyboard depicts three friends, excited and ready for a new experience. Separately, they get ready, put on their best outfits, and make their way to meet each other. Standing outside the Royal Ballet and Opera, they are breathless; the grandeur and elegant architecture of the RBO venue was enough to be mesmerised. Followed by an enchanting performance, the friends are enthralled in the experience. The camera pans around, and the three friends are still sat, unable to take their eyes off the performance. Except, this time, they are at home, watching the performance on the Royal Ballet and Opera’s streaming service. You truly can experience the magic, anywhere.
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Mockup of advertisements in cinemas.
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Image 1&2: AI-generated promotional materials for the Royal Ballet & Opera (RBO), created using ChatGPT.

An advertisement for RBO's streaming service being displayed on the screen in a movie theater just before the movie starts. The screen features the tagline "Explore the magic anywhere’.
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Image Campaign – online and offline media
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Figure: Market positioning table for RBO against within the competitive landscape
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