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Introduction
This report presents research undertaken as part of a group enquiry into how learning professionals
can lead the arts and cultural sector in embedding the “active voices” of the marginalised communities
they serve. The enquiry was undertaken as part of the Engage Extend Leadership Programme, 2019-
20. Extend participants are asked to interrogate aspects of leadership, education and learning, identified
by Engage members. This report was created by Active Voices, a group of four arts and heritage
professionals.

Who we are:
Madeleine Conn- Madeleine is an arts and museums educator with over 15 years’ experience working
to engage diverse audiences with the arts and museum collections. With a background in visual art and
art history, Madeleine has delivered participatory arts and education projects in collaboration with
National Portrait Gallery, Orleans House Gallery, National Galleries Scotland, and Glasgow Museums
and has held learning and access positions at National Museums Scotland, Glasgow Museums,
Kilmartin Museum and is currently Cultural Coordinator at Argyll and Bute Council. Madeleine is
passionate about developing innovative programmes which will inspire and inform art practice in a wide
variety of educational and community settings.

Hannah Gaunt - Hannah Gaunt is Learning and Engagement Manager at The Turnpike, an
independent art gallery in Leigh, Greater Manchester, where the programme focuses on raising
aspirations and resilience within a community experiencing high deprivation and low social mobility.
She is also an Associate for Curious Minds, the North West sector support organisation, delivering
activity on the CASE (Culture & Arts Schools Experts) Fellowship and Artsmark Partners programmes.
Hannah graduated with a BA Fine Art from Birmingham School of Art in 2010, and MA Socially Engaged
Practice in Museums and Galleries from University of Leicester in 2018.  Hannah has 9 years’
experience working in the cultural sector for a range of organisations including the Royal Institute of
British Architects, Z-arts, Grundy Art Gallery and MK Gallery. She is currently a North West Area
Representative for Engage.

Darshana Vora - Darshana graduated in Architecture in India and moved to the UK where she studied
art. She has worked at The Bhavan, London since 2009 as gallery curator and leads the schools
outreach programme. Darshana has an interest in Contemporary Fine and Performing Arts, with a
particular focus on the development of Indian Classical Performing arts in the UK and the challenges
faced by young performers in navigating their career paths. Through a career in Architecture, Art and
Music, Darshana has a wide range of experiences and is keen to devise new ways of empowering
young performers as well as educating audiences to appreciate Classical art forms. She is currently
exploring models of collectivism, self-organisation and pedagogy as methods of mutual care and
support for the sustenance of artists’ careers.

Jack Shoulder - Jack strongly believes in the power of museums and galleries to change people’s
lives. He’s been active in the arts and heritage sector since 2011. He worked at Towner Art Gallery from
2015 - 2019 where he opened up the gallery to some of the most vulnerable groups in the local
community, and he counts amongst his highlights there; opening a sensory room, creating a strong
early years community and spearheading the gallery’s LGBTQ work.

Jack is currently working nationally with English Heritage as well as with the V&A and British Museum.
He firmly believes that access to and enjoyment of the arts is for everyone and everyone should be able
to see themselves reflected in our cultural institutions.
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Context
“Provision designed to meet the needs of marginalised groups has often been treated as an

add-on, as a ‘special project’ and/or as additional provision which is somewhat removed from
the organisations’ core activity. Some people have characterised this approach by being
influenced by a sense of ‘missionary zeal.’

How should leaders in the arts and cultural sector shift the paradigm? How can work with
marginalised people be embedded in the cultural output?”

Engage Enquiry Brief, 2019

We approached this enquiry by thinking about how institutions work with marginalised
communities. From experience we knew that some programmes which appear considered,
can, on second glance, smack of tokenism. Yes, the institution would have ticked the box, but
is this worth the reputation of just being a box-ticker? And how do you know if you are a token
box tick? Look no further than the Guerrilla Girls:

Image 1: GUERRILLA GIRLS’ ‘TEN SIGNS THAT YOU”RE AN ART WORLD TOKEN’

A 2010 article in The Guardian “The importance of mainstreaming marginalised voices”
(https://www.theguardian.com/sustainability/blog/diversity-sustainability-csr-hr) was written
about journalism, but could apply to museums or galleries, or any other sector, all too easily.
In the article. Jo Confino writes:

“The reason this matters is because if journalists predominantly come from one section
of society, they will often carry a particular worldview and therefore tend to
unconsciously reflect their own values and beliefs.

More than this, without a deep understanding of the different groups which make up
our society, it is easy to fall into the trap of stereotyping communities which runs the
risk of damaging social cohesion, rather than bringing people closer together.”
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Alongside the urgent need to reject any practice which could undermine our work, we also
recognised that by embedding marginalised voices, the cultural sector has the opportunity to
create a richer, deeper and more engaging narrative. Through our enquiry we aimed to show
how marginalised voices can be actively listened to; rather than passively heard, and the
impact doing this effectively has had on a range of organisations

Area of Enquiry
Our enquiry investigates how learning professionals can lead the arts and cultural sector in
embedding the “active voices” of the marginalised communities they serve. Through critically
interrogating current models, and by producing guidance in the form of the toolkit, our aim is
to support and encourage colleagues to reflect upon their practice, and to undertake inclusive
programming more meaningfully.

Drawing on the diversity of our personal and professional experiences, we recognise that the
cultural sector has been slow to respond to the call to embed inclusivity in workforce,
audiences and content and that this in turn exacerbates the marginalisation of communities.
We have seen how inclusion programming often falls within the remit of the learning and
education teams, and are keenly aware of how organisational hierarchies can create a barrier
to influencing the work of the wider organisation or beyond. Furthermore, it is still common
practice for activity which targets marginalised groups to be part of a “special” project, which
has little lasting impact or value beyond a diversity “tick box” exercise.

To challenge this, we sought out examples of learning/education colleagues who demonstrate
leadership in “mainstreaming inclusion” by embedding it within their cultural organisations and
empowering marginalised communities to have an “active voice” across their programmes.

We were particularly interested in finding examples of learning and education colleagues who
lead beyond their authority to successfully overcome organisational barriers and influence
beyond their own programmes, or good examples of collaboration and co-leadership between
organisational departments.

Through our enquiry, we aim to expand our critical understanding of marginalisation in the
sector and develop an awareness of the ongoing issues faced by a wide range of communities,
groups and individuals. Through investigating the context of current inclusion practice, our aim
was to explore some of the barriers and issues faced by individuals and organisations whilst
seeking replicable and practical solutions that can aid transformation.

Methodology
Initially, we sought to broaden our understanding of the subject area - and undertook a period
of desk based research - unearthing articles, websites, projects and toolkits. To understand
the current landscape even further, we conducted two pieces of scoping research:

- An online survey sent to colleagues and shared by Engage, which had 44 respondents.
- A slot on Twitters’ ‘Museum Hour’ in which we posed 10 questions and received

contributions from colleagues across galleries and museums.
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Building on this initial research, each group member identified a handful of organisations or
projects to delve into further. ‘Marginalised’ is a broad term, and due to the time limitations of
the enquiry it seemed unlikely we would comprehensively cover the perspectives and
experiences of every individual. Therefore, we initially focused on the issues faced by those
who might identify with one or more of these groups: BAME, LGBTQ+, Deaf and Disabled
people, and those experiencing socio-economic disadvantage - as these were areas we felt
we already had some immediate connections and underlying experience. We conducted
interviews with key individuals involved to gain a first-hand perspective, and undertook further
desk based research to complete case studies.

This focused work was supplemented by ‘written contributions’ from colleagues in the sector,
who helped us to gain an understanding of the bigger picture, in terms of best practice in
inclusion (detailed in the Exploring Leadership section).

Our objective for this enquiry was to produce a useful document or tool which would support
colleagues to continue to develop this field of work. In January 2020 we met as a group for a
mini-residential in London, and began shaping our findings into the final outcome - an artist-
designed series of flash cards for individual or group reflection.

The cards and our findings were shared at the Extend residential in March 2020 in the form of
a presentation, the content of which is reflected in this report.
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Research
Survey
We created an online survey to get a clearer picture of current practice in mainstreaming
inclusion, and were pleased to receive 44 responses. Of those that responded, 18 identified
as having ‘Learning’ roles, 1 was a Museum Director, the rest were spread of curatorial, front
of house, research and development roles. Interestingly, 2 said they were artists. It is helpful
to know whose perspective we are exploring, and how these different roles contribute to the
success of inclusive action in the cultural sector. We also noted that the majority of
respondents were working in/with museums, galleries, and heritage - with the rest a mixture
of performing, outdoor and community arts. A small number were based in the education
sector, working for universities. And finally, we felt it important to recognise that the survey
had a heavy representation in England, with over 70% based in that country, and a small
number spread across the rest of the UK. This outcome motivated us to seek a wide range of
case studies from a wider geographic spread. The full survey and answers are available in the
appendix of this report, and therefore we will summarise and analyse the highlights and key
findings.

We asked our survey respondents to define the term ‘inclusion’ and received a mix of
answers:

● 29 respondents answered broadly that it meant ‘open, accessible to all, regardless of
race, gender, disability, sexuality’.

● 4 respondents felt it was about representing diverse stories, voices in your
programmes, collections, and organisation. 1 person felt it meant organisational
change.

● 4 respondents felt it was about diverse recruitment practices/ a diverse sector
workforce.

● 1 person felt it was an outdated term, and 1 defined as being the opposite of
exclusive.

The survey also invited respondents to consider who they felt was currently ‘most
marginalised’ by the cultural sector. The graph below tracks how many times particular
marginalised groups were mentioned in the answers:
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Image 2 Graph detailing # times groups were mentioned

It was interesting to see how the groups we had already identified for case studies were being
reflected here as a ‘high priority’ for the sector to address. However, of course our survey only
covers a small number of professionals’ subjective opinions. The high rating for
‘class/economic background’ for example, may be partly due to the way that the survey was
shared by an online activist group ‘Museum as Muck’ which seeks to highlight the plight of
museum workers from working class backgrounds.

We wanted to understand the prevalence of different types of activities. Are organisations
depending on short-term action rather than longer-term engagement?

A B

Engaging with calendar dates e.g. Black
History
Month, Pride etc. - 21 Votes

Targeted placements / apprenticeships
opportunities
27 Votes

One-off promotions/ events – 28 Votes Longer-term outreach projects and
programmes – 20 votes

Short term projects and interventions – 33
Votes

Co-production / community commissioning
22 votes

Table 1: Showing the number of votes received to indicate the types of activities currently being undertaken

To our surprise, the survey responses demonstrated a fairly even mix of short and long term
activities (organised into the table above as columns A and B), which perhaps demonstrates
that even within single organisations or even departments, colleagues are working hard to
meet multiple priorities and objectives, whilst still juggling the need to be pursuing next and
best practice. It is tempting to pass judgement on organisations which might be utilising what
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could be considered to be ‘tokenistic’ activity such as ‘Black History Month’ events, and our
group had some strong feelings about how these activities might be working to undermine the
more embedded work. However, through discussion we realised that a) organisations have
different priorities, budgets, capacity and leadership and b) it is our collective responsibility to
explore and support each other to develop this practice. We returned to this concept when
creating our outcomes.

It was also heartening to see that a significant amount of work is already being undertaken to
mainstream inclusion, and we hoped that this activity would continue to be built on. For this to
happen, we felt it was important to understand what barriers might be facing those who are
actively pursuing this area of work. Perhaps unsurprisingly, the most significant barrier
identified was a lack of sustainable funding, and the constraints/demands of funding bodies
who may be more interested in numbers of participants or events versus the quality of the
engagement. Related to this, the survey indicated that resources, and staff capacity were also
an issue. It goes without saying that longer term engagements by definition will require more
investment, and we would suggest that large funders who prioritise this work by making their
reporting expectations more flexible will help to lead the change. However, some respondents
noted that sector leadership was lacking, and that even where there is a desire to develop
more meaningful inclusive work - organisations, especially larger ones, take time to change.
We must recognise that elitism - the opposite of inclusion, is an entrenched issue in the cultural
sector and therefore overcoming these barriers is not an easy fix.

Image 3: ‘Word Cloud’ of responses, larger words indicate that these words were mentioned more frequently.

However, in an effort to ensure that the outcomes from our group enquiry would be useful in
addressing some element of these obstacles, we asked our survey respondents to vote on
what they felt would be most helpful.

Further funding and greater staff capacity scored highly, but we disregarded this for the sake
of our enquiry, as realistically we would not be able to affect change in this area in the short
term. However, we noted that ‘Examples of good practice’ and ‘Practical guides/toolkits’ were
also highly rated. This helped us to begin to shape a potential outcome for our enquiry
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- a toolkit for colleagues who may be potentially working to develop new inclusive
programming.

To conclude the survey we invited the respondents to think hopefully and positively about how
the sector has potential to change in the future, by asking them to consider an ‘ideal world’
where inclusion is mainstreamed and what would need to happen to achieve that. A snapshot
of those answers is below:

‘…there would be varied representation in the leadership of the sector  /
embedded inclusivity in the foundations / we would get out there / no unpaid
internships - better paid jobs. /  mentors in cultural organisations / a rethinking
of public funding and public cultural institutions  / sharing of best practice /
cultural leaders being showcased / a museum as a whole approach, not be the
responsibility of one person  / a workforce which represents the communities
we serve / a stop to being so snobbish / a focus on quality over quantity  /
more funding pots to enable orgs to plant roots / a move towards inclusion
becoming an imperative of our work rather than just 'nice to have’ / platforms
for talented people / a breaking down of barriers / co-production of meaningful
programmes / participant-led practice/ more working in communities  / more
resources / people working in the museum more like the average person in the
area, so that people feel that culture is ‘for them'...’

Museum Hour
Museum Hour is a weekly twitter event, in which different individuals and organisations discuss
current issues across the museum sector. Museum Hour is mostly UK centric in terms of
discussion, but has grown to a point where some international voices are heard. Museum Hour
offers a one-hour ‘slot’ to pose questions to colleagues working across galleries, museums
and the broader heritage sector. In October 2019 we were given the opportunity to use the
one-hour slot and undertake a scoping exercise for our group enquiry.

We asked 12 questions:
1.What does inclusion look like?
2.Why does inclusion matter to you?
3.Where have you seen inclusion done well?
4.Do you look for a ‘special project’?
5.What happens post-project?
6.How do you identify community needs?
7.Is inclusivity part of your mission statement?
8.Who decides who you work with?
9.What kind of language do you use?
10.How do you say goodbye?
11.Who is already included?
12.Do you have any ‘easy wins?’
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From our discussion, it was clear that the museum, gallery and heritage sector cares deeply
about inclusion. The answers were enlightening and interesting, with many coming from a
heartfelt emotional place and others thinking about inclusion from a practical perspective.

Some key findings were:

 Inclusion should be embedded throughout organisations; it is the responsibility for all
departments to foster an inclusive atmosphere - not just learning and outreach teams.

 Relationships are key to inclusive work; organisations should be prepared to have
active conversations with communities and be prepared to listen to what they had to
say. Asking, talking and listening were the key actions described by the cultural
professionals who took part in the conversation.

The pros and cons of short-term projects were discussed, with many feeling that they were a
stepping stone to becoming more inclusive. What struck us was that cultural professionals did
not want to discuss how to manage the - ideally temporary- farewells. Without a managed exit,
a short-term project will appear to be tokenistic no matter how well-intentioned it was.

Our discussion was rounded off by asking about ‘easy wins.’ Inclusion can appear to be a
monolithic issue to face, but there are simple actions that can be implemented to create a
more inclusive atmosphere. Initially this question was met with “it isn’t supposed to be easy” -
an interesting take, why isn’t it? - but soon we had simple and practical responses; from
reconsidering hand-dryer options to implementing larger font sizes in exhibitions. Inclusion
can be done through incremental changes, and considered tweaks to buildings rather than via
learning and outreach projects.

What came through from the discussion was the need for action rather than discussion. It was
clear that inclusion is a topic that is emotive for those working in this sector, but there was a
concern that unless action is taken, we will still be having this conversation in years to come.
There is a fear that unless something is perfect, it will be subject to criticism and this fear is
preventing organisations from making changes.

Case Studies
Each group member focused on creating two case studies, which are summarised here -
with additional supplementary information included in the appendix.

Darshana Vora:

1) Integrating Asian voices in “Queen Victoria: Woman and Crown”, Kensington Palace.

For ‘Queen Victoria: Woman and Crown’ at Kensington Palace, (2019-2020) the inter-
generational community engagement programme was conceived as an integrated curatorial
intervention to challenge and embed voices from the British-Asian diaspora within the fabric
of the exhibition. The engagement began at the exhibition’s early stages. The community
engagement consultants recruited student participants from an open call at King’s College and
selected other creative professionals from the South Asian diasporic communities and local
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cultural centres from the borough of Kensington and Chelsea, who in some way connected to
the history of Empire in India.

Through ten weekend sessions, the groups were led through artefacts, historical narratives,
curatorial thinking and the exhibition brief and further trained to produce poetic text outcomes
for their chosen display artefact from Queen Victoria’s collection.

Integration of this poetic content prominently alongside the exhibit labels gave due respect
and value for participant ’s contextualisation and provided a unique emotional insight to the
exhibits.

Image 5: View of ‘Queen Victoria: Woman and Crown’ case study presentation slide, Darshana Vora

2) Embedding Diversity in Tamasha, London

Tamasha, in London, is a diverse cohort of bold and playful theatre makers, foregrounding
emerging and established artists from culturally diverse backgrounds. Championing diversity
and inclusion through access to the arts, Tamasha is unique in embedding its practice into the
community both at its source and outcomes.  Furthering dialogue of an emerging, changing
culture through its young writers, it is unique in its ethos, grassroots activism and cultural
celebration. Bridging creativity by partnering with schools, universities and larger arts venues,
Tamasha works to empower and inspire, creating change and gaining support from the
communities it reaches.

Tamasha's model empowers drama teachers to work with all students by giving each language
and cultural context in the classroom the same currency. It's a model that builds confidence,
promotes dialogue and cultural understanding, and produces mature, multi-lingual devised
performances. Its innovative programme in schools and colleges embed playwrights to create
socially engaged plays co-created with schoolchildren.
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Hannah Gaunt:

3) Embedding BSL at Horse and Bamboo

Horse and Bamboo Theatre have created and commissioned accessible performances over
the last 40 years with a focus on family friendly visual theatre using puppetry and masks. After
listening to feedback from a deaf member of their board of directors, Ayesha Gavin (Ayesha
Communications), the team were keen to move beyond the ‘token’ accessible theatre model
of BSL interpretation or subtitles which sit alongside a performance but which can distract from
the action on stage.

When they started to develop “Suffrajitsu”, a new play written by Ruthie Boycott-Garnett which
would explore the relationship between the Suffrage movement and martial arts, they knew
they wanted to embed British Sign Language into the performance itself by working with
Ayesha and her interpreter. As the performance developed, the team devised an ingenious
way to present British Sign Language on stage throughout the show - by recording the actors
signing their lines for the entire script and then integrating screens in the staging to display the
footage. This freed the actors up to use their bodies in the performance for movement and
puppetry, whilst not side lining the BSL from the action. The response from deaf and hearing
audiences alike was overwhelmingly positive, and the show was able to complete a tour of the
North West. Ayesha Gavin recently took on the role of Chair within the board of directors,
ensuring that accessibility will continue to be a core component of the company’s work.

4) Developing the South Asia Gallery at Manchester Museum

As Manchester Museum embarks upon a major capital expansion, they are placing the
heritage of their neighbours - the local South Asian community, at the heart of their plans. A
new South Asia Gallery, which has been shaped and informed through an in-depth and
sustained collaboration with a group of community advocates, will celebrate and share the rich
and diverse history and culture of the community, bringing their voices into a museum space
which traditionally may not have told their stories accurately or appropriately.

Key to the success of this development programme has been the creation of a group of
community collaborators - who were brought together at the early stages of planning, and
have remained involved and integral to ongoing designs for the space and its collection -
including exploring architectural decisions and supporting the museum team with acquisitions
and interpretation. The approach demonstrates a collaborative model in which partners are
respected as experts in their own lived experience. It is hoped that the new South Asia gallery
will ensure that the museum is accessible to the community, as well as providing an important
space for cross-cultural dialogue and learning.

Jack Shoulder

5) Towner Art Gallery’s LGBTQ offer

Initially the gallery had a couple of LGBTQ programmes being developed in isolation; with their
film curator developing a Queer Film season while the learning team were researching the
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collection to produce LGBTQ tours. Through a serendipitous conversation we were able to put
together a joined-up offer that met the needs and wants of the local LGBTQ community.

The project addressed several key issues:
It addressed the erasure that LGBTQ+ artists face once their work has been collected – the
research undertaken by Jack encouraged curatorial staff to explore the collection and further
additions to the collections through this lens.

The knowledge developed and subsequent tours that were delivered addressed a gap in the
public offer; they were programmed to enrich the film offer and created a joined-up approach
to the public which incorporated several aspects of the gallery’s activities.

The community work positioned the gallery as an ally to the LGBTQ community through
actively supporting our local Pride rather than using it as a marketing tool. We supported
Eastbourne Pride through participating in the march and were able to add value to Eastbourne
Pride by providing an artist-led activity which was in keeping with the aims of the event. Our
social and political clout added weight to the event which helped the Pride committee when
they faced resistance from the local authority.

We were able to build on this in 2019 through our support of a Youth Pride – which again, met
with resistance from the Local Authority. At the time of writing, the Youth Pride is due to be
celebrated in 2020.

It became clear that even in smaller organisations there was siloing of activities, which could
have led to disjointed activity. The work was well-received and the gallery developed a local
reputation for being a leader in LGBTQ work. Although this work is most visible during LGBTQ
History Month and Pride season, it carries on at other times of the year.

6) English Heritage: Queer Walls

In summer of 2019, English Heritage ran their first late event, and first queer event. An evening
event at a 1930s art deco mansion, designed by queer architects Seely and Paget, with
entertainment including all female LGBTQ choir, Noel Coward cabaret, and inclusive swing
dance lessons.

English Heritage wanted to highlight the queer history of Eltham Palace, which has largely
been undiscussed. Eltham was designed as a party house so we saw it as a great opportunity
to engage with a more diverse audience, that we know exists in London, but is not our core
audience. The dancing and the cabaret spoke to the Palace’s partying past.

English Heritage felt they were not doing enough to celebrate Pride, nor shout about the queer
histories of their sites. They plan to roll out their support beyond this pilot event and to learn
from the event to improve subsequent LGBTQ programming. Inclusion is a process, but one
that needs to begin in order to develop and improve no matter the size of your organisation.
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Madeleine Conn:

7) “The Long Way”, Glasgow Museums

Glasgow Museums, through the Community Engagement Programme of the Burrell
Redevelopment Project, have worked with 10 community groups to co-produce interpretation
of the Burrell Collection. In conversations with Jo Meacock, British Art Curator, Allison
Whitehill, Community Engagement Manager and Lucy Armitage, Digital Learning and Access
Curator, it was apparent how, across the organisation, there is a clear understanding of how
the voices of marginalised groups enrich and develop the interpretation of the collection,
enabling a depth of understanding through meaningful engagement.

This is particularly apparent in “The Long Way” interpretation, which centred on working with
asylum seekers and refugees to interpret two paintings depicting refugees. The Community
Engagement team worked with a group from the Maslow’s Community shop in Glasgow, an
organisation that provides clothing, food, household items and English classes for asylum
seekers and refugees. The group worked with poet Tawona Sithole to develop their creative
writing skills in response to the paintings, creating work in both English and their own
languages (including Arabic, Farsi, Kurdish and Amharic) in response to the paintings. Their
writing forms part of the interpretation of the paintings, and provides a profound, lived
understanding of the experience of the subjects of the painting, which will enable audiences
to relate to the contemporary experience of forced migration.

8) Connecting Communities Programme, Fruitmarket Gallery, Edinburgh

The Fruitmarket Gallery Connecting Communities Programme has established a long-term
co-production model with young people from socially and economically disadvantaged
backgrounds through both their Youth Programme, working with young people who are NEET,
from BAME communities, have experience of mental health issues, Asperger’s or Autism; and
through their SmART Thinking Schools Programme, working with two secondary schools in
socially and economically deprived areas of Edinburgh. In conversations with Tracy Morgan,
Community Engagement Manager, it was apparent how good partnership working with the
right organisation was key to successfully developing the relationships with the young people.
Fruitmarket worked with Access to Industry, who provide training and employment
programmes for NEET young people. Over a ten week project, young people are each
supported by their case worker. This is a vital part of the project which ensures that vulnerable
young people with complex life issues are supported throughout.

There is an understanding by the gallery of the importance of the relationship with young
people developing over time. Participants build up to a gallery visit at the Access to Industry
centre, a familiar environment in which they can develop their understanding of and vocabulary
about contemporary art, in order to feel confident in a potentially alienating space. Participants
worked with Screen Education Edinburgh to co-produce work which is exhibited at
Fruitmarket. The project is a springboard for young people to develop their creativity and
independence, with many participants going on to further study. Several participants have also
developed relationships with arts organisations e.g. Lyceum Theatre through the project, and
one youth trainee has programmed a film event at the Fruitmarket as part of Africa in Motion
Film Festival, highlighting the reciprocal relationship between participants and the
organisation.
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Exploring Leadership
Alongside the development and research of our chosen case studies, we uncovered a wide
range of good practice which we felt would add value to our enquiry. To highlight this, we have
included written contributions from invited individuals who are working to push best practice in
the area of inclusion.

1) Becky Waite, Blue Room Facilitator, The Bluecoat, Liverpool

Inclusive Routes to Critical Thinking

Blue Room is Bluecoat’s inclusive arts group supporting learning disabled artists to engage
with and contribute to contemporary arts and culture. The Blue Room model is based on
immersion in the gallery’s programme through direct experience of the work, followed by
discussion of themes, sharing creative ideas and supported creation sessions tailored to the
particular interests of the artists. At the end of each gallery season, Blue Room artists are
supported to reflect on their work and document this process in portfolios.

We are currently developing resources to support Blue Room artists to engage with the
process of critical thinking about their own work and the work of others. In order to break this
down into an accessible framework that encourages artists to have ownership of reflective
processes whilst helping the facilitators and staff who support them, we have divided the
process into four stages ‘Describe’, ‘Interpret’, ‘Analyse’,and ‘Decide’

● Describe - Choosing a title for your work, thinking about the materials and
techniques you have used.

● Interpret - A visual or written Artist’s Statement. What is the story behind your
work? What would you like to tell others about your ideas and how you made the
work?

● Analyse - Which creative skills have you developed? (Blue Room artists break this
reflection down further into ‘The Five Creative Ways’)

● Decide - How do you feel about your work? What did you find difficult? What would
you do differently next time?

Some artists will directly write or draw their thoughts onto the paper resources, whilst others
may receive support from staff to document the conversation. It is hoped that the framework
enables a more nuanced approach to supporting individuals to express their ideas in different
ways.

Each artist is offered the opportunity to share their reflection with the rest of their group in an
artist’s talk including sharing a design of how they might install their work in a gallery. The
value of the time and focus invested in reflecting on the work is shown in the level of detail
and individuality documented in the portfolios. These act as a visual aid and prompt during the
talks enabling a much richer and in-depth exploration of the artist’s ideas than an ‘off the cuff’
sharing might otherwise provide. Through these moments of sharing we aim to empower Blue
Room artists to gain confidence in expressing their ideas and views. Though art may be the
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entry point, it is hoped that this approach will lead to increased self-advocacy in the artist’s
lives beyond the studio.

Image 6: Artwork by Blue Room Artist, Jane Walsh

2) Vicky Sturrs, Head of Learning and Civic Engagement at Baltic Centre for Contemporary
Art, Gateshead

So much of what we do in gallery learning is built upon relationships. Working with people is
very much about finding a connection, a shared interest, a common goal and focusing on that
as a starting point for any further collaboration. Acknowledging that relationships are built on
slow, nurtured and ever-growing trust that can take years to establish is helpful to manage
expectations internally and externally.

Often people have misinterpretations of big cultural organisations particularly or have a past
history with us that’s been disappointing, and acknowledging that, listening and learning to
what can sometimes be really uncomfortable conversations is so important.

What we’ve tried to practice over the last couple of years at BALTIC is this idea of mutual
exchange. It’s easy to go into a relationship wearing ‘big boots’; with an idea fully formed and
wonder why it’s not being enthusiastically received or consistently embraced. Conversely, I
think entering into new conversations with a totally blank page can be as equally unproductive.
Valuing the principles of mutual exchange, or reciprocity, acknowledges that we’re all bringing
something to the metaphorical table; lived experiences, ideas, knowledge, skills, expertise,
platforms; and it’s from the catalyst of this collection that we can collaborate and grow
something unique together.

I don’t think any of this is new or revolutionary, we’re not the first to do this by any means -
probably quite late to the party, in fact – but reciprocity is incredibly powerful. We talk a lot at
BALTIC about becoming a better neighbour and what that means. The world has changed,
and continues to rapidly evolve, and the time to lend cups of flour, sugar and eggs is
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irrevocably here. It’s reassuring to know that as a programme, a team and a wider
organisation, our shelves feel stocked and ready.

3) Dr Jade French

Jade French is an arts and museum professional and practice-led researcher whose research
interests emerge from practical experience of running inclusive and community-led projects in
museums and galleries. French’s research broadly examines curatorial and museological
practices in the arts and the evolution of the relationship between museums and communities,
and over the past five years this has focussed on devising applied methods to enable public
participation in the shaping of exhibitions, collections and artist commissions. French has
particular expertise in collaborating with learning disabled people within the cultural sector,
underpinned by experience in disability advocacy and social care roles. She is currently
teaching and research in the School of Fine Art, History of Art and Cultural Studies at the
University of Leeds.

Inclusive Curating

Recent decades have witnessed a radical re-examination of the gallery’s role, purpose and
responsibility in society. Traditional concepts of what a gallery is and how it should operate
have been met with new intellectual, social and political concerns regarding the legitimacy of
specialised knowledge, bias in interpretation and display, and the gallery’s potential civic
purpose. Underpinning these shifts in practice is a gradual development of more inclusive
ways of working. Yet, this heightened attention to inclusion has revealed a stark lack of
diversity amongst those in key decision-making roles. Curating plays a central role in how our
shared culture is constructed, portrayed and legitimised; but studies show there remains
significant underrepresentation of people from diverse backgrounds in curatorial roles across
ethnicity, class, disability, gender, health, race, religion, socioeconomic status, and sexuality
to name but a few.

A key challenge is how we as a sector move beyond simply advocating for marginalised
groups and individuals to be decision makers, to instead creating tangible space and
opportunity for self-representation whereby diverse voices and practices are valued and
visible. My own work over the past ten years has attempted to address this gap through
focussing on the development of applied methods to enable underrepresented groups -
namely learning disabled people - in the curation and commissioning of contemporary art. The
method I devised titled ‘inclusive curating’ is a process that enables groups and/or individuals
to curate with the guidance of a facilitator that breaks curating down into a series of five steps,
drawing on self-advocacy practices. This attention to process results not only in curating
becoming more usable by a greater number of people, but also creates greater opportunities
for transparency and rigor. Subsequently, when process is the focus and power is shared, we
contribute new ways of understanding how our cultural spaces can become democratized.

As the art and cultural sectors face increasing pressure to be inclusive, I speculate that we are
in fact entering the age of the facilitator. Facilitators are central to inclusive curating and my
research findings suggest that they could be the key to unlocking powerful change towards
inclusion. Yet, historically facilitators have often been undervalued in the gallery and museum
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workforce; presenting an exciting area for growth in both practice and research within our
sector.

For more information, see Jade French’s book ‘Inclusive Curating in Contemporary Art: A
Practical Guide’ published by Arc Humanities Press out 30th April 2020.

We also secured further insight through interviews with prominent thought leaders in
the cultural sector:

4) Margaret Middleton

Margaret Middleton is an exhibition designer. She develops thoughtful, playful learning
experiences for people of all ages. Margaret is a speaker and consultant advocating for the
inclusion of families of all kinds in mission-driven organizations. She is passionate about the
intersection of museum work and social justice movements.

Your work in exhibition design for multi-generational audiences and have written
extensively on inclusive practice, particularly inclusion with LGBTQ audiences and
LGBTQ families – what motivated you to start this work?

I began my museum career in children's museums and as soon as I felt secure in my place in
the institution and the field, it felt very natural to take my queer activist mindset to work with
me. As a queer person, I notice when my community isn't represented or included and I'm an
industrial designer by training, so I'm also a problem-solver. As I began using industry
publications for my own professional development, I saw the opportunity to speak directly with
other practitioners by writing articles and publishing resources, like the Family Inclusive
Language Chart.

One of your most-well known resources is the Family Inclusive Language chart – how
do you approach creating resources that encourage inclusion? How would you
describe the effect this has had on the organisations you’ve worked with and the people
they’ve worked with?

My time as an in-house designer has been spent in roles with very little institutional power. I
know what it's like to want to create change but not feel empowered to do so. Bureaucracy
and funding are two of the biggest hurdles to change-making in our field. I created the Family
Inclusive Language Chart to be immediately actionable by anyone at any level of the
organization for free. You don't need a grant and you don't need permission from anyone. The
concepts behind the Chart are simple, but that doesn't make them insignificant: neuroscience
studies have shown that the language we use can affect the way we think and see the world.
Language really is a powerful tool for inclusion.

In your paper The Queer Inclusive Museum, you talk about museums building empathy
– how would you describe the emotional impact on seeing the queer experience
reflected in a museum? What kind of impact do you think this might have on a family
visit?
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When I created the children's photography exhibitions American Family, about a family with
lesbian moms, and Mimi's Family, about a family with a transgender grandmother, I was
thinking mostly of the visitors whose families resembled the ones in the pictures. Research
shows that lesbian, gay, and bisexual museum visitors are negatively impacted by not seeing
their identities and experiences reflected in museum content. Anecdotally I can say that queer
visitors and visitors with queer family members expressed their excitement to see families like
their own in the museum. According to research by Wilkening Consulting, 1 in 5 regular
museum-goers (described as visiting museums three or more times a year) report that visiting
museums has given them a greater awareness of others. Museum visitors want to learn new
things. There is also research that finds a strong correlation between awareness and allyship.
By introducing straight and cisgender visitors to queer people, even if they are in pictures in a
museum exhibit, I believe we are helping visitors gain familiarity and inspiring them to allyship.

In your work you’ve seen museums grow and change and adapt to what audiences want
to see – have you noticed a shift in how museums approach the stories they tell? And
whose voices they share and amplify?

I am pleased to see more museums celebrating LGBTQ anniversaries like Stonewall 50 and
creating temporary exhibitions and offering programming on queer themes for Pride month. I
hope to see museums take that momentum and also begin integrating queer narratives
throughout the museum, especially in the permanent collection. There is a trend for museums
to off-load interpretation of marginalized histories to members from the specific minority
community, often for little to no pay. While I appreciate the democratization of the interpretive
process and the acknowledgment of non-academic expertise, this is a clear departure from
the way other topics are interpreted in the museum which has an otherizing effect on the
community in question and sends a message to visitors that the permanent staff are
uncomfortable with the topic. It is important for museums to prioritize hiring permanent staff
with queer expertise and connections to queer community and culture.

In an ideal world – how would you like to see museums, galleries and other cultural
sites work with a LGBTQ audiences? How would you like to see them encourage
intergenerational LGBTQ experiences?

Art and history museums continue to focus on a primarily adult audience. Some museums are
creating galleries and programming for families, but I would love to see them embrace
multigenerational experiences throughout the museum in a more holistic way.

5) Dan Vo

Dan is a freelance museum professional who specialises in unlocking LGBTQ histories. He
founded the V&A’s award-winning LGBTQ tour programme and has gone on to develop
LGBTQ content for the University of Cambridge museums and National Museums Wales. Dan
promotes diversity, equality and inclusion in the museum sector as a Museums Association
'Transformer', a fellow of the Royal Society of Arts, a member of the Historic England Expert
Advisory Group, a steering group member for the Pitt Rivers Museum 'Beyond The Binary',
patron of LGBT History Month, an advisor for Queer Britain, and as a Stonewall 'BAME / PoC
Role Model'.
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As you lead a tour, you’re speaking directly to people about objects that might have a(n
unexpected) resonance with them. You get to see how people react to these objects
and these stories – how would you describe the emotional impact these stories have
on your audience?
Sometimes people are quiet but interested in what you’re saying, other times the mood can
be a lot more like a party. On one tour we had a mother and daughter who bubbled over with
excitement.  We talked afterwards, the mum said “When my daughter  first came out to me, I
wasn’t in a good place at that time, so I wasn’t very accepting of it.” But that has changed to
the extent that, as Harriet points out, the V&A visit was entirely her mum’s idea. “I just want to
educate myself,” Zoe says.

“Once you start seeing it, you see it everywhere. Sculptures, paintings … and you just go,
how come I never noticed this before? It’s all there, but it’s all been stifled – it’s all been shut
up. It’s so life-affirming. You know, she’s my daughter, I love her, I want her to be able to
live in a world where people accept her for who she is.” We can see an incredibly positive
emotional impact.

The tours have become a real fixture in V&A’s calendar and have attracted over 5000
attendees since they launched. How would you describe the impact of running them
regularly – rather than just as LGBT History Month and Pride Season ‘specials’?
Would it be fair to describe the tours as embedded within the V&A’s cultural offer?
All the LGBTQ Tours are delivered by volunteers, but the staff at V&A were very supportive of
what we are doing. There’s an active LGBTQ working group that the volunteers can participate
in. The group share research and help ensure that LGBTQ voices are present in the museum.
Dawn Hoskins and Glynn Christan who were involved in supporting the tours from the start
have said ‘As museums do more to recognise LGBTQ histories, I feel the previous lack of
content and recognition becomes even more glaringly apparent and disappointing.’

Dawn believes the tour will go some way towards mitigating this. ‘We are helping to convey
that there are queer objects, histories, research, experiences to be found within the museum
all year round.’ The all year round is an important part of the message – LGBTQ people don’t
go away when the Pride flags come down.  Exhibitions and events can make a big splash, but
they are fleeting. The tour will prove that gay and lesbian people are always close to the heart
of the museum. As Glynn Christian puts it: ‘I find that quiet discussion and dignified example
has always won over noise. Such unquestioned presence has the potential to bring more light
more easily to current issues of gender and sexuality.

Museums, galleries and places with institutional power have in the past have silenced
the voices of the communities whose stories they are trying to tell (whether intentional
or otherwise) – how do you and your team respect the voices of the LGBTQ community
on your tours? How do you give voice to the voiceless?
The guides on the LGTQ tours often identify as part of the community, and so are using the
museum as a platform to be heard and to share stories that they find powerful. We think
carefully about the words we use and how we frame thing so as to not cause offence. This
goes from using the word ‘queer’ to thinking about cultural sensitivities around objects.
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When choosing objects to talk about; our criteria is quite simple; the creator is queer, or it
could be the object itself depicts a queer subject. The third and most important one is that it’s
something the community may have taken on board as part of their story. You can look at an
object and think there’s something about this that I connect with. And more often than not it
turns out that there is something [LGBTQ] there. There is definitely a quality that sort of
vibrates across history to reach out and touch you

What would you like to see in an ideal world?
Tours like these are important for the future of museums. It makes them relevant and people
want to see themselves reflected in collections. We are already seeing other museums
exploring LGBTQ Programming, I’m working with University of Cambridge Museums on their
Bridging Binaries tours and the team at V&A have helped train the volunteer team of guides
for the British Museum LGBTQ Tours.
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Outcomes
In January 2020 we came together again as a group to analyse our findings and discuss the
next steps, as we looked forward to producing an outcome together. After sharing our case
studies, we mapped the emerging learning together.

Image 7: A pictorial representation of mini-residential mapping exercise, presentation slide.

Through this process, some keywords began to emerge. Initially we articulated these as:

- Embedded, that is to say the practice of ensuring that the inclusive activity was a
core part of the organisations work, sustainable and long term by design

- Transparency, as the approach - open and honest, with mutual sharing and
understanding.

- Collaboration, as a method of working - as opposed to dictatorial, one-sided, perhaps
conventional ‘participation’ activities.

- Voices, again returning to the theme of our enquiry - the best practice we uncovered
were, often literally, including the voices of others in both process and outcomes.

In considering how these words might form into a useful toolkit - the idea of flash cards
emerged. We envisioned how the words themselves carry some power, and might be a tool
for professional reflection and growth. We were also inspired by the notion of the playing card,
or the tarot - where the images alongside a word imbue further meaning, and thus this also
provided us with an opportunity to commission an artist to design artwork.

The words began to be refined further, as we considered how the cards might be used. We
conceived of a series of 4 double sided cards. We anticipated that these cards would visually
represent the 4 words - or elements of practice we have uncovered, with a further
‘complementary’ word on the cards’ other side.
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Whilst not designed as opposites, we hoped that the double-sided card pairs would encourage
the user to extend and push their reflection by considering the differences between the two
principles or approaches. It was helpful to think of the pairs as ‘two sides of the same coin’ or
two steps along the same journey. This notion reflected our learning from the initial research,
which highlighted the mixture of practice currently taking place. We envisioned that the cards
will be shared alongside a toolkit ‘user guide’ which will include prompts to aid with learning
and understanding.

After some discussion, our final list of word pairs for the cards were:

1. Advocating - Empowering
2. Allied - Relational
3. Welcoming - Transparent
4. Participatory - Collaborative

We provided these words, along with suggested interpretations as part of an artist brief,
circulated through Engage, ArtsJobs and across Social Media. We received over 20
applications, and the final choice was selected based on a scoring system looking at their
suitability and experience - with extra points if the artists identified as being from marginalised
communities. The artist selected for the commission was Carolina Cancanilla, and we were
pleased to also offer our second choice Lauren Morsley the opportunity to design the User
guide for the cards.

SIDE A SIDE B
ADVOCATING EMPOWERING
Cultural organisations using their own position/
visibility/privilege to raise awareness about
issues and stories on behalf of marginalised
groups.
Some areas of the programme, or space within
the venue is dedicated to this work.

Cultural organisations support marginalised
groups/individuals to take a seat at the table and
represent their own issues/stories. Might involve the
Cultural Organisation sacrificing their own
place/power to make room for more diverse voices.

ALLIED RELATIONAL
Cultural organisations form partnerships with
groups who are able to work with them towards a
shared goal. Might be working together on a
particular project/ event relating to the groups
needs/interests (e.g. Black History Month, Pride).
Tends to be short term and outcomes focused.

Cultural organisations and groups form longer term,
mutual and trusted relationships in which they
support each other throughout a variety and projects
and programmes. The activity is sustained and
focused on creating meaningful activity with a
deeper impact.

WELCOMING TRANSPARENT
Organisations are equipped, trained and
prepared to welcome individuals from within their
community who may experience disadvantage,
additional needs, or face barriers to
engagement. They actively create an
environment which is friendly, open and
appealing to a range of groups.

Marginalised groups/individuals take an active role
in the organisation and are able to
shape/inform/criticise the cultural organisation using
their own experiences and expertise. The processes
and plans of the organisation are shared openly,
and constructive questioning/ challenge is
welcomed.

PARTICIPATORY COLLABORATIVE
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Marginalised groups are invited to participate in
projects and programmes at the Cultural
organisation. This might include working on an
artistic project for example or taking part in a
mass-participation event.

Cultural organisations and groups work together to
design and plan activities from beginning to end,
sharing expertise and experience as equals.

Table 2: Details the words and descriptions included in the artist brief.

The artist responded by creating 8 high quality, thought provoking images, which were then
reproduced at 4 double sided cards, and shared at the Extend Residential in March 2020 (see
appendix 1).

Alongside the cards, we created a simple ‘User Guide’ (designed by Lauren Morsley), which
provided simple instructions to support colleagues to use the cards as a reflective tool (see
appendix 2).

To recap, our group enquiry investigated how learning colleagues can lead the cultural sector
by developing inclusive practice models which embed the “active voice” of the marginalised
communities they serve. We sought to understand current approaches, whilst also looking for
outstanding examples of ‘best and next’ practice. We uncovered inclusive practice principles
and created a reflective tool to encourage colleagues to develop on their own practice in
relation to these. It is vital that the cultural sector seeks excellence in our inclusive practices
by ensuring that marginalised communities have an active voice within our organisations and
programmes.

Our outcomes will be of interest to professionals in learning, education and community
engagement roles especially those seeking to embed inclusive practice across their
organisations.

The key learning from our Group Enquiry has been that a flexible approach is needed for
inclusive work to have value. Context is important, the starting point should always be an
understanding of who the community is. Mainstreaming inclusive practice can’t be
meaningfully achieved through a continued reliance on tokenistic activity. The best practice
examples we found were:

- Empowering marginalised groups/individuals to take a seat at the table and
represent their own issues/stories.

- Relationally building mutual and trusted relationships with groups in which they
support each other throughout a variety and projects and programmes.

- Transparent in their processes and open to criticism
- Collaborative, co-designing and planning activities from beginning to end

These principles were embedded into our outcomes:

- 4 double sided ‘provocations’ A6 cards and A4 guidelines.
- Presentation at Engage residential (powerpoint slides available)
- A report documenting the desk research that informed the cards, including

interviews, case studies and links to articles, presentations and talks.
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Conclusion
In completing our research into how learning professionals can lead the arts and cultural sector
in embedding the “active voices” of the marginalised communities they serve, we are
encouraged by the insight, enthusiasm and passion of learning colleagues in a diverse range
of organisations across the UK. However, it is clear that working towards an inclusive sector,
in which marginalised communities have an active voice, is an ongoing and evolving process,
and we hope that in presenting our research through this report, and in the creation of our
“Provocations for Inclusive Practice” cards, we can actively encourage colleagues to reflect
upon, and develop their own practice, and to lead beyond their influence to embody the key
principles of “next” practice that were identified through our research:

Empowering:
Ensure a diversity of voices by empowering groups/individuals to take a seat at the table and
represent themselves.

Relational:
Actively developing long-term, mutual and trusted relationships with groups in which
participants support each other to create projects and programmes which are sustained and
have a deep impact.

Transparent:
Organisations are transparent in their processes, and open to being challenged and shaped
by the active involvement of participants.

Collaborative:
A collaborative, co-designed approach in which expertise and experience of all is considered
equally from the beginning and throughout engagement.
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1. Card designs by Carolina Cancanilla
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2. User guide designed by Lauren Morsley

3. Links for further study, collated from Initial Research Phase

ARTICLES

Social Spectrum:

http://colouringinculture.org/home

https://le.ac.uk/rcmg/research-archive/catalyst-for-change

https://le.ac.uk/~/media/uol/docs/research-centres/rcmg/publications/catalyst-for-

change.pdf?la=en

Refugee and Migrants:

https://news.artnet.com/art-world/metropolitan-museum-world-refugee-day-1578346

https://mif.co.uk/whats-on/school-of-integration/
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https://news.artnet.com/exhibitions/tania-bruguera-school-of-integration-1608730/amp-
page?__twitter_impression=true

https://www.museumsassociation.org/museums-journal/q-a/24012019-q-and-a-multaka-oxford

Diversity:

https://www.dazeddigital.com/art-photography/article/44553/1/how-art-organisations-can-be-

more-diverse-according-to-the-white-pube

LGBTQ:

file:///C:/Users/User/AppData/Local/Temp/prejudice-and-pride-1.null

Saviour complex:

https://thecreativeindependent.com/guides/how-to-think-differently-about-doing-good-as-a-

creative-person/

https://www.socialvelocity.net/2018/02/28/the-danger-of-the-nonprofit-savior-complex/

https://www.psychologytoday.com/gb/blog/the-high-functioning-alcoholic/201702/the-savior-

complex

Tokenism:

https://www.ngv.vic.gov.au/explore/collection/artist/30568/

https://www.ngv.vic.gov.au/explore/collection/work/131735/

https://www.artsprofessional.co.uk/news/npos-accused-condescending-attitudes-towards-creative-

people-and-places-partnerships

Decolonizing:

https://hyperallergic.com/511683/decolonize-this-place-after-kanders/

Disability:

https://disabilityarts.online/magazine/opinion/museums-move-richard-sandell-exceptional-

extraordinary/

Marginalized, Vulnerable or Privileged groups:

https://www.theguardian.com/sustainability/blog/diversity-sustainability-csr-hr
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https://www.corwin.com/sites/default/files/upm-binaries/9590_019859Ch9.pdf

Meetings/Workshop Groups:

https://autograph.org.uk/events/rights-in-focus-network-september-2019

YOU TUBE VIDEOS

https://www.ted.com/talks/susan_cain_the_power_of_introverts?language=en

https://www.youtube.com/watch?v=roNHH6ESH6w

https://www.youtube.com/watch?v=XsNPlBBi1IE

http://isismagazine.org.uk/2015/06/tokenism-or-representation-people-of-colour-in-the-

uk-arts-scene/

https://www.ngv.vic

ESSAYS

The art of Inclusion = Helen Jermyn

Position or no position? Sophie Leighton

https://www.kcl.ac.uk/cultural/resources/reports/changing-cultures-report.pdf

https://ntcreativearts.com/2014/11/creativity-leadership-introverts/

file:///C:/Users/User/AppData/Local/Temp/louise-govier-clore-research-leaders-in-co-

creation.null

TOOLKITS FROM OTHER RESEARCH BODIES:

https://www.artworksalliance.org.uk/knowledge-bank/

https://inclusion-toolkit.com/

https://static1.squarespace.com/static/5ce7a7cc0ec8b300019b76b8/t/5e29aba90199a14a2

29562cc/1579789226532/Bridge-Worksheets_Linguistic-Cultural-Inclusion.pdf

https://jerwoodarts.org/projects/weston-jerwood-creative-bursaries-2017-19/toolkit/
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4. Collated Survey Responses
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5. Collated Museum Hour Responses
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6. Telephone Interview with Kristine Landon Smith, Founder member and Director, Tamasha London,
(Transcription,29 Nov 2019)

Tamasha was formed in 1989 by director Kristine Landon-Smith and actor / playwright Sudha Bhuchar with a
mission to bring contemporary work of Asian influence to the British stage.

KLS: Kristine Landon-Smith

DV: Darshana Vora

DV:

Whilst looking at the issue of whether marginalized voices are given adequate representation in arts organisations,
I wanted to explore the question from a slightly different angle – i.e. what the challenges faced by niche
organisations, say for example, Tamasha, are, in becoming mainstream.  I consider you a Thought Leader in that
you have understood this problem in a very different way, a long time ago, and have actually worked at it from the
grassroots and have addressed it not from its’ label value, but actually worked on it, with people, and you continue
to do that as far as I understand your ethos.

KLS: Yes

DV:

I wanted to have a first-hand insight from you, about your experience and what you want to say about your way of
working which I find empowering. Am I right in assuming these things, and would you like to add to it?

KLS:

It’s a big question.  The things is, it is right, because Tamasha began because me and Sudha being completely
Indian, and me being mixed heritage but having a strong connection with my Indian background, we both
acknowledged it at that time, the lack of any stories being told of the contemporary arts practice, anything being
told from the Indian perspective was still with a style, slightly folkloric, or classical, so we set up Tamasha to tell the
stories of the broadest Asian diaspora we could, and contemporary Asian stories which weren’t being told.  But
when we set up, we had not fully understood the level of exclusion, and we were young and learning on the job,
and because of this, we didn’t call people out, but now, people do call people out, and there’s a lot of language
around it, but it took us about 26 years – it took us that time to be taken seriously, to build a community of artists,
to build a canon of work and to build an audience for that work.

So, you’re right – grassroots and on a daily basis, we totally understood the resistance and what it meant, and how
hard we had to work and how we had to keep fighting the fight and in a way, when we left, because we were a
founder member company, a lot of founder member companies say, the company is our personality, so, that’s it,
thank you for the funding but we don’t want to go on, but we felt that in the BME sector, that level of funding that
we had achieved, which is now about a million every three years, you would never get another BME company
coming from an Asian perspective get that sort of funding, you wouldn’t get it now in these days, so it was very
important that the company stayed in existence. And towards the end of my tenure there (I left after 23 years) I was
opening up the practice to include any marginalized voices, which moved away/beyond just the Asian/south Asian
diaspora. It starts to say’ hey look, any marginalized voices - Tamasha is the place to come’, and Tamasha
Developing Artists (TDA) was at the forefront of that, a lot of artists who were not Asian/ south Asian diaspora -
south east Asian, east Asian - came through TDA, and that began a new phase of - you can train with us, and
people, on a consistent basis were being taken seriously, unlike the mainstream where it is a tick box exercise,
and also their work would be understood – and that is the main thing. In the mainstream there is much more work
than there was when we were around, but who is directing it? Do people get under the skin of it? All that
conversation is there and it is a valid conversation.

DV:

That is quite evident in most of the work and I think Tamasha, even at that time did utmost for developing artists
and you had so many different opportunities advertised even at that time, that I was impressed. You found your



43

voices and you found your stories, and even by giving the opportunities, the stories within all those other aspects,
which are today labelled.. but you didn’t look at the labels at that time, I think you just started out with South Asian,
broadly, stories, and everything else that came as undercurrents became ‘the story’, became the British Asian
story... which I think is phenomenal, because instead of looking at it from the outside, trying to find a story there,
all this came with it anyway, and that was the richness of it, I think.

KLS:

Yeah

DV:

And even progressing the different methods by which you portrayed these stories, not always in the same dramatic
sense, but gave spaces for them to be played out, be it readings, be it scratch nights, really created the ambience
of, solidarity that Tamasha stood for – do you think that?

KLS:

Yes, I do think that, and you know, we were artistically very confident in our practice, so we developed our practice
and articulated it, which I would not say was recognized, in a way it took so long for it to be our own practice, our
own aesthetic, our own quality – it took such a long time to be recognized by the mainstream.

DV:

But did it ever become mainstream? Did you ever have enough opportunities? How would you define
mainstream?

KLS:

We did ‘East is East’ and the Culture Secretary did say at that time – “This is the first work that has come from a
marginalized company and has crossed over into the mainstream” – he actually said that, and he was right – that
went very mainstream – we were co-producing with The Royal Court, and then we went to Hampstead Theatre,
The Lyric Hammersmith – we went to these big, main house venues, and what was surprising is The Lyric
Hammersmith is about a 350 seater, and that is a lot of seats for a course of 3 weeks– and we would sell it out.
And at that time, S M would say at conferences on our behalf that we were a marginalized company and questioning
quality, which is absolutely insulting, but then he would say that “if Tamasha wanted to book the space and ask for
a decent deal from me in a collaborative partnership, I’d say – of course, because a) you’re going to sell out, and
b) your audience is going to come in parties of 10 or 12,  c) They are gonna pay high ticket price and d) they are
going to travel 10/12 miles to come. Those booking patterns I only ever see with Tamasha – so then of course I’m
going to book you.”, so then, why are we having this insulting conversation around ‘Is a company like Tamasha
ready to go mainstream?, It’s pathetic, insulting and ridiculous.

DV:

Hmm and this is the way to get original work, otherwise you don’t get original work, isn’t it?

KLS:

You don’t get original work, yes.

DV:

So, it is a huge amount of effort to produce a work in the first instance, leave alone the staging and directing of
it… ‘The Trouble with Asian men’ was a very different kind of production, wasn’t it?

KLS:
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Yes, it was ‘Headphone Verbatim’, so that also took off, that show got re-mounted and re-mounted because of its
popularity.

DV:

But that’s where the strength is, I’m finding, talking to you, you’re thinking of it in the past, and I’m having to think
of it that way, but it’s so alive and so much more relevant.

KLS:

It’s not my past, it’s my journey, so I’m very connected to that , and you’re right, I’m doing a lot of headphone
verbatim now, a lot – but you’re right – it is very relevant, and the continued relevance of it is rare.  I think what’s
happening now, is that people are just saying – we’ve done it, we don’t need to be… you still need to be very
mindful – consistently telling these stories, how you are telling these stories, who are the people telling them, you
know, and someone has to be there doing it 24/7.

DV;

I think it’s because of your level of attention, you see value in that, and you see it so much that that’s the reason all
this work cannot become old, because the way you approach it… that you are true to the story, true to the
development of something, it can never become old, because it is not that kind of technique, at all.

KLS:

It’s evolving..

DV:

Ya, that’s why the continuity perhaps.  So moving on from Tamasha, would you like to talk about the larger picture
of marginalization in the arts, anything broadly…

KLS:

Moving on from Tamasha, I went on actor training, I was ready to move on. Actor training was, for me, was the
icing on the cake with TDA. There are often these quiet discriminatory practices in actor training. Um, and I went
to Australia for 3 years to do my thesis and MPhil and I have recently taken on the position of Head of Acting at
Drama Studio in London because I think the intervention has to start there.

DV:

I saw that…

KLS:

Because people in mainstream training organisations, if you are not with the dominant culture, historically, people
have suffered in those institutions, because they have been so disadvantaged.  But I saw what was possible at
NAIDA, and I worked ground up, in three years, I completely diversified the cohort, so the majority were non-white
and when I went there were 3 black students and every one else was white, and I turned that round in 3 years, it
was not difficult. And those students then became aware, and politicised, because of the practice in the rehearsal
room which, out of necessity, conversations started flowing because people started saying “Why am I
uncomfortable, my voice is not the loudest in the room anymore? And should I be ashamed of that, should I be
defensive or.. what’s going on?” and that is what happened when I was at NAIDA, and I found the whole thing
fascinating. So, coming back here (from Australia), I’ve been freelancing in the Conservatoire space, and have
seen the same thing, especially on International courses, where people come and pay so much money, and they
learn English, and they never work in their own language. An international MFA course.. I’m doing my best but I’m
working almost single-handedly doing it, and I write, and I publish a bit,  but I can’t do it by myself.. So maybe, now
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when I go and take on my permanent position as Head of Acting, maybe I can do something. So I will try to do
what I set out to do, but if I can’t I’ll leave.

DV:

But I think you are that sort of person – wherever you go, it seems to me that you are happy empowering at
whatever level, as long as you can empower at ANY level, and you will take on the biggest challenges, because it
starts at the grassroots…

KLS:

I am happy, you’re absolutely right, but I must say when I was freelancing, I was getting slightly frustrated and
bored because I could empower the students for 5 weeks, but that was it, and I knew that on leaving, they would
not have that continuity…

DV:

Because opportunities would not present themselves, and the support would not be there…

KLS:

Yes.

(Interview transcription stopped…)

7. Transcript: Hannah Gaunt, in conversation with Esther Ferry-Kennington, Executive Director, Horse
and Bamboo Theatre, Rossendale.

H:  Let's start at the beginning with Horse and Bamboo because I suppose some people might not necessarily be
familiar with where it started.

E: Horse and Bamboo is the origins of this organisation and it's 40 years old, but actually Little World Limited is
the legal name. Little World Limited runs three main programmes of work; one is our venue, one is our company,
and one is our early years company. So The Boo, Horse and Bamboo and Baby Boo actually all now sit on the
same level within the organisation. The history of the organisation has always been to try and be an accessible
theatre, whether we're on the move or here, and the relationship with the building continues that. We're very
much still framing ourselves as a relaxed and accessible organisation, but are always working through what that
means, really.

For example, the festival that we run in the summer - which is The Boo venue’s festival, because it includes all
the things we do through the year; comedy or music or, you know, things that we just bought in from Big
Imaginations - we're just about to make that free of charge because I actually think one of the most key issues in
terms of accessibility is cost.

H: Yes. So, as part of this enquiry, we've done a survey for colleagues discussing what they think the main
barriers to inclusion are at the moment and alongside the established protected characteristics there’s also socio-
economic barriers which it was felt were absolutely huge in comparison. So maybe there’s a sense in the sector
that like that's a key issue that organisations now need to address.

E: Yeah, and it’s perhaps uniform. You know, the intersectional moment of everything is to say, nobody can
afford to come! And that's what unites us all because actually, that's where we are like, as a family. You know,
when we were shooting [The Adventures of Pom] it wasn't exactly lavish! And whilst I'm running this place - I'm
actually thinking “Oh, we might go out go to a Christmas Show as a family, but for the three of you, well we can’t
afford to do that”.
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H: So do we need to stop this old idea that if you're interested in theatre, you therefore must have some
disposable income? Because actually, there's a whole audience there of people that really are engaged in it…

E: We've got a good voice on board now actually, that's been really good at saying ‘I think it might be too
expensive’. Because we have to be a sensible organisation for where we are geographically.

H: So, thank you for that overview. Can you tell me more about the development of Suffrajitsu piece? Where did
the concept around the accessibility messaging in Suffrajitsu come from?

E: We have been a non-verbal company for an awfully long time. Historically, words were written, there were parts
of signage or parts of the set, but they were very rarely spoken. And then we had a show that was bilingual Gaelic
and English, mostly in song. And so - there's always been this feeling that actually, although music plays a huge
part of the emotion of the show - that's the same in any theatre piece, whether you've got a BSL interpreter or not
- that actually we’ve always been deaf- accessible.

More recently we’ve had some shows that are more verbal, and then we made Moonwatcher which was full of
fantastic poetry. And we have this idea that we would embed BSL in it somewhere, but it got left right to the last
minute!

Developing Suffrajitsu soon after that we realised ‘we need to have these conversations at the very beginning’.
And so actually, the first people we sat down with during the R&D were Ayesha and Mark. Then the very first
people we sat down with the script with was them - kind of looking through it and saying, how will this work what
and then we came up with the idea for the TV screen being part of the set, so that you weren't looking right off to
the side. When you were looking at the BSL or trying to - you know, it's visual theatre, you want them to be able
to look at the things you're trying to direct everybody else to look at the same time, whilst also being able to
understand the language to try to keep the parts where the dialogue was, we tried to keep them fairly static
visually, and allow that interpretation quite close too – visually. And I think it worked. I think it was actually one of
the most successful things about the show. But yeah, very much came from Ayesha being on the board for a long
time and then having had an ‘almost’ conversation about it towards the end of one show.

H: It seems there was no question about the need, and it more came about through a problem-solving process?

E: Yeah, I mean, it wasn’t straight forward. So, the fact that we had then videoed and recorded this set of BSL
Interpretations meant that if we wanted to make changes to the script, we had to constantly think about how we
change that too. Some of the changes were subtle so we didn’t end up changing all of the interpretation.

H: Maybe there's something around your comfortable relationship Ayesha, with her being a long-term voice on
your board, that means that there's less fear of getting things wrong and you're kind of able to take some risks?

E: Yeah that’s key, sometimes I was just like, so Ayesha that’s as far as we got, and I know that bit is missing.
But she, I think, appreciated that because she knows us. And certainly, it was still such a massive shift in
experience in terms of the theatre that she does see elsewhere. I went to see some Georgian theatre with
English subtitles off to one side, and it was really confusing - which I imagine is a similar experience. You can't
get immersed in anything. You can't. It breaks the flow of everything.

H: Yes, it's frustrating that we're where we are with so many things in terms of technology, and there's like some
fundamental things that could be different!

E: Yeah, and that's about who's the top table. Yeah, that is what lets it down. And that's the thing I just have to
come back to all the time is, if your board is white, straight, male, you will have such a limited perspective on
what people need from your organisation.

H: We're moving neatly on to my next question which is around what inclusion means to your organisation?

E: So I have an increasing issue with the word inclusion, because it sometimes means you build something
exclusive and then you have to build inclusion into it. Whereas actually active inclusion from the off, means those
that can get here by themselves will, those that can already afford to come will. So, if I ignore those people
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essentially, I can focus entirely on those that need support and access. You should be able to make an actively
inclusive venue, project, programme. And that comes back to our board with the voices coming through. The fact
that Ayesha has the confidence to take the chair is just brilliant. And it's incredibly positive thing.

The key thing about inclusion for me is I really want that to be what leads us - active inclusion, from all
perspectives, really. And that will never be perfect. That constant journey of learning. So, the next stage of what
happened with Suffrajitsu was to actually train our Front of House staff with some basic BSL.

H: What do you think were the key successes, maybe that have had an impact on how you might work now or
projects in the future? Maybe Ayesha becoming chair is that is one of the key outcomes.

E: It really is. And continuing to embed that sense of accessibility to the whole organisation within the board.
That's really been important. I mean, that was the key. That was kind of the key success of the show was the
BSL interpretations and the way we approached it in terms of being an MNPO and making a piece of theatre that
matters to the sector and so on. The partnership with Little Angel was really good and exciting.

[END]

8.Transcript of Hannah Gaunt in Conversation with Nusrat Ahmed, Community
Producer, Manchester Museum

HG: Let’s start at the beginning, can you tell me how you became involved in the South Asia Gallery project?

NA: I’ve been part of the museum staff since April 2019, so not long. And I don’t come from a museum background,
but I have been involved with Hello Future and the South Asia Collective for about 3 years now, and I’ve had links
with the museum for about 5 years.

The South Asia collective is the approach that Manchester Museum has taken to create the new South Asia Gallery.
It’s a co-production approach, and we are working with a group made up of community members, museum staff,
journalists, artists, performers. So, when I came on board with the collective the museum had given an open call
to the local South Asian community – letting everyone know about the approach and the invitation to get involved.
They brought everyone together for a launch event, and from there they laid out the plans for how the new South
Asia Gallery would be co-designed. For me it was exciting that the museum was opening this up, especially as I
was familiar with the collection but had always found that there wasn’t much here to draw me in or to invite my
children or grandchildren to the museum. So, I was excited that it was a new South Asia gallery, so it’s us – but we
are going to help shape it and the things that will be in there will be about us promoting our heritage. So that’s how
I got involved.

HG: How did it evolve from that initial launch event?

NA: From there it was a relationship building between the museum and the collective members, so regular
workshops, heritage site visits, going to the British Museum which is a partner in this project, and actually just giving
people an insight into other cultural spaces. And I think that was really needed because essentially you are asking
people to co-create something but they have no idea really what it is, or what is required. Also, being critical - to
break down some of those ideas of what we didn’t want it to be, so that we weren’t just recreating the museum as
it is now. Having that opportunity with a vision and reason for going on the visits, made it more meaningful too.

The post for the South Asia Gallery Community Producer came out and it was something I was really interested in,
so since then I have been working with two hats – as a collective member and as a member of the museum staff.
This has it’s challenges, but has helped me to keep the programme on track so that it isn’t just a tick box exercise.
I think collective members felt that, as it was initially something that was quite far off in the future, there was some
concerns that it would be a case of ‘this is a consultation, and now we have what we want, we will go off and do
what we need to do without the collective’ – so for me it was important to ensure that didn’t happen, and that it was
made clear that the intention was to keep the engagement going. And now that I am member of staff, I can see
how the museum have gone above and beyond to make that connection to the community.

So, my job role is to be a point of contact and also to run the workshops to design the gallery. The collective didn’t
want a timeline, a geographical approach, or a religious approach to the curation. They settled on an anthology
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approach using some key themes, which have continued to be developed and changed over time. The stage we
are at now is that we have created these themes which overlap – such as; journeys, politics, religion, environment,
British-Asian. So, people are going to bring their stories around these anthologies, and the design team will use
these to create the galleries.

We are really aware that there will be gaps in the themes, and that it can’t cover everything. But then we still had
to have a process, and have started to create these teams of people who are interested in similar themes. People
still want to get involved and share their stories, and people are welcome to join in, but we did eventually have to
say ‘right – these are themes now, we can’t really branch out to more themes’. They have started to make some
object choices, which is including personal objects, things held here and things held at the British Museum - it’s
been great to work with them to see how our stories relate to their objects.

HG: Why do you think South Asian people might not feel that the museum is not for them?

NA: I mean, I didn’t feel like it was for me. First of all - the building is daunting. I think the last time I came was
holding a teacher’s hand! Is it of interest to me? Not really, because it’s not relevant. It’s not part of what I expected
my career path to go into, it’s not something that is encouraged by South Asian parents. I think all these factors,
and others, are why people feel like the spaces are not for them. For example; if I was going to bring my mum, I
think she would feel intimidated, I don’t think she would come on her own. A few years ago, the museum ran a
programme called ‘Memories of the Partition’ which engaged communities who might have stories to share about
the Partition, and my dad had a scrap-book from things he had collected – news articles from that time, so I
arranged for that to be in the exhibition. I wanted to bring my mum to see it, but it was very difficult getting public
transport here, walking up the busy road with mobility issues, and lots of students, and then coming into the
museum into the café – which is a very ‘white’ space – the food wasn’t quite what she was used to, it’s just small
things like that which when you add them together make it off-putting. It’s only because my dad’s book was in the
exhibition that we went to that effort. It should be enjoyable, it shouldn’t be a mission! Walking into the museum,
you can’t help but feel that you’re not part of it – we’ve always felt external. This [South Asia] gallery is going to
completely change that.

I don’t like ‘marginalised’, I don’t like ‘hard-to-reach’, I don’t like any of that – it’s the place that needs to change,
it’s the experience that has to change. I remember in one of the first meetings we had as a collective a curator was
talking about the importance of the objects, the lighting, the displays – I had to stop him and say; ‘It’s not just about
the objects, it’s about the experience’. There isn’t much point having all the right objects if the experience is still not
good. That’s what you’ve got to think about when you’re doing community engagement.

HG: Of course, not every organisation will be able to design a whole new gallery space. So, how might the good
practice you are developing here be something that others can learn from?

NA: I think the big difference is that we will have a space which has been collectively created – not by a small team
in isolation. It won’t be something that you can see anywhere else because the stories are personal. You might
relate to it, but the stories will be personal. The interpretation won’t be some academic talking about it in some
detached way, it will be the voice of a real person who can talk about it in a way that is accessible.

HG: Do you think the project is having an effect on the organisation as a whole?

NA: Even in the last two years I have seen so many changes in the museum, there is a shift happening. It’s very
positive, and staff are being taken on a journey. There is some resistance to change as there always is, there has
to be unlearning that you do – that’s the same for everyone, from all walks of life, all cultures.

HG: That’s good to hear – I think Esme Ward (Director of the Museum) is a real role model in the field in terms of
developing this kind of practice and being unafraid to change things up.

NA: Yes, and the collective has that confidence that she committed to keeping that engagement going.

HG: So, talking of success then – what do you think have been some of the key successes of the programme so
far?
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NA: A key success would be for me, I think it was 2017, we worked in partnership with the British Museum on a
project called Object Journeys. And the ladies I was working with chose three Pakistani textiles from the British
Museum to be displayed alongside objects from the Manchester Museum collection. The group also recreated
versions of the objects to be shown alongside the historical artefacts and that was for me that was like ‘Wow!
They've actually put something made by our ladies in the community centre in the Museum’ and we brought all the
ladies in the group to meet with the museum Director. And it was just fantastic to see our skills being celebrated. It
was there for six months. And I thought it was kind of jaw dropping, as for me, that was a really big key success,
both for the museum and for the South Asian communities.

Since then it’s just been embraced. So, the first Iftar at the Museum was in May this year (2019). Opening our
doors to all people, Muslims, non-Muslims, for people just to learn about each other. And the museum was heaving,
we were worried we would run out of food! And then, people were just so accepting of each other if there wasn't
enough food they shared, and it was exactly what Ramadan is about.  And then we had the call to prayer, some
people observed the call to prayer and some people actually participated in it.
It just brought people together and it was still being talked about months afterwards. As a South Asian Muslim, that
was a real - I think I don't think I'll ever forget the goosebumps when the call to prayer happened - the whole
museum was silent.

Since then, we’ve also done Diwali – which was just as good but in a celebratory way. To be a universal museum
is to take on board everything that you're doing in the nature is supposed to be - so Ramadan is supposed to be
quiet and humble and you know, accepting of each other, and Diwali is the celebration - with lights and music.

This year we’ve also had events for the Jallianwala Bagh commemoration, I mean I found out stuff about that I
never knew before and when I came out from the exhibition I was just saying ‘I didn't even know, I didn't even
know..’ - so I think rewriting history, letting people know what the history is, especially when it's part of me and I
wasn’t taught it at school. The museum has a big hole to fill, and I think they do it really well, and they do it really
well because of all this engagement work.

HG: Yeah, because many museums and galleries will have a Diwali event, or Chinese New Year, but it doesn’t
perhaps have the same impact that you’ve described?

NA: Yes. I mean, under the community collective now some people did pick up on it with Jallianwala Bagh - ‘Why
was it curated by a white person?’ We had to answer those questions, which is right that we do. So, they are
challenging us, we are going to have to answer these questions. Because rather than we and you, it's got to be
about ‘us’ now.

HG: Yes - how can we keep learning from each other and at every point in the journey…

NA: I think it’s a really good example of the curators working alongside the collective, we still need, you know, their
expertise! It’s all occurred because we’re coming together.

HG: Are there any other challenges that you want to mention?

NA: I think for me personally, a challenge is the make-up that we have in Manchester of different ethnicities, and
the voices that we have coming into the collective. I mean, I didn't even know South Asia has eight countries! I just
thought it was Pakistan, India, Bangladesh and Afghanistan, really. Sri Lanka I did know but I didn't know much
about it – but it’s also Bhutan, Maldives and Nepal. I had no idea it was so vast, and diverse. The different languages
and the different religions, and different cultures that are involved. So - I think that is going to be a challenge,
especially as we want to involve some of those smaller minority voices.

HG: Because, I suppose there is always a danger in bringing everyone together under one banner, that it becomes
homogenised or muddled. You could lose those individual identities within that.

NA: Hopefully not, but yes. There are minorities within the minorities. These are all going to be the questions that
are going to come next. Challenges can be overcome though. Another challenge that’s on the horizon when it all
opens is just around what people’s expectations will be for the gallery. It’s a gallery for everyone, not just South
Asian people. But I think we have a really strong group of members at the collective and they consistently say that
they want people to learn about South Asian heritage and culture, they want to showcase and commemorate.
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HG: What are you hoping for when the gallery opens? And how can colleagues learn from this process?

NA: I am hoping for a transformation. I have high hopes that the space will be somewhere where you can go, sit
down, meet with people, go round the galleries if you want to, but just a space that is welcoming and open. Advice
would be that the co-production process has to be across the whole organisation where possible. The recent
repatriation of objects work here has brought so many more people on board, because the museum understands
that bigger picture.

9.

Case Study Title Towner’s LGBTQ work: Queering the Collection, Queering the Gallery

Relationships

Author(s) Jack Shoulder

Summary

(Brief outline of the project)

A long-term project with aims to gain deeper knowledge of the collection, to
more firmly establish the gallery as a community hub and resource, and as a
way to support grass-roots community activity.

Background

(Information on the learning
audience, institution etc.
which provides a context
for the project)

Towner is one of the largest galleries in the South East, with a collection of
nearly 5000 artworks. Its main collecting focus has been on Sussex and
Sussex-based artists, recently, however, the curatorial team have
endeavoured to redress the historic imbalance in the gallery’s collection. They
are doing this by focusing on collecting work by women artists and artists of
colour.

In 2017 Towner opened a new cinema/auditorium space, and piloted a Queer
Film season with the film David is a Homosexual. A local group, Eastbourne
Rainbows, got in touch to say how excited they were about the film screening
and made several trips to the gallery. Following this initial contact, they were
active in helping our Film Coordinator develop the offer.

In 2018 Eastbourne had its first Pride celebration. Towner was proud to be a
presence in this community event; and staff from Learning, Marketing, Front of
House and members of the Directorial team marched with other groups in the
parade. (Newspaper Clipping attached). The following year, as the event
grew, so did Towner’s presence; not only through more staff marching, but
also providing free art and craft activities post-parade – working with an artist
with proven ally credentials to make protest placards exploring what Pride
means to those taking part and a way to express what they want to see in the
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future. It’s notable that this was the only free activity provided during the
celebrations.

Back at the gallery, Jack was researching Towner’s artworks to highlight the
LGBTQ connections in the collection. With support from enthusiastic curators
he was able to identify20/250artists initially. With these artists, he was able to
put together a tour for LGBTQ History Month in 2018, which ran again in 2019
and to support Pride celebrations in the region too – being careful not to
overlap with the Parades.

These tours were offered for free so as to remove access barriers.

Challenge

(The problem being
addressed by the project)

The project addressed several key issues. Firstly it addressed the erasure that
LGBTQ+ artists face once their work has been collected – the research
undertaken by Jack encouraged curatorial staff to explore the collection and
further additions to the collections through this lens, so as to better place the
artwork in context. The knowledge and subsequent tours addressed a gap in
the public offer. Some curatorial resistance was anticipated, but they were
sympathetic to the reasoning and excited about deepening knowledge of the
collection.

The community work positioned the gallery as an ally to the LGBTQ
community through actively supporting Pride rather than using it as a
marketing tool. Our social and political clout added weight to the event which
helped the Pride committee when they faced resistance from the local
authority. We were able to build on this in 2019 through our support of a Youth
Pride – which again, met with resistance from the Local Authority. At the time
of writing, the Youth Pride is due to be celebrated in 2020.

We were also able to add value to their event by providing an artist-led activity
which was in keeping with the aims of the event. Thinking practically, the
logistics of transporting artist and materials to the site was a challenge
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Approach

(A description of how the
project sought to address
the challenge)

Work with community wherever possible.

Ensure authenticity – use artists for workshops that are from community or
demonstrable allies – need for understanding and empathy key here.

Being sensitive to the nature of the town we are working in.

Articulating an iron-clad reason why this work is worthwhile rather than an add
on: meets curatorial aims of representation, deepens knowledge of collection,
reaches new audiences, increased organisational visibility, developing a niche
expertise. As well as moral reasons for inclusivity.

Intended outcomes

(The aim/s of the project)

My aim was to highlight LGBTQ+ stories in the collection and present them in
a way that was sympathetic to the artist and also recognisable and relevant to
audiences. The initial aim from the research was to produce a tour that
featured a cross-section of LGBTQ identities. A more long-sighted aim was to
establish the gallery as a site for queer (art) history in Sussex – a challenge
with Brighton and Hove Museums having very strong queer connections and
Charleston being close by too.

With the community work, the aim was to have the gallery be visibly
supportive of a marginalised community and to be perceived as a safe and
supportive space.

Intended outputs

(The products to be
delivered by the project)

Visible outputs from this project included a tour, which has run several times,
and is always fully booked.

An increased presence in a growing Pride celebration is another visible
output.

Obstacles and issues

(The difficulties
encountered through the
delivery of the project)

Obstacles:

Organisationally: most members of staff supportive, however, the organisation
was going through upheaval in terms of structure. This led to more demands
and for other projects to take priority. This work was a passion project rather
than embedded into the event calendar.

Based on feedback – tour needed to be more active and go outside of the
Collection Store (a behind-the-scenes space) and encompass more of the
building where possible.
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Based on feedback – managing expectations, tour goers wanted to see an
LGBTQ exhibition, which wouldn’t be possible with the current exhibition
programme and funding issues.

Lessons learned

(List of key learning points
from the project)

● It’s a process and journey
● Even if events only pop up on key calendar dates, work for these has

to be ongoing
● Apply a targeted marketing strategy
● Reciprocal word of mouth with organisations with similar aims (ie

Charleston
● Be flexible!
● GET FEEDBACK
● APPLY FEEDBACK
● Things are easier if you can get other departments excited about the

work – share successes with team

Next steps

(Brief description of the
future of the project or
related initiatives)

From this work, we were able to support a group of Young People from
Eastbourne develop their ambition for a Youth Pride.

Based on this work we were approached by ESCC to take part in an LGBTQ
history project with young people from across East Sussex.

Continue to support Eastbourne Pride in an active way.

Further information

(Include any references,
suggestions for further
reading and contact
information for those
involved in the project)

Contact Kate Wood for information and advice on developing a queer film
offer.

Contact Sara Cooper for information on LGBTQ artists in Tower’s collection.
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10.

Case Study Title Queer Walls: English Heritage’s first LGBTQ Event

Author(s) Nick Collinson/Becky Hornby

Summary

(Brief outline of the
project)

English Heritage’s first late event, and first queer event. An evening
event at a 1930s art deco mansion, designed by queer architects Seely
and Paget, with entertainment including all female LGBTQ choir, Noel
Coward cabaret, and inclusive swing dance lessons

Background

(Information on the
learning audience,
institution etc. which
provides a context for
the project)

We wanted to highlight the queer history of Eltham Palace, which has
largely been undiscussed. Eltham was designed as a party house so
we saw it as a great opportunity to engage with a more diverse
audience, that we know exists in London, but is not our core audience.

Challenge

(The problem being
addressed by the
project)

We were not doing enough to celebrate Pride, nor shout about the
queer histories of our sites.

Approach

(A description of how
the project sought to
address the challenge)

To put together an evening of entertainment and cocktails at Eltham – a
house designed for entertaining

Intended outcomes

(The aim/s of the
project)

To reach a more diverse audience

To get our name known in the queer community

To tell the queer history of the palace
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Intended outputs

(The products to be
delivered by the
project)

A ‘late’ event to celebrate the queer history of the palace

Obstacles and issues

(The difficulties
encountered through
the delivery of the
project)

Limited budget. £600 was earmarked from the events team. This was
later matched by the Interpretation/Creative Programme budget.

Piano not working at Eltham (I negotiated a free hire Steinway for the
evening but we got the piano fixed in time)

Performers demanding a high fee (£600 went on the noel Coward act
alone)

Lack of experience in holding a ‘late’

Actual outcomes

(Those original or
additional aims met by
the project)

To reach a more diverse audience

To get our name known in the queer community

To tell the queer history of the palace

Actual outputs

(Those products –
planned or additional -
delivered by the
project)

Cocktail bar (free cocktail on arrival), 2 performances by Gin and
Harmonics (LGBTQ all female choir), 2 performances of Noel Coward
cabaret, 2 sessions of swing dance lessons, two actors playing the part
of Seely and Paget, mingling with guests and telling them about the
queer history of the palace and the times

Lessons learned

(List of key learning
points from the project)

Bigger bar offering

More historical content – many people weren’t aware of the presence of
‘Seely and Paget’

Music sometimes was not turned up after the choir had sung, leaving
the entrance hall quiet at times

Next steps

(Brief description of the
future of the project or
related initiatives)

Holding the event next year, implementing lessons learned. First
meeting happening next week (Tuesday 3rd March)
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Further information

(Include any
references,
suggestions for further
reading and contact
information for those
involved in the project)

PR was great, as was social. But we were feature in Time Out’s ‘what
to do this weekend (biggest feature on the page), had one advert and
an article in Boyz magazine, had a advertorial in QX  magazine

11. Glasgow Museums Case Study

Glasgow Museums, through the Community Engagement Programme of the Burrell Redevelopment Project, have
worked with 10 community groups to co-produce interpretation of the Burrell Collection. In conversations with Jo
Meacock, British Art Curator, Allison Whitehill, Community Engagement Manager and Lucy Armitage, Digital
Learning and Access Curator, it was apparent how, across the organisation, there is a clear understanding of how
the voices of marginalised groups enrich and develop the interpretation of the collection, enabling a depth of
understanding through meaningful engagement.

This is particularly apparent in “The Long Way” interpretation, which centred on working with asylum seekers and
refugees to interpret two paintings depicting refugees. The Community Engagement team worked with a group
from the Maslow’s Community shop in Glasgow, an organisation that provide clothing, food, household items and
English classes for asylum seekers and refugees. The group worked with poet Tawona Sithole to develop their
creative writing skills in response to the paintings, creating work in both English and their own languages (including
Arabic, Farsi, Kurdish and Amharic) in response to the paintings. Their writing forms part of the interpretation of
the paintings, and provides a profound, lived understanding of the experience of the subjects of the painting, which
will enable audiences to relate to the contemporary experience of forced migration.

Lucy Armitage, Digital Learning and Access Curator:

Lucy was involved in establishing “The Long Way” project, through her role in the Burrell Redevelopment Project.

Lucy highlighted the importance of identifying the correct group to work with, which is not always apparent. The
Community Engagement team had initially contacted the Scottish Refugee Council, who had suggested they
worked with the Maslow charity. The Scottish Refugee Council work with refugees and asylum seekers on a short
term basis, offering legal advice, and they recommended the Maslow charity as they were able to identify potential
participants for the group. There was no pre-existing group for the project- Maslow charity workers made the
connections and the group was formed. It was vital that although the project was short term, taking place of a period
of 4 weeks, that there was an ongoing relationship with the participants: they became part of a network of
community groups involved in the project, and are invited to community events and are encouraged to have a
sense of ownership over the community space in the new museum, including programming events, community
displays and involvement in display changes.

Lucy outlined the ambition for the new museum to have four display changes a year with potential to co-produce
exhibitions with community groups. Glasgow Museums have successfully used the co-production model at
Riverside Museum, including exhibitions about the history of wheelchairs, created with wheelchair users and “A
Fair Life” co-produced with members of the show people community. The relationships with community groups will
develop, and the ambition is to embed the community into the infrastructure of the museum, including the digital
interpretation. For example, the architectural space, which was previously more prescriptive in the way people were
able to access the building, has been redesigned to enable more choice and to ensure that the space is more
physically accessible.
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This project is part of a deliberate strategy to diversify audiences. Whereas previously the audience was
predominantly white and middle class, this did not reflect the communities surrounding the museum. Lucy also
spoke about how the museum was involved in diversifying the workforce, particularly in partnership with building
contractors, by creating new entry level posts, skill sharing and employability and training programmes in
construction/carpentry in order to benefit local communities.

At a strategic level within Glasgow Museums, the senior management are overhauling their recruitment
requirements for entry level positions, with plans to remove the requirement to include qualifications from the
application process, in order to remove barriers to employment.

The Burrell are ensuring that the volunteer guides are a more inclusive, diverse group representing different
communities in Glasgow, and there are plans to offer community language tours.

The inclusive, co- curation ethos of the museum is not seen as a learning and access responsibility but is being
championed and embedded across the museum, from design, conservation to curatorial, as well as the existing
volunteer guides. Staff have been involved in training, led by internal and external organisations including the British
Museum to challenge assumptions and ensure that the new museum is as inclusive and accessible as possible.

Dr Joanna Meacock, British Art Curator

Jo described how working with the group on “The Long Way” project was part of a model of working, developed in
the Riverside project, which used a “story” or narrative approach which is intended to humanise the collection, to
interpret artefacts through biographical stories. Jo was clear that the project was a two way process, that the group
would gain skills as part of the project, by developing English language skills through creative writing.

The project aimed for the participants to develop:

· a sense of ownership of the collection

· interpretation and analysis skills

· confidence

· community and relationship building to tackle isolation

· an understanding that their voices mattered, through informing a capital project

The project group required a flexible approach, as due to the transient, or changeable circumstances of the
participants, there was not always consistency in terms of who attended the sessions. The groups would often
include children as well as adults, which had a positive influence as their presence broke the ice, and ensured that
the group were relaxed and comfortable. The project team met and introduced the project on more familiar territory
at the Scottish Refugee Council, before introducing them to the more unfamiliar museum spaces.

Jo spoke with admiration of Tawona’s approach to working with the group, and his enthusiasm to learn Arabic
through the process which reinforced the two way learning experience.

The group were happy to talk and share experiences. The participants were from different religious backgrounds,
and interpreted the painting of a Christian subject matter as a human story, which they could relate to through their
own experiences.

There were no interpreters with the group, certain members interpreted for others, and participants were
encouraged to write in their own languages.

Jo was clear that there was no expectation on the participants in the Maslow group to share personal stories, or
that personal stories would be used in the display. However, in encouraging participants to share their first
responses to the paintings, the process brought out personal stories.
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There was some discussion around managing expectations of the group, due to the constraints of the museum
space. “The Long Way”  will be displayed in a relatively small space in the new museum, which does not allow for
any digital interpretation. The artist delivering the sessions questioned whether the exhibition would adequately
represent their group’s voice if only chosen quotes were used. Jo also spoke of the challenges of maintaining
relationships with members of a transitory group like this, as many of the members of the group were no longer in
Glasgow. However, the relationship with Maslow’s and remaining members of the group will continue.

Jo spoke highly of the development work prior to community collaborations, on inclusion and accessibility issues,
unconscious bias, etc. As a relatively new curator, the co-production process has had a profound effect on the way
she works, and she is keen that as much as possible, she will involve external organisations in the interpretation
process.

For example, Jo has been working on an exhibition of the artist Frank Brangwen, a series of five lithographic prints
illustrating the experience of a soldier in World War I. The soldier was blinded on the battlefield and hospitalised.
Jo worked with Scottish War Blinded to co-produce the display and supporting public programme, to ensure that is
accessible to the blind and visually impaired community. This is part of growing programme of exhibitions, events
and activities which aim to make disability more visible in the city’s museums and ensure equal access for all. The
involvement of the group invited visitors to reflect on the impact of war and the life changing injuries servicemen
can sustain, as well as providing guidance on the design of the space.

Allison Whitehill, Community Engagement Manager

Allison is responsible for the Burrell Community Collaboration programme, as part of the Burrell Redevelopment
team.

At the opening event of the Burrell Community Exhibition at Pollok Kist in December 2019, which included exhibition
displays and handling boxes co- created by three community groups as part of the Burrell project, Allison spoke
about the challenges and opportunities of working with community groups to co-create exhibitions as part of a
capital project.

She highlighted the transitory nature of the Maslow group, but emphasised that the Community Engagement team
continue to invest in, and develop relationships with the organisations and to ensure that their voices are embedded
in the Burrell Collection. As part of this ongoing relationship, members of all community collaboration groups had
been invited to, and were present at, the opening. Members of community groups who had co-curated the
exhibitions took ownership of their work, and could be heard explaining materials and artefacts to members of other
groups with enthusiasm and insight.

The three groups involved in the exhibition were clearly visible in the exhibition, through large scale photographs
of the group in the display cases, and in the content of the exhibitions- participants had designed the lay out of the
displays with museum designers, selected the artefacts and written the interpretation.

We discussed whether the input of the community groups would be less apparent in the museum exhibit, having
been designed by external design contractors, whether the participants would remain as visible. The nature of
museum exhibits is such that there are many stakeholders including the curator, conservator, designer, co-
producers etc. so the co-producer “voice” may not be as pronounced, but it is vital that the contribution of the
participants is clear. There are different limitations on community display and museum display, and it will be
interesting to see how the balance is achieved in the final exhibit.

Allison is passionate about the importance of co-production, and the insight, understanding and depth the process
brings to museum interpretation, but also how vital it is to enable audiences to develop ownership over collections,
particularly in a challenging climate, from a visitor numbers and financial perspective. In order to continue to develop
audiences, and to develop meaningful engagement and ownership, co-production is a vital process.

We discussed the fact that there are still museum professionals that are not completely on board with the co-
production approach, and that learning and access professionals must continue to advocate for this approach, and
to lead beyond their influence. Allison described how encouraging it was how the subject curators had embraced
the co-production process, and how his will continue to influence future curation and interpretation of collections.
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12. Fruitmarket Gallery Case Study

The Fruitmarket Gallery Connecting Communities Programme has established a long-term co-production model
with young people from socially and economically disadvantaged backgrounds through both their Youth
Programme, working with young people who are NEET, from BAME communities, have experience of mental health
issues, Asperger’s or Autism; and through their SmART Thinking Schools Programme, working with two secondary
schools in socially and economically deprived areas of Edinburgh. In conversations with Tracy Morgan, Community
Engagement Manager, it was apparent how good partnership working with the right organisation was key to
successfully developing the relationships with the young people. Fruitmarket worked with Access to Industry, who
provide training and employment programmes for NEET young people. Over a ten week project, young people are
each supported by their case worker. This is a vital part of the project which ensures that vulnerable young people
with complex life issues are supported throughout.

There is an understanding by the gallery of the importance of the relationship with young people developing over
time. Participants build up to a gallery visit at the Access to Industry centre, a familiar environment in which they
can develop their understanding of and vocabulary about contemporary art, in order to feel confident in a potentially
alienating space. Participants worked with Screen Education Edinburgh to co-produce work which is exhibited at
Fruitmarket. The project is a springboard for young people to develop their creativity and independence, with many
participants going on to further study. Several participants have also developed relationships with arts organisations
eg Lyceum Theatre through the project, and one youth trainee has programmed a film event at the Fruitmarket as
part of Africa in Motion Film Festival, highlighting the reciprocal relationship between participants and the
organisation.

Tracy Morgan, Community Engagement Manager

The Connecting Communities Programme was established as part of plans to redevelop and expand the gallery,
which will result in a refurbished gallery space in summer 2020. This expansion enabled the community
engagement team to increase their capacity, to reach out to community groups and to begin working with audiences
that did not previously get involved with the gallery.

The Connecting Communities programme has three strands: the Youth Community Programme, the Adult
Community Programme and the SmART Thinking Schools Programme.

The programme is now in the third year of delivery. The first year of the programme involved establishing good
partnerships, and Tracy highlighted the importance of working with the right organisations. The Youth Community
programme is delivered in partnership with Access to Industry, an organisation based in Edinburgh which supports
young people including those in recovery from addiction, into training and employment. The programme enabled
Access to Industry to bring the arts into their programme. Each young person has a case worker, who attends the
Fruitmarket programme to support them. Tracy discussed the importance of developing the young people’s self-
confidence and self-esteem through 3-4 outreach visits prior to visiting the gallery space, to develop their
understanding of, and vocabulary about, contemporary art.

In the second year of the project, as part of the Year of Young People 2018, the programme was delivered as part
of Celebrate Art, a national project, funded by Engage, in partnership with Tramway in Glasgow and Talc in Argyll
and Bute, to produce a large scale exhibition. Young people chose to produce a dance performance, and some
went on to further study at Edinburgh College. The programme has an excellent retainment record- 8 out of the 10
young people who started the project completed it, which for vulnerable young people with complex life issues is
remarkable.

Tracy spoke about how the Youth Programme, through working closely with case workers, enabled a particular
young person with mental health issues to develop her creativity and confidence. After almost not coming to the
initial session, at which she did not speak, she began to contribute her ideas in the 4th session. She took part in a
photography session through the old town but was too nervous to enter the gallery space. However, she built up
her confidence through the programme, and has developed her interest in art and performance, and became
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involved in Lyceum Theatre Youth Group, which led to a HNC in Performance at Edinburgh College. She gave this
up to pursue a higher level course as it was not challenging enough and is now applying for Edinburgh College of
Art. The programme provides a springboard and a testing ground for young people with creative potential, who
might not otherwise have pursued creative learning.

The programme also provides opportunities for paid youth trainees to work alongside young people and artists.
One of the youth trainees, who is from a BAME background and grew up in the economically deprived areas
targeted by the SmART Thinking Schools Programme, organised a film presentation at Fruitmarket as part of the
Africa in Motion Film Festival, and is applying for a masters in Contemporary Curation at Glasgow University. It
was clear that there is an ongoing relationship between the participants and the gallery, which supports young
people, who may not otherwise have done so, to enter the cultural sector.

The SmART Thinking Schools Programme delivers creative work with schools in socially and economically
deprived areas including Pilton and Muirhouse, in partnership with Craigroyston Community High School and St
David’s RC Primary School. The programme works with Primary 7 pupils and S2 and S3 pupils. There are limited
creative opportunities for young people in these areas, and the programme aims to develop confidence, and to
build creativity in teachers and pupils. Tracy discussed how important it is to have a key contact within the school
who is able to advocate for the project and to motivate others.

Pupils have been working with Screen Education Edinburgh on a film making project in response to Janet Cardiff
and George Bures Miller “Night Walk for Edinburgh” which was exhibited at Fruitmarket. Screen Education
Edinburgh are based in Pilton and Muirhouse but had not previously worked with these schools, however, following
the project, they continue to work with the schools. The programme also includes CPD for teachers at the beginning
of the project.

Funding was discussed as a key factor in supporting these programmes- the Connecting Communities Programme
at Fruitmarket is supported through a number of sources including Baillie Gifford and William Grant Foundation
over 2-3 year funding periods, which enables the gallery to deliver sustained, long term projects.

We discussed leadership in relation to inclusion, and Tracy emphasises that as a small team of 14, the Fruitmarket
consider Equality, Diversity and Inclusion to be the responsibility of all staff. The team meet weekly and EDI is on
the agenda each week. The organisation ensure that all aspects of their programme, including their exhibitions
programme, learning and engagement programme and workforce are as diverse and inclusive as possible, which
is an ongoing process.


