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CULTURAL LEADERSHIP: BLACK AND MINORITY ETHNIC PROFESSIONALS IN ARTS AND CULTURE IN LONDON

1.
INTRODUCTION

This report presents the findings of research funded by a grant from the London Centre for Arts and Cultural Enterprise’s ‘Academics Knowledge Exchange Project Fund’. The research project aimed to identify the degree of under-representation of Black and Minority Ethnic (BME) managers and leaders in the arts and culture sector in London, and then explored the experiences of individual professionals regarding their progression to leadership roles in that sector. It is intended that the findings will provide the basis for further research in this area and inform proposals for a large-scale grant bid to either the Economic and Social Research Council or the Arts Council.

The project was divided into three phases:

Phase 1: Desk research

Desk research was carried out to identify the key literature and current statistics relating to BME managers/leaders in the UK arts and culture sector, resulting in a detailed literature review.

Phase 2: Qualitative fieldwork 

The insights gained in the first phase of the research were used, in conjunction with the research team’s wider experience in other organisations of barriers to the progression of BME staff in the workplace, to generate a topic guide for interviews with a small number of BME managers and leaders in the arts and culture sector in and around London (see Appendix). The aim of the confidential discussions was to find out about individual perceptions and experiences of how the arts and culture sector deals with BME professionals and how this impacts on BME participation in management and leadership in the arts and culture organisations. Taking an essentially qualitative approach enabled the research team to consider in some depth the experiences and insights of a number of successful and influential BME professionals, with each interview (taped with the consent of the interviewee) generally lasting between 45 minutes and an hour. The topic guide served as a format for the discussions in the interviews, and loosely explored why individuals chose a profession/career in the arts and culture sector; the course of their career path, with an emphasis on their role as a manager/leader; experiences in the arts and culture sector as a minority ethnic manager/leader; career drivers and future career aspirations; and thoughts about, reasons for and suggestions to improve the under-representation of BME people in senior roles within the arts and culture sector.

Description of interview sample
A total of 21 BME professionals were interviewed. These included mainly British nationals, male and female, from a range of black, Asian, Chinese and mixed ethnic backgrounds. The sample were aged between mid-30s through to late 60s and included artistic directors, producers, academics, actors and actresses, artist/filmmaker, antique dealer, management consultant and organisational development manager. They were drawn from across a range of public, private and voluntary sector arts and culture organisations.

Phase 3: Analysis of data

Drawing on the rich data generated from the desk research and fieldwork, a detailed analysis of the data was carried out and this report prepared, setting out the findings in terms of:
· Choice of profession/motivation
· Career portals and paths
· Degree of discrimination
· Challenges today

· Conclusions

· Recommendations
2.
LITERATURE REVIEW

2.1
Introduction

The general picture of employment of Black and Minority Ethnic (BME) people in the UK today has several key features which are applicable, with slight variation, to a range of industries and vocations and to the spectrum of ME communities, particularly where ethnicity is marked by ‘visibility’, i.e. ‘people of colour’.  They are:

· The general debilitating effect of routine, historical practices and institutional racism, which makes the journey of advancement for BME people a constant struggle – though this may be and is different across the spectrum of ethnicity

· The initial problem of educational achievement, the accumulation of sufficient qualifications, and the difficulty of accessing normal levels of support, advice and counselling

· The overriding propensity of employers and human resources departments, all other things being equal, to employ qualified, white, British, heterosexual males as a known quantity in senior roles
· The progression from employment to seniority within an organisation and more widely within the industry being fraught, for BME people, with modest challenges and more serious pitfalls in greater number and intensity than for the general (i.e. white) employee, requiring the BME employee to work harder and produce higher quality results than would be strictly necessary for routine advancement and recognition

· The erosion of confidence and focus consequent on dealing with the daily effects of routine racism, for example: lack of preference and recognition; overloading with routine work or denial of best quality assignments; name-calling, casual remarks and exclusion.

Research in a range of sectors on BME professionals, particularly regarding their access to and success in middle to senior management roles, indicate that there are critical stages in a career path where barriers to progression appear.
  These tend to be: in education; careers information and advice; when seeking first job(s)/entry into the chosen sector/industry; during employment, particularly in the first year; opportunities for development; and success at promotion points. It would appear from the following literature review that such elements are also to be found in broad terms within the Arts sector in London, although the actual dynamic of their operation may be different and within that difference lies the clues as to how this situation can be tackled.  

A number of reports have been produced on equality and diversity within the arts and culture sector in Britain, leading to several initiatives and the publication of much useful data.  What follows is a survey of literature and key statistics relating to the cultural and arts sector, with a focus on cultural leadership.  We will explore these areas and others with the sample of interviewees, with a major focus on progression to senior roles in the arts and culture sector.

As well as barriers to progression, we will also examine factors which lead to success. There are some significant role models in arts and culture in London, illustrated, for example, by figures such as Ekow Eshun at the Institute of Contemporary Arts, the playwright and critic Bonnie Greer, Jatinder Verma at Tara Arts, the architect David Adjaye, Augustus Casely-Hayford at the Institute of International Visual Arts, and Godfrey Brandt at Birkbeck College, University of London. They illustrate the historic under-representation in the arts sector – in terms of participation, attendance and representation across the sector, but also how that phenomenon can be overcome.

2.2
The leadership challenge

The Department of Culture, Media and Sport’s (DCMS) ten-year vision for culture and creativity included a commitment to encouraging creative industries to follow the example of television’s Cultural Diversity Network to ensure that they take advantage of culturally diverse talent. The Network produced an action plan to integrate BME people into television at all levels, from senior management to support staff to the creators of content and the professionals who appear on screen.
  David Lammy, Minister for Culture, focusing on employment and progression within the sector, urged the benefits and necessity for inclusion in a speech for Black History Month in October 2005:

‘[…] as custodians not just of national assets but of national ideas, […] the sector itself must do more to reflect Britain today. Our cultural institutions have made positive progress in diversifying their audiences.  But while the progress on diversifying audiences has been welcome – albeit with much further still to go – the picture is far bleaker when we look at the complexion of the workforce of our cultural institutions.  We know that one of the barriers for potential BME visitors is a sense that "that place is not for me" or "I do not see anyone working for that institution who looks like me". And where there are BME employees they are still largely in front of house or other support functions.  In senior management or the curatorial professions they are conspicuous by their absence.  When I meet leaders of cultural organisations I am far too often the only black person in the room. The argument that there is not a sufficient pool of BME talent to draw on simply does not wash. There are countless creative, experienced and qualified black men and women up and down the country ready to rise to the challenge, but all too often they are held down by glass ceilings and institutional prejudices.’

‘I welcome and commend initiatives such as the Museums Association’s Diversify programme, Arts Council England’s Inspire programme and Global Graduates’ work in this arena.  But these need to be complemented and reinforced by an attitudinal change which signifies both a serious level of commitment at the top of the organisation, and a sense of urgency to redress perceptions that our cultural institutions are still too exclusive.  Until the workforce of our cultural institutions is more reflective of society as a whole they will be falling short of their obligations as bodies in receipt of funding raised by universal taxation.’

Although the arts sector has a strong commitment to the development of equal opportunities policies – and has been singled out as a relative success story, compared with more traditional sectors such as the police, construction and civil service – it finds it difficult to develop a workforce that reflects society as a whole, especially at the middle and higher levels.

2.3
Seeking first employment/entry into the sector/industry

Early experience of entering the industry is a key stage where discrimination can lead to drop-out and seeking employment in an entirely different sector. Encouragement, mentoring, informal networking, stereotypical and prejudicial views of competences and guidance (poor, or lack of) at this point profoundly affects retention and progression rates. Official paths and procedures in recruitment and securing contracts can be undermined by informal practices that contradict equality and diversity policies.  This was identified in a Metier baseline study (2002), which found that few organisations had adopted competency-based recruitment (based on what people can do) but instead relied on interviews (what they say they can do).
 While relying on 1991 Census data, the report found that, at just under 4% of the total cultural workforce, people from BME backgrounds were reasonably represented in the arts and entertainment sector in general at that time, but stressed that ‘more work is needed however to clarify how far Asian, Black and Chinese workers can progress to senior positions.’
 A follow-up regional report commissioned by Creative Yorkshire (Arts Council England) in 2002 explored the 1991 data in more depth to reveal that, actually, the figures revealed under-representation amongst certain ethnic groups.  For example, people of Indian ethnic origin made up 31% of those from a BME group in the total BME workforce, but only 19% of those with cultural occupations. The only ethnic groups the analysis identified as being over-represented in cultural occupations than the general workforce were people from ‘Black Other’, ‘Other Asian’, and ‘Other’ backgrounds.
 Often the explanation for under-representation of BME staff is attributed to a lack of interest from them in the sector. However, this assumption should be challenged when there is a high involvement of BME students in the courses relating to the specific area of employment. This was found to be the case in other industries and there is evidence to suggest that this is the case in arts and culture.
  

It has also been shown that there are poor levels of equality of employment within the cultural sector, especially theatre, where BME people have very little decision-making input.  This was confirmed in a Birmingham Race Action Partnership report into racism and cultural services in Birmingham in 2001, which highlighted the lack of suitably qualified BME arts administrators and managers.
 Although statistical analysis of British ethnicities is often skewed by the geographical variations within the UK of high volume areas of BME settlement and other areas of sparse settlement, these studies of the cosmopolitan centres of the UK, with supposedly rich cultural life experiences, make for depressing reading.

The potential for this richness within the diversity of major British cities has been underpinned by a number of reports, including an Arts Council England statistical portrait of cultural occupations (2003) which showed that the pool of ‘cultural labour’ increased steadily during the late 1990s.  The report highlighted a higher proportion of men (63%) than women in the cultural occupations overall, and pointed to the fact that some 25% of those engaged in cultural occupations lived within inner or outer London.
  Creative Renewal, an EQUAL project run by EQ (a national agency for equality and diversity), brought together a coalition of arts organisations to discover why the arts labour market is still not representative of society as a whole. A Diversity Manifesto, written by the National Campaign for the Arts, emerged from the experience of Creative Renewal partners, and of other organisations within the sector.  It took a staged approach to changing the sector – education and training must be accessible and welcoming; employment must have a welcoming and inclusive selection procedure which will help begin to break down negative perceptions of the sector; for organisations to reap the benefits of diversity – for all people of talent to progress on the basis of their ability – diversity must be implicit in every action that staff and board members take.
  This was a reasonable basic action programme that could well be replicated across the sector.  

2.4
Education and careers information and advice

Experience in other employment sectors points to a need to look at the Eurocentric focus in the arts curriculum at all levels; support and feedback from tutors on progress and achievement; and attention to equality in careers information and advice, to counteract any concerns around the industry not being for BME people.
 The perception of a specific sector/industry as not being for BME people is something which can be counteracted by careers advice, particularly if there is under-representation in the sector/industry already which may act as a barrier, and by prominent use of role models and publicity materials. This view about arts organisations and a perception of them ‘being elitist’ as well as a perceived need for role models was identified in the Creative Yorkshire study.

2.5
Under-representation in leadership positions

While for some sectors basic employment levels of BME people are still the current target, for others it is lack of BME representation in many sub-sectors of the creative economy at a senior level, either within creative disciplines or management.  This, for example, was the starting point for Creative Yorkshire’s small-scale, regional study to identify key professional developmental issues and potential barriers to successful career development in the creative sector in the Yorkshire and Humber region. It found that, even among local cultural organisations foregrounding diversity in their work, there was ‘a marked under-representation of BME professionals in senior management positions.’ Of the sample, 65% indicated that there was no BME staff representation at executive or senior management level; of those organisations that provided details of ethnicity at executive or senior management level, people of Black Caribbean ethnic origin were represented in almost 14% of the sample, while six of the listed ethnic groups (Chinese, Mixed, Black African, Asian Other, Asian Pakistani and Asian Bangladeshi) had no representation at all at these levels.
  Reasons offered for the low or very low representation of BME professionals included:

· Lack of role models (57%)

· That the arts were perceived as being elitist (47%)  

· The influence of family expectation (29%).
 

Although the majority surveyed (63%) felt that there were no barriers to the career progression of BME professionals in their sector, 64% of BME professionals felt they had encountered barriers to their careers as BME practitioners and 32% of individuals also said that they had been the victim of direct forms of discrimination.  Looking deeper for possible reasons for this situation, the report found that though 83% of organisations stated that they provided skills development activities for staff, most of these (67%) did not provide targeted training activities for BME staff.

This situation is not new and as early as 1998 the Arts Council of England held a national conference on ‘Correcting the picture’, which aimed to explore in some detail the reasons for the under-representation of BME managers in the arts and whether there were better ways of making equal opportunities work.  The keynote speaker, Gerard Lemos
, highlighted that though the sector was experiencing increasing employment, there was inadequate representation in positions of authority. He illustrated this by pointing to a straw poll of eighteen leading arts organisations across Britain, which revealed that only one BME person was in a senior position, one a middle-manager, and two were part-time accountants.  This study reported that only 6% of the employees of these eighteen arts organisations were from a minority ethnic group and, within that, 56% of those were kitchen or catering staff.  Representatives of funding bodies argued that while they had attempted strategies to tackle this issue, none had produced the desired effects – not helped by insufficient monitoring and inconclusive data which made consistent development and planning difficult.  It was argued that the traditional career paths of BME employees, from voluntary arts bodies to local authorities
, had diminished due to local government cuts and the elimination or erosion of arts teams and funded arts projects; and the lack of training programmes designed to build people into management roles. Voluntary sector delegates, however, pointed to the existence of a number of BME leaders within the cultural sector, but acknowledged that, more often than not, they were ‘invisible’, and it was suggested that informal mentors should be utilised to help people break through the ‘glass ceiling’.
  

In the most pertinent report to the present research, Simon Cottle and Anjan Saha explored barriers to progression confronting ‘black and Asian’ managers and administrators in the arts in London.
  Conducted across 2000 and 2001, the report was based on surveys of over 75 arts organisations and interviews with 65 ‘black and Asian’ administrators and managers, supported by statistical data held by government and other public bodies, and found that black and Asian arts administrators and managers often experience racism in the workplace; there was no single framework for monitoring employment in London; and support for trainees is at best ad hoc.  This amounted to a palpable ‘glass ceiling’ faced by BME arts administrators. The report identified a number of barriers to the progression of black and Asian administrators and managers, in particular that the ideals inherent in training programmes and cultural diversity and equal opportunities policies are often undermined in organisational practice. Its recommendations, which have implications for both arts organisations and funding bodies, were designed to erode progressively the seeming impermeability of ‘glass ceilings’ across the performing arts sector.  Key recommendations included:

· Immediate action to address the dearth of black and Asian Board and Committee members in performing arts organisations;

· Sharing of best-practice in cultural diversity and equal opportunities policies, recruitment practices and monitoring frameworks;

· Employment-linked training programmes, secondments and placements; 

· Clear guidance for senior arts managers; 

· Better promotion of the arts and arts professions to black and Asian communities, especially young people;

· Evaluation of existing positive action development programmes and statistical sources.

The Arts Council England race equality scheme for 2004-2007 has taken some of this on board, and includes as part of its targets: 

· ‘meeting staff development and training objectives, both now and in the future, including management development’; 

· ‘developing equal opportunities targets, with associated programmes’, and 

· ‘implementing good practice including equal pay for work of equal value and a national system of job evaluation.’

2.6
Statistics

Monitoring data are of critical importance and represent the bedrock of action planning.  Arts Council England’s statistical survey (2002/03) of regularly funded organisations - based on a sample of 604 organisations in receipt of regular ongoing funding from Arts Council England – found that: 

· Only 7% of permanent employees were ‘black or Asian’, with the percentage varying across art forms from 5% in theatre and music to 11% in dance and 10% in combined arts; 

· 15% of contractual staff were from ‘a non-white background’ (though there might have been some double-counting in that the same contractual staff may have worked for more than one organisation during the year); 

· 12% of board members were of black or Asian origin, an increase on previous years when 10% in 2001/02 and 8% in 2000/01 were recorded. But, again, the percentage varied across art forms ranging from 8% in visual arts to 18% in combined arts, literature and film, video and broadcasting.  

· Of the 39 African, Caribbean, Chinese or Asian-led organisations, 34 had a board or management committee comprising a majority of members of ME background; four more had a board or management committee where 50% of members were of BME background.

In the English subsidised theatre sector, the Boyden report on the review of theatre in English (1999) found that only 16 out of 463 (3.5%) board members of English producing theatres were of ‘African Caribbean and Asian’ ethnicity.
  The 2001 Eclipse report on developing strategies to combat racism in theatre, based on a working conference comprising mainly board members and senior managers from regional theatres, recommended that ‘theatres need to find new structures to attract African Caribbean and Asian expertise on to boards or alternatively to act as advisors.’

2.7
Initiatives

Much work has originated from Arts Council England, particularly its ‘decibel’ initiative to promote cultural diversity in the arts, which supported the work of black and Asian artists until March 2004, when its approach was integrated into the Arts Council’s day-to-day work.  Decibel commissioned the first survey into cultural diversity within the publishing industry, which found that nearly half of people surveyed from the publishing trade felt they were working in a ‘white, middle-class ghetto’ and that employees were drawn from a very small pool of people. Indeed, issues of subtle racism and outdated recruitment practices were cited as barriers.
   Key successes of the decibel initiative included an increase of culturally diverse/BME staff in the Arts Council (it created 27 jobs that were filled by BME people); the informal training of those staff within the Arts Council; and key events which raised the profile of, and the level of debate about, culturally diverse arts.
  Decibel additionally funded the Investment in Artists programme, which provided curatorial traineeships fellowships and bursaries.

In the museum sector around 4.4% of a total of some 15,000 staff are of Asian, African Caribbean or Chinese origin, compared with 7% of the overall UK workforce. Moreover, less than 2% of museum staff working with and presenting collections are from BME groups.
 Diversify!, the Museums Association’s positive action programme to help BME people gain the right skills and experience to step onto the career ladder, had set a target 

‘to offer at least 50 positive-action traineeships or bursaries by the end of 2006. By spring 2004, 25 minority-ethnic trainees had taken part in the project, with 11 of these starting bursaries or traineeships in autumn 2003, many funded by the Museums, Libraries and Archives Council, as part of the Renaissance in the Regions initiative to revitalise England's regional museums. The results so far are impressive, 85% of the people who have completed Diversify training have found jobs in museums.’

In addition, in 2005 the National Archives, in association with the School of Library, Archive and Information Studies at University College London, offered a ten-month postgraduate internship to BME individuals, who are under-represented in the archive professional workforce
, and the Arts Council England’s ‘Inspire’ Fellowship Programme has recently been instituted to address the under-representation of BME curators in London’s museums and galleries sector.
  

In terms of leadership, the North West Arts Board and Business in the Arts established a business and arts partnership in 1999 to help enhance the management of arts.  Its Positive Action Board Bank is a confidential register of BME people with business skills who are offering to share their skills and expertise with the arts and museums by serving on boards of management of arts organisations (excluding museums).  Candidates are sought from not only private sector, but also from the education and public sectors providing the individuals possess relevant skills. Twenty-one candidates have been matched to date.

2.8
Opportunities for development

Targeted positive action schemes can aid entry to a level where it is possible to compete, and this was the case for arts and culture positive action schemes (as illustrated by the MLA 2004 report on the Diversify! Programme and the decibel programme, in its support of the work of black and Asian artists). However, those who train under such schemes can face the uncertainty of being in a minority
; and prejudicial attitudes due to the perception that they have had ‘preferential treatment’. Additionally, they can be led into ‘black and Asian’ areas of work, or BME only organisations, thus enabling progression in the profession, but not in the mainstream. Training schemes do not necessarily in themselves open doors to real jobs, and this is again supported as an issue in arts and culture in the report by Cottle and Saha. Rather, a two-pronged approach is required – access via training schemes, bursaries, and fellowships and addressing attitudes within the sector. There is potential for a backlash from white-led organisations, which has emerged in other sectors, and was pointed to in arts and culture.

2.9
Perceptions of the arts and culture sector – attendance and participation

Several studies have explored how Britain’s culturally diverse population engages with the arts and culture. A report commissioned by Arts Council England found in 2000 that the dominant images people had of the arts were of so-called ‘high’ art and culture such as opera, ballet, Shakespearean theatre, classical music and painting and sculpture in galleries. Such images were found to be off-putting and elitist, reinforcing a common assumption that such events are mainly for people who are ‘posh’, over the age of thirty-five, and white. Young people, those from working class backgrounds, and ‘black’ people in particular assumed that they would both look and feel out of place in such mainstream arts venues.
 

A larger-scale, national study of BME attendance and participation in 2003 found that, although there were some differences between individual ethnic groups, there were very high levels of engagement with and support for the arts and other cultural activities. While ‘lack of time’ was the most common reason for people not attending arts and cultural events, some ethnic groups – most frequently black African, Pakistani and Bangladeshi – again cited concerns about feeling ‘uncomfortable or out of place’ as a barrier.
  The National Theatre’s 2004-05 Annual Report also acknowledged that, while it had ‘developed its ability and credibility to draw audiences of colour’, and remained committed to ‘eroding the sense of the theatre and particularly the National as the reserve of any one group, whether defined by race, class or income’, BME people remain ‘a still under-represented part of the increasingly heterogeneous audiences that come to the National.’

2.10
Summary

In many sectors of UK industry, researchers and those implementing human resources policies struggle to achieve representation of BME professionals beyond supervisory/junior and sometimes middle management. David Lammy’s speech in 2005 pointed to under-representation at the more senior levels and a ‘hierarchy of barriers’ was reported by Cottle and Saha. The need for a focus on representation of BME people at the senior levels of arts and culture organisations was stressed in the DCMS 2001 document ‘Culture and creativity: the next ten years’, where acknowledgment was given to the work of television’s Cultural Diversity Network and encouragement given to other sections of the creative industries to do likewise. Progression and promotion often, despite clear policies, depends on sometimes ‘closed’ networks, contacts, and ‘fitting in’ with the dominant group. Experiences of women in male-dominated areas of industry are comparable with those of BME staff.

Apart from some large public sector organisations, detailed equality monitoring data relating to staff is not widespread. The need for this data in the arts and culture sector, over time in order to identify trends, is stressed by Cottle and Saha, who also point to a need for standardisation of ethnic categories across the sector, for comparison purposes.
 Care also needs to be taken in relation to what categories of jobs are being included in employment figures and there is also a need to be able to distinguish between different ethnic groups, such as Black African, Asian Pakistani, Asian Indian, etc., in order to be able to identify any differences of experience rather than treat BME people as a homogeneous group. In addition, the reasons for differences across the range of opportunities in a particular sector need to be explored and learnt from. For example, in the construction and built environment sector there is a higher representation of BME engineers compared with landscape architects, which can be tracked back to access to education, stereotyping, and opportunities for (and choice) of specific courses.
 This appears to be the case in arts and culture, with a higher inclusion of BME people in dance compared with, for example, film, video and broadcasting
, although these differences do not necessarily hold in the case of the senior management roles in the large organisations, where there appears to be under-representation across the board. 

The arts sector has sufficient consciousness of diversity but needs more focus – indeed, a report by EQ in 2002 on arts and diversity in the labour market also pointed to the fact that, while more robust efforts have been made to address equal opportunities issues on the grounds that not enough has been done in the past, ‘the result is that a number of these policy instruments, although well intentioned, are likely to be ill focused. Failure of such initiatives might lead to apathy and reticence to support future projects from potential funders.’ Though focusing on equality in the broadest sense (including issues of disability and gender) the report thus identified ‘an urgent need for further research in a number of areas in order to overcome the current dearth of information and to guide the development of initiatives that are being actively pursued in the sector.’
 The piecemeal approach needs to be replaced by a more focused, top-level approach and reaction to the various initiatives to date. This research will break new ground and lead to a much clearer understanding of the action which now needs to take place.

3.
FIELDWORK FINDINGS
3.1
Choice of profession/motivation
Art and diversity is a complex subject.  The interpretation of art is subjective even within a carefully defined cultural context.  There is plentiful room for personal opinion, prejudice and discrimination on a variety of bases.  When one introduces multi-culturalism into this situation additional layers of meaning are created and it becomes or could become extremely complex.  Although the artistic scene at creator/practitioner level is quite diverse, the curatorial level remains monocultural, and without the requisite degree of cross-cultural and culturally specific understanding by HE staff, critics and curators, the assessment of quality of BME artists can be seriously flawed.  There is also the additional question regarding the fact that the collecting ‘community’, being international, could be termed diverse, whereas the cultural profile of the spectator/consumer sector appears to be not, and what is being done to broaden and mediate that.  

The number and relevance of background and motivational factors for entering a career in the arts/cultural sector are many and varied and it is difficult to make definitive generalisations across the range of professions and positions and ethnicities.  Clearly, the arts are a central component of ‘culture’ which is part of the material and conceptual baggage brought to this country over the last half century by the  groups of migrants who have settled or sojourned here.  In those societies, no matter how relatively impoverished (such as China and India for example), that had established a leisured class, system of patronage and ‘schools’ for training craftspeople and artists, the arts have flourished and have been recognised for their enduring qualities by Western societies for many hundreds of years.  Indeed, Western museums and galleries, certainly in the last hundred years, have highlighted the influence of non-Western visual art on European artists, if sometimes in an ‘Orientalist’ context.
  Performance art, too, has picked over the variety of musical, dramatic and movement inspiration from ‘abroad’ and incorporated some of its elements into the western canon.  In the balance sheet of empire this is often seen as one of the (perhaps the only) definite benefits of that long and asymmetrical relationship.  
Members of the Black and Minority Ethnic (BME) communities in this country do not share many common attributes apart from the experience of ‘racial’ discrimination and isolating common factors in motivations to enter the arts and cultural sector is not possible in such a small sample.  Family influences are key as they are with White British artists.  Individuals with family members who were musicians or artists in their own right, or who encouraged ‘artistic expression’ through story-telling or family activities, have had an effect on the career decisions of young people.  When the family also has ‘connections’ within the artistic or cultural community, doors open more easily than for those who have to make their way without the support of such networks. On the other hand, it was pointed out that ‘most post-colonial African societies do not see the arts a serious profession’ and therefore one cannot assume family encouragement, and in some cases there was active discouragement.  The relative employment insecurity within the arts and the intense competition for places is not an encouraging prospect for many families, not restricted to those of African or any other origins.  
Educational experiences are also important, especially the influence of key teachers who encouraged artistic expression for either its own or for its political benefits, the latter issue will be explored in more depth below.  Unfortunately the educational experience can also have a de-motivating effect when the Euro and Anglo-centric curriculum largely ignores black achievements and achievers: ‘There is nothing about me in what I was being taught or experiencing’.  This could put off potential recruits to the sector or it could be a spur: e.g.  ‘I wanted to see black theatre taught - not as a separate thing, but bring it into the curriculum.’ Exceptionally, the South Bank University is mentioned as a particularly accessible institution for BME students and this is confirmed by other studies.

The education systems in this country and elsewhere are not always capable of being flexible with regard to career options, forcing careers choices on students too early, and, with employers, failing to explore or encourage ‘transferable skills’. For those interested in fine art, career paths have changed considerably over the last 20 years.  Education did not encourage the investigation of alternative areas of employment for those with a degree in fine art.  The typical arc of development was:

‘you go off to a studio and hopefully you will be discovered by a particular gallery, and you will be doing your art and you will get famous, and you will sort of stumble on some cultural revelation that will add to the cultural philosophy of producing fine art in society. And you will become rich that way, you will become comfortable that way.  … The idea of jobs in museums or the possibility that, after a degree in fine art, you can go on to do the history of art, or you can go on to broadcasting, or you can go on to advertising, or you can go on to related cultural jobs or related cultural industries  - that can use your talent – [was not stressed].’ 
In addition, there was a strong perception that ‘Black’ and ‘White’ art were mutually exclusive and could not be created by or understood by anyone else other than their own communities.  
Personal interest cannot be ignored as a motivation, i.e. (from a trained financial adviser) ‘something that would give me more of a sense of purpose.  Something that would allow me more creativity and something that … I feel was a benefit to the people more than just adding up numbers every day.’ Others defined this motivation as generating a ‘Sense of justice’, obtaining the ‘satisfaction than knowing that you’ve done a good job’ ... and ‘that what I do makes a difference somewhere’.  

This idea that art is a way of putting something back into the community or of mobilising it or addressing its needs is a strong ‘political’ motivation.  The life experience of BME people in this country has been suffused in politics ever since large settlement began in the 1950s.  For the generation in their 40s to 60s the motivation for going into the arts and the kind of art that was pursued may well have been affected by the politics of the time that they were growing up, being educated or in their first years of their career: the rise of the NF, the murder of Blair Peach, the Brixton riots.  For the generation in their 20s and 30s the murder of Stephen Lawrence and September 11th etc. could have had a similar effect. As one theatre director explained: 
‘in the 1970s and up to the early 1980s when we first emerged, there was a kind of context for agitprop, direct action theatre. That from the mid-1980s went away, disappeared and, if one looks at the company, that it too is beginning to shift.  So, from the mid-1980s it is beginning to take on more text-based work, existing plays, classics and so forth.  By the 1990s it is becoming much more celebratory, and less angsty. And again, the choice of our work begins to reflect that. So, I think that those have been the two factors – one, that the basic condition which created the company has not disappeared, and second, the ability to keep more or less shifting the company in concert with the times, the changing moods, the ways in which that condition has been expressed from decade to decade.’ 

However, this also led to false expectations in the case of some artists who were expected to have a political point-of-view just because they were Black: ‘Some said you ought to be very political, because you are black and doing art. “Why don’t you do a lot of political art?” Others were saying: “show your African-ness – don’t lose this opportunity to show your African-ness”, when I just wanted to be an artist – leave me alone!’ This pressure cannot be ignored, and those who have achieved have implicitly found ways to deal with it, but it raises the question of how many artists, performers and professions in the arts and culture sector have succumbed to the pressure of being ‘ a role model for the race’.  Achievers within the sector acknowledged the close relationship between their art or role within the arts and politics, i.e. the position of their community within the wider British society.
‘I think what one realises at quite a young age as a black and minority ethnic professional is that you are not necessarily doing things for yourself, you are representing your ethnicity, or your gender and ethnicity.’ ‘I then thought I want to become successful, and it became a borderline kind of political obsession, which over a period of time actually evolved. And it is not something that I really have any more. But I was angry [then]. 
This anger, when coupled with a professional career path and talent, in the case of several or our interviewees, led to an articulation of intent exemplified in the three following statements:

‘I had a clear socio-cultural agenda, if you like. And that agenda was what I call “re-capturing the culture for the change”. In other words, to make it plain … whether multiculturalism was just about tokenism – what was later described as the “samosas-saris-steelbands syndrome”. Whether it’s about that or whether the arts actually matter, whether you can use the arts as a force for change, for transformation. … I was interested in getting on board a project that would engage with education and the arts but actually show the arts, or use the arts, as a tool for change – a positive change, in terms of recognising, embracing, and forwarding this kind of new society, as you might say, that was emerging, based not on inequality but on equality and justice.’   

‘I must continue to advocate on behalf of…use the arts as a way of creating a greater platform for equality but I want people to feel empowered through the arts in a way that means that they can have greater freedom themselves.’ 
‘As a discrete, exclusive thing, it was the pursuit of independent, black, cultural expression. And the best means of doing so was through the arts – a way of defining our own lives in the UK. Because I was very clear that I was black British, and therefore not looking to a life elsewhere. But the demonisation of the black community, and the UK and Britain in particular, was something I was passionately wanting to counteract. So, I created an institution which was black managed – although we had a mixture of staff – black managed in order to symbolise that we could make a difference. And we weren’t to be predetermined and written off. And therefore I saw the arts as a leverage, and a means of doing so. A means of giving us a voice, our own voice, put our own stories, etc.’  
3.2
Career portals and paths
Entry portals into the arts and cultural sector are also varied, but the degree of support available once one has entered is also critically important and this section will address both issues.  Some key organisations and institutions – such as the Arts Council, the BBC, local authorities, and the Commonwealth Institute - helped BME artists and professionals establish themselves in the arts and cultural professions, and continued to provide posts, training, and opportunities to network and develop.  There is a perception that the arts sector does not have, for good reasons and bad, the kind of career development structures that one might find in other industries or professions:  ‘In the arts you don’t have a career path – opportunities arise and you take them, or you don’t…. if you wanted to be a musician in any area other than classical music, there was nowhere to train.  … [for] pop musicians, rock musicians, you went to art college. Because it was the sort of environment where you painted a bit, you played guitar, met girls …’ The Institute of Education developed a course on management training for the cultural sector, targetting women and minority ethnic groups, which grew into a full programme.
 
For those without private means or the desire to ‘starve in the garret’ the education services (especially in the niche of multi-ethnic or multi-cultural education), youth work and other acceptable professions and quangos such as the Arts Council.  Some found a congenial home in education, despite the frustration of being prevented from fulfilling one’s initial dream: 

‘I didn’t fancy my chances. I wanted to see my form, my art, but I didn’t want to be hungry; I wanted a salary, like everybody else, and so I made a choice, then and in the subsequent years [of the] option of following a path as an educationalist.’ 
Involvement in education is often a way to earn a living while one ‘was going to get one’s art going’ and perfecting one’s craft and gaining an audience: running workshops, teaching in schools and FE colleges, at the occasional evening courses or as a guest lecturer at adult institutes, youth work, running work shops or training courses.  Some colleges were so desperate for black staff that qualifications were not always thoroughly investigated if the individual had the right touch with students: 
‘I ended up teaching a few classes on the M. Mus. course – a course that I wouldn’t have been eligible to go on as a student - and teaching jazz.  I taught trumpet for a while – I can’t play trumpet – you just stay one page ahead of the students.’ 
This work in education paralleled the development of one’s own work in the arts and continues to complement the professional portfolios of those who have become established in the art and cultural sector. 
For other artists and professionals, temporarily or initially closed out of the ‘official’ and mainstream arts world, local and community organisations provided initial experiences, the possibility of networking and bought time until the mainstream or official institutions were ready to take notice. This closeness to communities had its benefits as well as deficits, strengthening the quality of the art through drawing on the authentic experience of people and turning one’s hand to anything if given the opportunity, but type-casting individuals as only being able to function within a minority environment.  When the mainstream finally called, however, it often only wanted an ‘ethnic’ product from BME practitioners: 
‘In the mid 1980s there weren’t any other black musical directors. So it meant that one got a lot of the very same work which was, “Oh, we’ve got a show; we’d like a calypso song, would you care to come and do it?” And I would say: “Well, how about one that didn’t have a calypso song?”’ 
Sometimes the first step is through self-employment - form your own band or drama group - because the standard route is not available or ‘there was no work out there that we want to do’.  In other cases the scarcity (or lack of awareness on the part of commissioning agents of the abundance) of information or talent on aspects of ‘black culture’ have provided opportunities for black artists and professionals to get their foot on the first rung of the ladder of progression, such as an invitation to a British academic of African descent to present a television programme on African art. In this case it led the individual to the British Museum where in the 1990s the collections on African and Asian art were totally re-thought. In some sense the system could be said to be open to talent, but the connections between institutions and individuals were being made on the basis of contingency rather than on policy or planning.  Furthermore, when projects were taken a sufficient distance by black staff they were often then highjacked at the last minute by White colleagues or dropped altogether because the Black professional was not trusted to deliver or the project was not thought to have ‘general’ appeal.  Until such time as you could demonstrate to the gatekeepers of the cultural establishment that you were a ‘safe pair of hands’ you were vulnerable to white professional colleagues and eventually to international professionals, sometimes also  Black, but who had the additional ‘cachet’ of cosmopolitanism denied to Black British. 
Some institutions, like the Royal Court in the case of drama, were encouraging for young and (in particular) young Black talent. A large part of the artistic sector has been encouraged and is being sustained by public subsidies and monies through such bodies like the Arts Council.  Arts Council bursaries were available in some cases to support new talent; particularly effective when the bursaries were administered and targeted by black staff at the Arts Council. The Arts council does not come in for unqualified praise however.  To one theatre director the Arts Council has failed by promoting ‘a kind of repetitive cycle of encouraging new, young artists and constantly trying to achieve a level playing field by various training programmes but they actually have never acted as “marriage brokers”, i.e. helping BME individuals to link up with the national and mainstream establishment. The consequence of this in the theatre sector is that:

‘various directors have ended up with companies of their own, and either because of that, or because they haven’t actually had the capacity, they haven’t experienced the kind of range of theatre work, in other words to do small-scale, large-scale, opera, new plays, classic plays, to have the opportunity to create a diverse enough CV in order to run a building-based company, where you really need that diversity to prove to your Board that you can do all sorts of work. … 

Some local authorities, like the GLC, ILEA, Haringey Council among them, were particularly supportive to local arts groups, projects and artists. In fact publicly funded arts were critical in sustaining black artists and were central in the debates around politics, multi-culturalism and diversity, as an artistic director of Caribbean origins recalled:

‘I was quite immersed in the politics of funded arts, and the machinations and different layers of strategy, and the mapping of arts provision, I suppose. I could sort of see things, and I was quite vocal … mainly in the arguments around the arts and cultural diversity.’ 
However, the attitudes of central and local government differed widely in the 1980s.  The Conservative government’s policies of monetarism, privatisation, and anti-permissiveness seemed, at least on the surface, to be antithetical to support of the arts.  From the point of view of a Black activist in the theatre there was ‘this terrible attitude towards the arts by government; this sense of patronage, this sense of exclusivity, the elitism and so on. This total suspicion of the other – us and them’, and on the other there was ‘Ken Livingstone GLC that was counteracting that totally.’ The GLC, placed strategically across the Thames from the Palace of Westminster, took on the role during the years of the crisis of the Labour Party, of alternative Government, and their support of the arts contrasted with the Thatcher government attack on political bias in art and its cutting of the number of funded organisations by half, and capping of funding in real terms in the interests of increased private sponsorship.  

This particular effected relatively expensive to produce, but low income generating art forms like theatre and dance.  While comedy and popular music are deep in the commercial world, theatre was in the ‘different ball game’ of funded art, spending tax payers’ money which needed to be seen to be ‘equitably spread’.  The GLC and other funders in their desire to support Black art and artists did not always get it right, and their good initial intentions had, according to one survivor of that era, some unfortunate consequences for the nature of ‘leadership’, which we will examine below:  

‘So, we in the black theatre sector, who are working on the ground, realise that the artistic directors and cultural leaders in our sector weren’t really that good. They were the leaders, they weren’t very good artists, but they had been promoted by the GLC. What they were, they were campaigners. And we needed them to open the doors, so we could go through, but the problem was, as artists, they were quite, rather limited.’ 
Public funding also meant public accountability and the ever-present danger of ‘cuts’.  Ironically, black enterprises in that ‘golden age’ did not always suffer equitably, as was recalled by a Black theatre director, but the clear and present danger concentrated the mind:
‘Well, it was unofficial, it was very clear that this was the last chance for the company. That was never put in writing, and that was never said directly, but it was obvious that’s what it was. Had it been a non-black company it would have been cut ages ago. It was hugely under-achieving. So, the first thing to do was to make it uncuttable, make it vital , make it central strategically, make it central in terms of artistically, make it central in terms of audience development, make it centrally culturally - everything. It had to be, as well as being cutting edge, it had to be central to everybody’s thinking. If they thought about musical theatre, they thought about us, if they thought about cultural diversity, or black art, they thought about us. And so we had to be there.’ 
3.3 Management skills: how does one learn to be a manager?  

Becoming central strategically, artistically, culturally, and in terms of audience can be said to be task for management, and it to this central issue of this study that we now turn.  Learning in the arts, it is often said, is by doing and achievement has to be experienced and observed if one is going to be able to use the current job as a platform or springboard for the next: ‘It’s a bit like sport – you can produce all the degrees and pieces of paper, but if you can’t run from there to there faster than anybody else it doesn’t mean anything.’ As there is a limit to how much one can be ‘trained’ to be successful in the arts, the preparation for management in arts organisations, and Black arts organisations in particular, is acutely problematic.  One difficulty is being seen as only suitable for managing a ‘black’ arts organisation, but another is the problem of being a BME manager, where ‘you are expected sometimes to have the knowledge of the whole sector in your portfolio, so therefore,  you are the expert on diversity … this knowledge or experience often comes from black experience, [but] that person is sort of given this whole agenda to champion and it’s very diverse rather than mainstream.’ 
Management skills and practice have long been a discrete study in the USA, but have only been taken up in this country relatively recently.  For many organisations, the skills of management are picked up by staff organically, and there is thought to be insufficient resource to devote time to developing those skills strategically within the organisation:
‘I think management is something that you can learn, and for a lot of black and minority ethnic people they are probably thrust into a position where they have to manage, because mostly they are in smaller organisations. Very often it is done with limited resources and limited training, and so management is something which is continually a problem. But I think leadership is less so. And I think that there are lots of very eloquent, driven, motivated, inspirational, charismatic black and minority ethnic leaders.  What they need is the management skills … [but] the mainstream won’t offer those people the opportunity to work within a big organisation, to work with secure revenue.’
Consequently, those opportunities have to be created ‘at home’ and some organisations have taken on the job themselves of preparing their artists to progress to management, as in the case of this arts administrator:

‘In these early days we were just trying to give people an opportunity to get into the arts. Some of them were in very technical roles, like set designers, and theatre directors, and publishing trainees. We started to develop, the second year, some higher level ones which were arts management related, so people who were at the end of their dance careers, for example, who were no longer dancers and choreographers, we set up regional traineeships with people in regional theatres, working with big general managers, to learn how to run a regional theatre, and they were management jobs.’ 
Administrative and quasi-managerial work in other organisations and consultancies can assist BME applicants to gain the necessary (or required – not always the same) experience – ‘working at that strategic level, and that whole business about pulling ideas together, looking at forward policy development, but basing it in kind of reality’ - that, once put along-side their artistic credentials, can get them middle management posts in cultural organisations. The additional perspective of a mainstream, not arts-focussed or not BME focussed, organisation can be very valuable if it can be achieved.  However, one can not ignore the elitism of the sector and its domination by ‘quality’ institutions which do not subscribe to the concept of ‘transferability’.  Not all experience is seen to be equal, and while local authorities will employ administrators and support them to rise up the ranks to do managerial jobs in the arts,  this does not always translate to mainstream, independent or national sector managerial posts.  
Continuing in education is another way of demonstrating to the art establishment one’s credentials.  Higher degrees, particularly the MBA, can sometimes answer the nagging question about quality and reliability that disturb the White decision-makers in established institutions: 
‘we want to be taken seriously by the mainstream, that we have something to say in this society, in this culture, [and so] you find that we have multiple degrees. You find that. And I know a few – friends of mine, Chinese, Asian, minimum 5 degrees, minimum 4 degrees, because of this idea that the more degrees we get the more we are going to get, not necessarily to the top, but you are just going to get somewhere.’ 
However, this is not fool-proof and one must remember the warning about the use and inapplicability of paper qualifications noted above.  
3.4 Nature of leadership in the sector

It is not always easy to distinguish in practical terms the boundaries between management skills and responsibilities and those of leadership: e.g. ‘I think I am a leader more than a manager, although there are elements of management about my management, and elements of leadership about my management’.  It was suggested that ‘despite 20 years of public funding of the arts there were still few black leaders in the arts’,  and certainly not enough to do ‘a proper evaluation of that.’ Definitions of leadership varied and the boundaries with management were flexible, e.g. one ‘leader’ defined the difference as being ‘more as an enabler than a checker’. For another, leadership depended on two elements: owning or controlling the means of production, i.e. the buildings or venues that contained the artistic group and provided it with a space within which to perform, and having the right ‘artistic credentials’, which he admitted were ‘difficult to charge and quantify’.  To the extent that BME artists or groups are not in control of their own premises that is the degree of their dependency.   Taking into account these criteria, ‘In terms of [theatre] directors, there are actually very, very few that one could name that would be recognisable names in society at large. So, that means that there is quite a kind of ‘disabled’, if I can use that word, leadership within this sector.’ In the view of another recognised leader with a strong academic background and track record in, as he put it, ‘leading initiatives in terms of starting things off but also providing leadership for initiatives which other people have taken’, at the moment ‘there is no sense of a movement’ in the black arts sector compared with the situation of the 1980s/90s.  Now that policies have been published and monitoring procedures have been established, ironically, there seems to be less opportunity for Black and community–based arts.  It has become conflated with the issue of targets, whereby as soon as the authority has hit or nearly hit their target, 

‘they ticked the box and they moved on. … During that period in the late 1980s there was an abundance of black dance companies, black theatre companies, [but] they are not around now. They are down to a tenth the number they used to be. That’s got to be about the lack of that institution supporting those ventures and nurturing their sustainability. There will be a kind of natural wastage of companies, but there should be other ones coming through. They are getting support now, but it’s only after a long period of decimation.’ 
Despite improvements, the 1980s is looked back with nostalgia as a lost ‘golden age’ of creativity and possibilities for BME art an artists.  Leadership is offered now in more modest ways by leading one’s team and being involved in cultural initiatives inspired by the Government, Arts Council or private business rather than initiating them oneself. 
Leadership is conventionally seen in hierarchical terms and it has long been the practice local and central government and administration of identifying ‘leaders’ within BME communities and co-opting them to work with Government as ‘consultants’ and spokesmen (sic) or to work in those sections of Government and administration which has direct front-line contact with those communities.  When this was translated to the arts establishment it had the effect of producing:

‘… top people who are very close to the establishment - the ‘yes men’. They are the puppet leaders which are being set up by the establishment ... who are very lovey-dovey, who are very close to the establishment, who give the sense of security to the establishment to remain the establishment.  These leaders, a lot of them, are bright people, but bright people who have become mediocre because they cannot take their own decisions.  Their decisions will have to be vetted from up there, and they are the ones who will help the establishment to run smoothly, and that’s the way the world goes from when history started. These leaders infiltrate the key messages coming from the top [down] to the people. They do it in the best organised way and they get rewarded, they get perks, they get invited, they are on everybody’s guest list, they are part of the coterie. … These leaders can be of any ethnicity. In most of the minority cases it is to do with tokenism, so there is going to be a token Asian, a token Black, a token flavour of the month. And I am very clear that the flavour of the month changes. It moves, subject to what is the agenda of the government, it changes with the time. I have observed that the ones at the top it is not necessarily that they will remain.  Positions change, it is like musical chairs. And you see that musical chair happening, and you see people being in favour and getting out of favour, people being part of the coterie. 
Unfortunately, the members of the community that ‘we can work with’, are not necessarily the members that the establishment, governmental or cultural, should be talking to.  Their compliance is seen by the politically active and militant as betrayal, and ultimately engenders conflict in which politics must prevail, ‘and what the establishment has found difficult to deal with is militancy at the point of divesting control. It’s fine to have control if we feel that we have remote control.’ BME managers have to deal with the problem of going on the “inside” and being accused by other BME people of being a “traitor” or “selling out as a black person”. They are considered being “part of the enemy, part of the problem now” and therefore there is a certain reluctance to go “within”, and become a target.  

This is contrasted by this theatre director with another kind of leader who have grown organically from their organisation, and ‘are chosen by the set of people who want them to lead them’.  Their leadership is much more to do with the work which is their driving force, and with using their organisation as a springboard for their hardcore base of artists.  They are nurtured in the organisation and when they are ready they move on.  An Arts Council official explained the interdependent relationship between management and leadership: 
‘The difference is that leaders need to have a vision. Leaders need to have a degree of perseverance. They need to be able to shape a vision. A manager needs to deliver through managing other people and other resources. Leaders are as good as the managers that they have.’ 
However, leadership within the arts sector for a BME company or individual is very problematic because leadership can conflict with the core business of the organisation and its mission to become, in the words of this Director, a ‘significant organisation’:

‘a number of black theatre companies have tried to become leaders, [but] when you have an area that becomes marginalised,  the fight to be leader of that sector attains too much importance.  I think companies forget that actually we are there to put on shows, and we perhaps were [just] as guilty as the others in jostling for position. I think it’s just that you realise if you are seen as the leader then you are less cuttable. We still haven’t really got out of that fear of being cut – nobody has, especially under the very current climate. But what became very clear to me in the last three years, is that it is only through the ramifications of work - of good work, well organised distribution of work - that the notion of being a significant organisation evolves. 
Lastly, there are the rewards of success: ‘Another issue is that everybody wants you on their panel and you become overloaded/overburdened and very exposed wherever you go.’ 
3.5
Degree of discrimination
At the core of this investigation of management and leadership in the arts is the perception among BME artists and administrators that the art establishment does not represent ‘the arts’ in all its diversity in this country.  There is still the situation found by students 30-40 years ago, where: ‘I didn’t see me represented in the arts that was being funded by the Arts Council and the funding bodies. Or being given the kind of platform that one expected the arts to be given’. One explanation for this situation is the relative absence of BME people in senior positions in the sector:
‘There has been some very poor managing of black and minority ethnic people. There aren’t senior managers, particularly at the national level. If you look at the NMDC figures, when they were done in 2004, there were zero senior managers in national museums. And so, out of 485 curators across the London-based nationals that were surveyed, there were 5 black and minority ethnic.’ 
There is a perception that ‘due to the systematic institutionalised discrimination which we have in London, in various  ways in the UK generally and London in particular that an entire generation of competent BME people are being forced out of the whole cultural leader stream…or are not even venturing into it in the first place.’ The treatment of some BME staff within mainstream, national cultural establishments in the 1990s was described as ‘beyond belief -  medieval.’ One Asian dance group reported that they had been assigned the toilets for dressing rooms but when this was pointed out to the producer that this could be construed as racism proper dressing rooms were immediately made available. 
Sometimes the name on the application form if it sounded ‘foreign’ prevented even initial consideration and short listing.  Qualified BME artists were also turned down time and again because, at it was put to them, ‘it’s just too soon’ to appoint a black person to a position of authority, responsibility and visibility in the British arts and culture sector. Of a Black Arts Centre manager: ‘We were perceived to be a bad investment, a high risk. We were just black. And black equals danger.’ 
‘an issue that has come back again and again: Why is it that people of colour don’t have the competence of running whatever, when we are running organisations, [of] millions of pounds turning through our hands, serious developments, but somehow if it becomes something that is for the community, somehow this question of competence comes on board?  

A simple answer to this question, put by a Black academic, is racism, but he rejected that as incomplete.  Even assuming goodwill on the part of the ‘white establishment’, it still baulks before ‘going the whole hog’ in their ‘racial evaluation’ of projects because of the pervasive perception of ‘racial competence’.  This is a complex and subtle argument which involves the 

‘politics of control whereby people who are taken on board to run organisations [and] who find acceptability with the establishment, are often people who are sometimes the most vocal but not necessarily the most competent; … people who are able but malleable.
So, in this analysis, while the White experience is cosmopolitan and ‘all-pervasive’, the Black is ‘limited’ and not transferable: ‘no-one is looking at the fact that you can manage budgets, project manage, manage diverse projects, manage a diverse team.’  Too often black people in black organisations are not thought fit for employment in the mainstream, although in time it is thought that ‘people will get the right kind of experience in mainstream organisations, and will find it is less difficult for them to transfer.’ (01-10)  In the meantime, BME people have to be satisfied with employment if there is something ‘black’ to do in the project or production. 
There are signs that things have improved from that state and many see support from the Government for diversity in employment and in production as critical.  With the appointment of David Lammy as Arts Minister, it is said, that the great national institutions of culture ‘began to realise that the status quo had changed. ... They realised it wasn’t that they were doing this thing [i.e. looking at diversity] as a favour, this was the status quo.’ 
Many speak about the strength of the ‘network within the sector’, which was described by one community activist thus: 
‘in UK terms, you still have to go to the right schools – go to the National and go to the Tate institutions … People who work at the Arts Council – [even] secretaries have degrees in the arts. So, in the national institutions it’s the same – highly qualified and highly able people whose parents can afford to subsidise them for longer periods, doing their Masters while they tour around, explore, experiment and build up a repertoire of connections and associations. And being White allows you to be international, when you are Black you are always parochial. … A white manager will be perceived to be universal, international; go anywhere, mix with anything; dabble in a bit of African [art], a bit of reggae music; mobile, transferable; highly universal in terms of one’s intellectual capacity to understand others.  
In contrast, an individual who has developed within a BME organisational or community context is always accused of considering phenomena ‘through a prism of your own life experiences”, as if he or she were incapable of seeing beyond their ‘race’ or particularity.  This mis-perception, it is felt, is shared by the Arts Council:
‘that if you happen to be an ethnic minority who comes from a background of [say] a touring company like ourselves, then if you were to become an artistic director of the Royal Court or whatever, it is likely to be that you will only do your specific area. [This] is probably the single biggest cause for why there aren’t the kind of leaders that we talked of – because the perception is they [BME directors] will only talk of their own sector-specific area. They will only be interested in doing that – not something that will be for the masses.’  
The converse of this situation is that the white theatre director will be able to cover everything.  That kind of brokering for the white candidate is through ‘a series of networks of commonality’ which start at school, proceed to the kind of university education – mainly Oxbridge – the way in which you get into various theatre work, and which broadly reflects class background.  As one theatre director has described: 
‘For a lot of young white directors, part of the path into that, which I completely applaud, is to be able to muck in at the bottom level and stick around for a year, two years, without any pay and do all sorts of work. Help the director to get into the network. Now, that presupposes a certain kind of class background, to be able to handle that. But I think also, to add to that, there is the sort of indefinable thing which is one of “speaking the language”. Now, theatre, like any other industry, has its own language. And you either are party to it or you are not. 
Once employed BME staff can languish in the lower reaches of the organisation longer than their White colleagues.  

‘I have been able to take opportunities that have come along, but I still feel that an equal person who was white may have gone beyond where I am. … I don’t think it’s arts specific, but if you are working in any sector, being from BME background you tend to have to be 10 times as good as your counterpart. … the way that they view black arts is very derogatory and negative. So that, therefore, if you say you are going for a job within the Arts Council and your only, or your main employment, even if you have the knowledge and interest in non-BME arts, they are going to devalue, they have in the past devalued the relevance of BME arts work.’  
In addition BME people are often blamed for not gaining their own promotion, as in the case of an executive who pressed his manager for the reasons for not succeeding and was told: ‘Well frankly, until you make people more comfortable with you then it’s going to be very difficult for me to recommend you for promotion’.  In addition, ‘the higher you go the more subtle [the discrimination] becomes’, with the result that the BME individual either becomes ‘less sensitised to it, or more sensitised to it’ - with the possible consequence that you may be more likely to take action which might seriously impact on the organisation, but which may also seriously impact on your survival within the organisation and the sector.  
‘I think the greatest thing that I think that I have managed to work through is that I no longer have that kind of anger, and I realise the great privilege that most white people have is that they have a right to just work, and that they can be happy in their work. And it is that immediacy of relationship to their work that actually makes them probably able to deliver what they are doing, because it is not critical to who they are. They can just do it. If you don’t like the job, and someone doesn’t like you, you can just leave. It doesn’t become an existential [choice] …’ 

3.6 Sector initiatives on equality and diversity
Funding has been central to the creation, survival and achievement of BME arts and cultural organisations and doubtless many of them would prefer the most liberal grants with the fewest strings of accountability possible.  The may seriously defend this stance on the grounds that ‘The amount of money we get funded in relation to the amount of work we produce is astonishing. We punch way above our weight. … but, we have to be clever, we have to be strategic, but, most of all, we have to be in that position when they sit down and they go, “How do we carve this all out?” they have to go: “We must give this to X”.’ 
BME artists once looked to the Minority Arts Advisory Service (MAAS, which later on became ArtRage) as their voice and intercessor with the powers in the arts and cultural sector. Arts sector and institutions are much less elitist than they were. Nowadays they have bigger diversity departments and it is a different culture now than it was before because it is being largely driven by central government.   It is hoped and expected that ‘the race equality scheme and race law will do something to make sure that public sector organizations deliver on this agenda.’ While at the same time BME staff are trying to change the culture of institutions from the inside out with the implicit co-operation of leadership and management: ‘we are seen here as a policy driven organisation that has all the policies, fairness, dignity at work and all that in place’. 

Partnership arrangements enables hitherto perceived ‘marginal’ enterprises to spread the risk of production, afford larger and potentially more attractive productions, produce in areas outside their natural catchment, and take advantage of the prestige value of national companies when they are the partner – as well as influence the policy of the partner and introduce a black perspective on the arts into the mainstream.  

3.7
Challenges today
‘One of the things that we are unwilling to acknowledge in the UK is how we live separately, so all of us live in our different enclaves. The white professionals live in one enclave, and the black professionals live in another enclave. If they are required to, if they are forced to, they will come and find me. Once we are in the door, maybe some of us will survive and stay. If one group has power, and the doors are closed, if they are closed with powers of discrimination then it is a problem. If they are closed, but we are receptive to others coming in and out, then that’s fine. If you go in there and you are uncomfortable, then that’s not receptive.’ 
Recently, there has been much discussion, if not debate, in the public arena about segregation, exclusion, and integration.  Although this has been in the context of overall society and terrorism and has been accompanied by a great degree of short-term pessimism, there is some hope for the efficacy of measures that increase inclusion with regard to the smaller community of arts and culture so that the enclaves mentioned above are opened if not entirely abolished. 
The problem of established artistic organisations is that they are detached from their community roots: e.g. ‘the dilemma of the Commonwealth Institute as a postcolonial entity, and the question whether it was simply keeping alive vestiges of the Commonwealth-Empire.’  The Institute, though responsible for much important work, especially in the field of education, was not really ‘linked into local minority ethnic groups – be they ex-Commonwealth backgrounds or whatever.’ When the community cannot afford to use them, they become mere tools of corporate art and of the establishment that is criticised above.  Therefore the main institutions of cultural exchange in this country need to be re-engaged with their communities. There implies more invitations from them to work with black artists because they are good not necessarily because they are Black so that BME artists become part of the norm. 

There is also the question who is art and culture for?  Is it supposed to educate and extend our knowledge into new areas, or to clarify our established sense of art and reaffirm our national story?
‘our national collection is something that we all pay taxes for equally, but if you look at the national collection, the way it is divided, the Tate, that collects fine art, but has almost no work of African artists; the Victoria & Albert Museum collects decorative arts, and has work of Chinese and Japanese peoples, but has no work of African artists.  The British Museum traditionally, was supposed to have the world within it, but then it excluded people, and those people have now been re-included. It is the home of material culture. But what this does, though, is that it creates a kind of a hierarchy of artistic practice, from the aesthetic to the functional, and placing the largest repository of material that is created by black and minority ethnic people within the most functional frame is problematic.’
This presupposes a degree of institutional change – at least in their corporate cultures. This could be effected in changes in their ways of operating, i.e. policies and practices, but it is unlikely to be effective without changes in personnel too. 
‘I think you have to change practices and personnel, because otherwise who is going to police them, who is going to effect them? And so I have not positively discriminated, but I have actually given the opportunity for talent to come through, for people of minority backgrounds and so on, where it exists.’ 
Black companies have to tread the line of politics and art so long as equality and diversity are intense political issues and ‘that … has been perhaps an argument put against us: that we have perhaps forsaken the battle cry and we have put too much emphasis on the art and not enough on the politics.’  However, it has to be recognised that there is a balance to be struck.   Art has never existed outside society and commerce, but when quality is compromised, art’s voice in society and the market place is muted: ‘One doesn’t completely abandon all those other things, one daren’t do that.’ 

3.8
Conclusions
BME people seem to enter the arts and cultural sector freely and on the same or similar bases as the general population.  Though attitudes towards the arts differs widely across ethnicity and class, and family influences are important, but there seems to be no across the board impediment to entry.  Indeed the demand for ethnically based art has increased in the past two to three decades.   The main issue is not about ‘art’ but about the artist.  
Educational experiences are the next important stage, and there is evidence that BME students do not receive the same treatment at school, FE or HE compared with their White peers with regard to encouragement, and practical advice and support, either on the curriculum or careers.   The previous accusation of the curriculum being either colour blind or Anglo-centric has less validity now, though until HE staff reflect the ethnic population of students it is still likely to err on the side of stereotype with regard to the art of the non-European canon.  Fortunately, many of the BME artists and administrators retained a strong link with education and have therefore contributed to the ethnic diversity within educational institutions. The links between art and politics are many and political motivation is an important factor in entry to the sector, i.e. the idea that art is w way of putting something back into or mobilising the community.  
Any study of arts and culture cannot ignore the central role of public funding and how that is applied because it also reflects back on the nature of management and leadership in the sector.  Local government and in the last ten years central government have been important sources.  Self-financing is another possibility, either through ones’ art or another vocation, like teaching.  While some institutions encouraged entry through apprentice-type schemes this did not much to increase the numbers of BME people in the arts and culture sector progressing to positions of management and leadership.  Much management experience is gained through osmosis – ‘sitting by Nellie’ – rather than in any planned fashion, and although there are now training courses and qualifications in management (especially the MBA) in the arts, there has been little planned action to address the under-representation of BME people in the sector.  Consequently, the burden has fallen on BME organisations themselves and individuals re-qualifying and additionally-qualifying to produce the credentials that will impress the appointment panels.  Leadership, however, is not something one can train for and has something to do with expertise, character, vision and hard work.  Leaders can emerge or they can be assigned and it is the former that attract the respect of practitioners, although the latter often get the kudos.  Leadership takes time, however, and running an arts organisation as well as  producing your own art too is time-consuming enough without the additional responsibility of being a spokesperson for your art and your people.  

One of the functions of leadership, apart from arguing for scarce resources, is to combat discrimination, which still exists even if it is not rife within the sector.  The usual package of ‘racial’ discrimination exists including prejudicial appointments boards, unequal treatment, stereotypical attitudes informing crucial decisions (with regard to funding for example), blatant manipulation of community politics, disregard for the particular needs of specified groups.  There has not been much in the way of positive action taken to address any of these problems, and in general BME artists and groups have been left to themselves to deal with and overcomes the combined effects of institutional discrimination and disadvantage.  

There remains some clear challenges to the art and culture establishment which the following recommendations are intended to address.  
3.9   Recommendations
The following are recommendations made by the interviewees:

1. Attitude: ‘What should be happening is a recognition of the gaps and the creation of opportunities for positions in those gaps. What black people need to do is ensure that they fill those gaps and that they seize the opportunities or they create the opportunities. They need to be more daring, need to be more ambitious, need to be more focused, more strategic, not to just think about what I want to do, but how is what I am doing going to reflect on opportunities for other people after me.’  
2. Education: ‘I think the education sector as well, there needs to be more encouragement of younger people to, not necessarily go into the cultural industry, but to … expose them to the field and to explore their own creativity, and … them to explore their own creativity, and they’ll do that in hand with opening their hearts and minds to possibilities …, so they can say that “actually I can make a career out of something I’m interested in” rather than seek a career because that’s [just] a job.’ 
3. Change in corporate culture: ‘There needs to be major cultural inflection in many of these organisations, … especially starting with the gatekeepers of the cultural industry - the  DCMS are quite strategically placed to facilitate that kind of activity, but I’ve not seen too much of that - and then, the specific programmes for the staff or the people who are interested in that field.’ 
4. Discrimination: cultural organisations to take action against cases of discrimination, particularly in respect of recruitment, training, progression, and the allocation of resources.  
5. Management training: ‘I think the reason I am really interested in the Cultural Leadership programme – it’s a lot about numbers, not having enough people. We need to look outside the sector. The sector needs to make itself more attractive to (BME) people. How can it make arts attractive to more people? There are black people in support roles, such as Finance, Human Resources, IT. What I am interested in is how to get people in at a more senior level, who have cultural interest. So, we want to do some fast-tracking at the senior level – pro-actively seeking people from other sectors. Those who are here are on fixed-term contracts. There are few in permanent posts, doing ongoing work. If people come into a hostile environment, they will not stay.’ 

6. Policy: Widen the notion of multiculturalism from peoples of Caribbean, Asian and African backgrounds, to a much wider notion reflecting the peoples who actually live here.   
7. ‘In London the politicians should force, make it a requirement of institutions, to reflect the communities [at senior levels], the diversity of communities in London, and maybe all the other conurbations, but London particularly. ... And hold them to account, so that they can be tracked in terms of progression.’ 
4.
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APPENDIX
TOPIC GUIDE FOR INTERVIEWS

The interviews were conducted using a set of questions about the following:

· Background (along with CV information) and motivation
· Career path, including management and leadership
· Differences in how white managers/leaders are treated in the sector, as opposed to BME managers/leaders

· Discrimination or less favourable treatment due to ethnicity
· Key challenges faced
· Drivers/motivating factors/indicators of success
· Suggestions how to improve representation of BME people in senior roles within the arts/culture sector
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� Greater London Authority, London cultural capital, realising the potential of a world-class city (GLA, highlights document, 2004).


� Davies, R. and Lindley, R., Artists in figures: a statistical portrait of cultural occupations (Arts Council England, 2003). Unfortunately the data was not cross-tabulated by ethnic origin.  


� EQ/National Campaign for the Arts, ‘Diversity manifesto’ (no date): http://www.thinkeq.net/diversity_manifesto/ [accessed 29/01/06].


� The key role played by careers advice in structuring ideas of employment is highlighted in Centre for Ethnic Minority Studies (Royal Holloway, University of London), The impact of race and gender on progression from GNVQ Construction into the industry (Construction Industry Training Board/FEDA, 2000).


� Creative Yorkshire, Cultural diversity and employment.


� Ibid., pp.37-38.


� Ibid., p.42.


� Ibid., p. 43.  


� Of social researchers Lemos and Crane: http://www.lemosandcrane.co.uk/Home.asp?ObjectID=68 [accessed 31/01/06].


� Indeed, also found in other sectors, including construction – cf. Centre for Ethnic Minority Studies, Under-representation.  


� Arts Council of England, Correcting the picture conference report (1998), cited in Creative Yorkshire, Cultural diversity and employment, p.25. See also, in relation to the ‘glass ceiling’ for curators, Woodard, A., ‘A broader brush’, The Guardian, 12 December 2005.


� Cottle and Saha, Glass ceilings, which was funded by the London Arts and London Boroughs Grants (now Association of London Government).


� Ibid., pp.72-75.


� Arts Council England, Race equality scheme 2004-07 (Arts Council England, 2005), p.13.


� Joy, A. and Skinner, M., A statistical survey of regularly funded organisations, 2002/03 (Arts Council England, 2003), p.86, table on p. 84, and p.79.


� Cited in Eclipse, Eclipse report: developing strategies to combat racism in theatre (Arts Council England/East Midlands Arts Board/Theatrical Management Association/Nottingham Playhouse, 2001), p.8.


� Ibid., p.14.


� Kean, D., ‘Time for change’, in Bookseller/decibel, In full colour: cultural diversity in book publishing today (2004), p.11.


� Arts Council England, decibel evaluation: key findings (Arts Council England, 2005), p.11. See also Arts Council England, decibel legacy (Arts Council, England, 2005); Arts Council England, decibel performing arts showcase 2003 directory (Arts Council England, 2003); Ikoku, N./Arts Council England, decibel: a north-west profile (Arts Council England, 2004).


� Porter, G., Diversify! The impact of positive action traineeships (Museums, Libraries and Archives Council, full report, 2004), p.5.


� See Museums Association, ‘Diversify!’:


http://www.museumsassociation.org/ma/9517&_IXMENU_=diversify [accessed 16/02/06]; Porter, Diversify!.  However, the report does not make clear at what levels the jobs were offered.  


� Museums, Libraries and Archives Council, ‘Archives positive action internship’ press release, 12 September 2005. 


� Arts Council England, ‘Second Inspire Fellowship Programme announced’, press release, 9 January 2006:


http://www.artscouncil.org.uk/pressnews/news_detail.php?browse=recent&id=433 [accessed 24/01/06]


� See Business in the Arts: North West, ‘Board Bank’ webpage:


http://www.businessinarts-nw.org.uk/html/board_bank.htm#PABB [accessed 25/02/06].


� See, for example, Gina Ha-Gorline commenting on her placement at the British Museum in Woodard, ‘A broader brush’.


� Arts Council England, decibel evaluation, p.4.


� Jermyn, H. and Desai, P., Arts – what’s in a word? Ethnic minorities and the arts (The Arts Council of England, 2000): http://www.artscouncil.org.uk/documents/publications/1386.doc [accessed 24/01/06].


� Office for National Statistics, Focus on cultural diversity: the arts in England, attendance, participation and attitudes (Arts Council England, 2003).


� National Theatre, National Theatre annual report and financial statements, 2004-05 (National Theatre, 2005), p.5.


� Cottle and Saha, Glass ceilings, p.73.


� Centre for Ethnic Minority Studies, Black and minority ethnic representation in the built environment professions. 


� Cottle and Saha, Glass ceilings, p.14.


� EQ, Arts and diversity in the labour market.


� See Edward Said, Orientalism.  


� See some of our construction work.


� There appears to be no such course at the IoE now but Birkbeck College has courses in Race and Ethnic Studies.  (06-2)  








PAGE  
2

