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1. Introduction

This research paper was commissioned by &@mdollege of London in Collaboration with
Tara Arts and Black Theatre Live with the aim being to research issues and challenges in
relation to discrimination of women and ethnic minorities in the theatre touring landscape in
the UK. Its aim was to improvawareness of these issues and to identify appropriate
strategies that can be used to resolve this situdlyomvestigating opportunities as well
Following the report entitled the Creative Case for Diversity agenda published by the Arts
Council EnglandACE); the issue of diversity in creative leadership has been the subject of
increased research. However, the theatre sector is still lacking important research in this area.

The current study aimed to address this gap in the literature.

Therefore, lhe research sought to explore the role of gender and race within the discourse of
the issues of diversity, where breaking down the gender and race barriers is becoming more
urgent (Arts Council England, 2015b;c). Several areas of investigation related to the
challenges and opportunities for female practitioners and female practitioners from ethnic
minorities in the touring theatre inspired the research project. The core issue being
investigated was to understand why, when there is a majority of female gmadudhe
creative sector from diverse cultures, they lack appropriate levels of representation on

leadership level (i.e. womdad theatre companies).

True diversity in British theatre will bring huge benefits both creatively and organizationally
and wil help to shape the reflection of our society and our everyday lives. Dieerse
organisations are getting more rare in the field (Arts, Council England 2015a:24). Focusing
on the challenges and opportunities within theatre companies for female praxgiteord
leaders, the study will be based on the recent successful tour of th&Splayalled Me
Mother” by the womered theatre company Pitch Lake Productions in partnership with Tara
Arts and Black Theatre Live.

Pitch Lake Productions is a Nottinghabasedtheatre company committed to bringing
unheard voices and untold stories from mainly BAMfsts to the stage. Tara Arts in
partnership with Black Theatre Live presents Pitch Lake ProductionOs firstSiay;alled

Me Mother” (Pitch Lake Productims, 2015). The womeled company was set up by
Michelle Inniss (writer), Cara Nolan (director) and Cathy Tyson (acfng play was
inspired by a redlife encounter that Michelle Inniss had with a homeless woman at London



Bridge StationThe play is writen and performed in the Trinidadian vernacular (Pitch Lake
Productions, 2015).

Black Theatre Live is a consortium of eight regional theatre companies led by Tara Arts,
which has brought Pitch Lake Productions to life. The agenda is to increase the afmount
Black and Ethnic Minority theatre on the touring circuit (Black Theatre Live, 20168ibye

the agenda for the Creative Case for Diversity was established by the Arts Council England,
promoting diversity across the cultural and creative sector le@®nie a collective
responsibility (Arts Council England, 2015a:5). Committed to supporting a wide range of
organisations, which the Arts Council England has defined as Odad@s@rganisations,
Black Theatre Live is effecting change nationally for Blaglsian and Minority Ethnic
touring theatre through a sustainablge@r programme of structural support, national touring

and audience development (Black Theatre Live, 2016a).

In order to achieve the aim of the study, thegoreis divided into &haptes. Chapter 2 will
outline the methodological framework for this study. Chapter 3 will gisteoat outline of the
researctbackground concerningomenled and BAMEled organisations in the cultural and
creative industries.

Chapter 4 willoutline Black heatre LiveOs commitment to divelse theatre companies in
connection to theipartnership withPitch Lake Productions. Chapter 5 walkplore the
gender analysis of the leadership structure of the eight presenting theatres of the Black
Theatre Live cormtium, which provides an introduction and snapshot of the current
leadership positions in theatmeorking to transform the landscape for BAME theatre across
the UK and enhances the understanding of the specific issue being investigated.

Chapter 6will employ the primary data from the individual-depth interviews in order to
identify the challenges and opportunities fantéde and BAME artists. Chaptemill outline

key future prospects for the wombsd company Pitch Lake Productions, which points
towards possible solutions for femad@d BAME practitioners in the fieldrinally, Chapter 8

will summarise the findings of the study in form of a conclusion.



2. Methodology
A mixed method approach was adopted, which allowed the researcher to g&hioma

participants involved with Pitch Lake Productions relatedh® gender allocation of the

Black Theatre Live consortium and the continuing gender disparities within the touring
theatre environment. Hereby the focus was mainly on the individugpth interviews with

the three women of the theatre company and a gender analysis of the presenting theatre

houses of the Black Theatre Live consortium.

The qualitative research methods have been framed by conducting threstreetared
interviews inorder to explore the patterns of gender inequality for women and women of
ethnic background based on their past experiences in the industry, their experiences with the
development of Pitch Lake Productions and the future prospects of Pitch Lake Produictions
found my analysis on individual 4depth interviews, which supports the motivation to
explore perceptions, beliefs and behaviours of the subject matter (Donley & Grauenholz,
2012:39).

Additionally, | have included a gender analysis of the currersiepteng theatres of the Black
Theatre Live consortium who give space for those diviedeéheatre companies and support
the relevance of setting Pitch Lake Productions in context to the nature of-the&ing of

Black Theatre LiveOs policy. Due to tt@immitment to diverse creative content produced by
BAME leaders, the perception and beliefs will be influenced by the policy and cannot be fully
representative for female artists or BAME artists outside the boundaries of Black Theatre

LiveOs policy and aamitment to diverse creative content (Black Theatre Live, 2016a;b).

The three sermtructured interviews lasted approximately 1 hour. For the sake of restoring
completed interviews feasible to analysis, the three interviews were transcribed (Brinkmann,
2013). Common themes pertaining to women in the theatre industry, plus several
contingencies (see future prospects), became apparent during the initiglodp®n process
(Brinkmann, 2013). Consequently, | assimilated these themeghgoies) and contingeies

into a coding frame, which | then applied to the three transcripts (Somekh & Lewin, 2004).



3.Women-led and BAME-led organisations
Despite the agenda of OGreat art for everyoneO implemented insti@oincilOs Action,

with its focus on artisti leadership and diversed organisations (ArtOs Council gkand,

2011; ArtOs Council England, 2008)ere is still a gender and race disparity when it comes to
female and BAME leadership in the arfocusing on theperforming arts idustry (i.e.
theate), the sector employs an almost even split between male and female staff in the
workforce, however, women are likely to earn less money and find it more difficult to
progress to highdevel jobs (Creative Industries Federation Repa@]5).Although curent
female leaders in theatre like the Birgiiam Rep, Tricycle, Southbank Centoe the Royal

Court are becoming more and more present, there is still a long way to go to render the
challenges that women and BAME artists have to face towards leadpasiijons in he

arts. The following charts, prepared on the basis of data presented in reports by several
sources helps to illustrate this poifbcusing especially on theatier female and BAME

leadershipthe following data gives an inkling of the cemcy of the situation.

Gender profile of artistic staff across Arts Council England’s 2012—15 National portfolio
organisations/Major partner museums

Permanent staff Contract staff Total

(Full (Full (Part (Part

time) time) time) time)

men women men women Men Women Men Women
Combined arts 43.3% 56.7% | 28.9% 71.1% | 56.8% 43.2% | 55.0% | 45.0%
Dance 44.9% 55.1% | 42.2% 57.8% | 45.8% 54.2% | 45.5% | 54.5%
Literature 23.6% 76.4% | 23.0% 77.0% | 44.2% 55.8% | 423% | 57.7%
Major partner
museum 36.8% 63.2% | 21.0% 79.0% | 43.5% 56.5% | 36.7% | 63.3%
Music 54.2% 45.8% | 47.5% 52.5% | 62.5% 37.5% 61.5% | 38.5%
Not artform specific 34.3% 65.7% | 27.5% 72.5% | 37.2% 62.8% | 36.1% | 63.9%
Theatre 39.9% 60.1% | 34.9% 65.1% | 53.4% 46.6% | 52.6% | 47.4%
Visual arts 33.3% 66.7% | 26.8% 73.2% | 47.9% 52.1% | 44.8% | 55.2%
Grand total 42.2% 57.8% | 33.3% 66.7% | 54.7% 45.3% | 53.1% | 46.9%

Figure 1. (Arts Council England 2012/2013 funded organisation gydrve
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Gender profile of managers across Arts Council England’s 2012—15 National portfolio
organisations/Major partner museums
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Fig 2. (Arts Council England 2012/201hded organisation survgy

Gender profile of board members of Arts Council England’s 2012-15 National portfolio
organisations/Major partner museums
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Fig 3. (Arts Council England 2012(2013 funded organisation sutvey)

The figures reveahat women are employed permanaet roles, although men make up the

greater proportion of contract staff. Hence, men occupy the majority of roles across the 2012

2015 NPOs and MPMs. Focusing on theatre, women are less well répdetbem their male

counterparts, however, they agoy considerably more management roles than men. On the
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other hand, the boards are still skewed towards men with women only holding a majority of
board positions within the dance sector.

Proportion of 2012-2015 National portfolio organisation/Major partner museums
workforce by ethnicity
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Fig 4. (Arts Council England 2012/2013 funded organisation sufvey)
The profile of the workforce by ethnic group provides overview of the slim numbers of

Black and minority ethnicrgups from artisticstaff to board members in comparison to their

white counterparts.

3.1. Barriers for Women

Looking at the research on female leadership in the arts sector, the overall barriers for women
(TBR, 2008, Dean 2012, Kerbel 2012, Freest®¥2, Tonic Theatre 2014) are down to:

* Lack of permanently funded jobs

* A lack of line management support

* Caring responsibilities

* Poor job opportunities

¢ Personal attributes and circumstances
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* Informality of the workplace culture

* Age

3.2. Barriers for Ethnic minorities

According to the Change Institut€2008) and the Arts Council England (2015) the

underrepresentation of ethnic minority leadership in the arts sector is due to:
* Low employment mobility
« The perception of an Oold boysO network

* A lack of funded jobsKunding)

4. BTL’s Leadership Building Strategy

BTL acknowledges the need to remove barriers for female and BAME artists in theatres,
particularly amagst the BAME communityHence, thee is aconsiderable number of 140
theatre companiepresent who @ working with Black Theatre Live Many of those
companiesare therefore alsowun by female artistic directors (Kali, Yellow Earth/Tamasha
etc.). Furthermore looking at the gender allocatian considerable number of theatre
conmpanies are oneomanled companies meaningthese companies are likely namaitier

the female creative who runs the company. Hereby the female creative often occupies several
roles simultaneously (actor, writer, director, producer, founder)Ambreen Razia, Sumerah
Srivastav, Ana Serban,Rachael Young, Keshia Watson, Cheryl Martin, Aizzag Fatima,
Jessica Lucia AndradéBlack Theatre Live, 2016cTheatre companiesanusually differ in

their structure of how the company is Iéddeaning some companies regulate trustees and
board members, some are solaip by the creative team armdhers run solely individually
(Black Theatre Live, 2016cNeverthelessthe percentage of women, either wonrbed or

part of the creative team, is relatively high and shows therefore the benefits and contributions
of what dierseled organisations such as Black Theatre Live can bring in terms of opening up
opportunities for diverséed theatre compani€¢Black Theatre Live, 2016c).

12



ConsequentlyBlack Theatre Live expects to work with emerging and established BAME
theatreconmpanies across England to commissard tour highquality productions to the
consortiaover the coming three years.
In order to remove these barriers, one of its gjrateis implemented through the focus and
support for BAMEled companies (Black Theattéve, 2016c). The following are the aspects
of the same:

* Funding

* Providing trainingilmentorship)

* Creating avenues
In the case ofhe Called Me Mother with Pitch Lake Productionghe supporfrom Black
Theatre Live was crudido building up the companyor BTLOssecond production from the
consortium dedicated to touring inventive BAME theatre to venues across the country.
The opportunity to form Pitch Lake Productions was a direct coresempofBTLOs open
brief and theirengagement with BTIsCapplicaibn processand their mentorship throughout
the process of building up the compaBjack Theatre LiveOs mentorship, in supporting Pitch
Lake Productions to get theatre vente$ostthe productiorand the needed funding for the
production has supportedé¢h Lake Productions in their first steps to establish the company.
In terms of theuniqueness dPitch Lake Production&athy Tyson is one of the UKOs leading
black actresses and offd?gch Lake Productionsuniqueset of experiencethroughout thei
developmentIn additionto Michelle Innissas a female writenvho is dedicated to brimgg
diverse and female driven stories to the stage and Cara®laimive to workwith and for
BAME theatre, Pitch Lake Pradtion has a unique advantageesering a newQeadership
model¥or femaleand BAME artists.

13



5. Gender Analysis

Table 1: presenting theatres (author’s own creation)

Presenting theatres Board members Senior Staff
Male |Female Chair | Artistic Director

Tara Arts 4 2|M M

Derby Theatre 5 1M F

Queen's Hall Arts 2 8| M M

Lighthouse 8 3| M /

Theatre Royal Bury St.

Edmunds 5 3|M F

Theatre Royal Margate 5 2|M F

Stratford Circus 5 3|M F

Key Theatre 6 3|F F

The resultshow that Derby Theatre, Stratford Circus, Theatre Royal Bury St. Edmunds, Key
Theatre and Theatre Royal Margate all have female Artistic Directors, only Tara Arts and
QueenOs Hall Arts are led by manLighthouse there is no artistic director presestthe

CEO is tasked with the artistic direction, as well as the executive management.

There is a majority of male staff on the boards of seven of the eight presenting theatres (Tara
Arts, Derby Theatre, Lighthouse, Theatre Royal Bury St. Edmunds, ThHeayed Margate,
Stratford Circus, Key Theatre), whereas the majority of staff at QueenOs Hall Arts is female.
Including the slim numbers of female staff present at board level at the representative theatre
venues, it is significant that the overall majprof the chairs are occupied by mevith one

woman holding the chair at Key Theatre.

14



6. Challenges and Opportunities

The study examined the structural challenges and entrenched inequalities related to women
and women from ethnic minoritiemnd sought to identify the potential solutions to these
issues. The findings confirmed there is a correlation between the representation of women as
writers, actors, directors, and a divelsd (womenled) theatre company, which means that
opportunities &r women are available, including leadership positions. However, the findings
also confirmed thathallenges opportunities and future prospects existed for women and
women from ethnic minorities in the development of these companies, which were related to

the following issues:

Challenges:

1) Isolation: Due to the malkelominated working environmenbcial networks to secure
future work can represent a challenge for women. Additionallc/aof family and
partner support can adversely affect the finance dable for female creatives.
Equally, isolation due to absence duringternity leave was also mentioned as
presenting a challenge to getting into work again.

2) Age: For older females, it was harder to secure parts in theatre, due a lack of parts
written for mature female actors. However, this can motivate females to become
leaders in the field and to create their own woslgehcompanies.

3) Education: There is a belief that education is a necessity because it indicates skill and
gualification. However, for woem this can presenine andfunding challenges

4) Funding: Independent funding must be raised by the company themselves by
negotiating deals with theatre venues, which tend to be male dominated. Furthermore
funding from ACE requires the company to proveladence of external support and
records of accomplishment, which can be challenging.

5) Confidence: A lack of confidence at certain points in a womanOs career was
mentioned, which inhibits women@bility to voice opinions and communicate
executive decisions

6) Role Models: There seems to be a lack of female Role Model leaders in the industry.

7) Collaboration: Collaboration amongst women can become a challenge if there is a
judgemental atmosphere within the company. Additionally, goodwill was regarded as

more mportant for females working in a male dominated industry.

Opportunities:

15



1) Collaboration: A womenled company is able to recognise the strengths and
weaknesses of individuals and adapt to their needs accordingly. Additionally, the
ability to talk more frely amongst women supports the process of theatre making, and
the mentorship received from a worded company opens up possibilities and also
fosters future success.

2) Education: Education provides an opportunity for building social networks for future
femak leaders and strengtiseconfidence and gowll.

3) Confidence: The success of the compagngive femalesmore confidence to tackle
future challengeslt can help women to create their own opportunities for creative

content and, therefore, enhance tleedative control.

When looking at the aspects ethnic minorities (disparity), no big difference in challenges
is expressed. However, it is expressed that with issues of race there seems to be an
overwhelming need for ownership, similar to gendeuassbut more so when you want to

represent cultural division:

Challenges:

1) Lack of Opportunity: It became apparent that there seems to be an overall lack of
opportunity that a majority of ethnic minorities have to face. Especially a lack in an
even dispaty of race in workshops and academic institutions (i.e. directors
workshops, universities etc.)

2) Ownership: It was expressed that the lack of opportunity furthers the motivation for
BAME atrtists to set up their own companies in order to represent theflaokersity
in the theatre sector (DIY).

Opportunities:
1) Prejudices: Perceived ideas and creative content can be turned into opportunities by
breaking down cultural baets through diversked theatranaking.

16



Throughout the study, it became appardat & diversded theatre company is able to turn
challenges into opportunities, despite the challenges outweighing the opportunities for
females and BAME catives in the industryConsequently,fiwomen are able to reach
leadership and set up their owetHcompanies respectively, future prospects for diveade
theatre companies can continue to flourish. Also, it is expected that challenges for women and

ethnic minorities begito reduce by focusing on future prospeutsre intensively.

7. Future Prospects

Future prospect
1) Awareness: Improves thdnitiatives towardsalanced numbers of female and male
leaders in the industryt is an importance to address the issue of gender disparity
without reinforcing gender biases.
2) Role Models: Providesoppatunities for futurefemaleleaders and BAMHeaders,
and theopportuniy to offer apprenticeships to foster potential leaders.
3) Collaboration: female support, looking after and having faith in each other can serve

to improve gender equality in the indystr

Consequently, selected divedleel theatre companies as related to challenges and
opportunities for females and ethnic minoritiesiorzalises a new way of theatmeaking and
leadership style. These developments can open up more opportunities érwtmsn in

future careers. Nonetheless, the study was based on a dactbeatre company within the
boundaries of an organisation committed to supporting a wide range of organisations, which
the Arts Council England has defined as OdiMed(® orgaragions (Arts Council England,
2015a:5). Supported by funding from the Arts Council England, Black Theatre Live is able to
create conditions in which there is a diversity of audiences, leaders, producers and creators of
art, reflecting the diversity of comtiporary England. It is important to note that Black
Theatre Live caters to diverded theatre companies, which make them less representative of
the wider spectrum outside of this remit (Black theatre live, 2016b). Consequently, for the
secondary sourgeghe current Opresenting theatresO of the Black Theatre Live consortium
support the relevance of setting up divdesk theatre companies immtext to the nature of
theatremaking of Black Theatre LiveOs policy and theafive Case foDiversity (ACE).

17



8. Conclusion

The studyexplored the challenges and opportunities for female creatives in the theatre
industry towards the development of divelse theatre companies, based on the case study
of the womeHed theatre company OPitch Lake Productions@péaas that the challenges
can outweigh the opportunities for females in the industry (i.e. Collaboration, Education,
Confidence, Age, Isolation, Role Models, Funding). However, the findings have confirmed
that those challenges can become opportunitiewoiinen are able to reach leadership
positions. Additionally, with the outlook on future prospects of the diviexsetheatre
company, it is expected that those challenges begin to reduce. Since many of the challenges
expressed correlated with the majorifyresearch studies on gender disparity (Dean, 2008;
TBR, 2008; The Change Institute, 2008; Gill, 2007, 2011, 2014; Arts Council England,
2015a), the interview findings from women within the model of divweddgheatre companies
opens up possible solutiorier women and BAME leaders, and thereby constitutes an
interesting additional area of research for diversity in arts leadership.

The outcome of the analysis of the selected diviedetheatre company, as related to
challenges and opportunities for wamand women from ethnic minorities, justifies a new

way of theatremaking and leadership behaviour (see Collaboration, Role Models), which
presents more opportunities for these women in the future. Nevertheless, the research was
based on a theatre compatiyat has been set up within the remits of a divérde
organisation (Black Theatre Live, 2016a;b;c) and therefore does not take account of the
potential challenges faced by theatre companies outside of these boundaries. However, taking
into account the fidings on future prospects (i.e. awareness, collaboration, role models), it is
posited, that among the importance of the action needed to address gender and BAME
equality that one should not discount the importance of employing the best person for the job.

18



9. BIBLIOGRAPHY

Acker, J. (2006): Inequality Regimes: Gender, Class, and Race in OrganisatiGesder
and Society 20 (4): 441-64, (online). Available at:
https://campus.fsu.edu/bbcswebdav/institution/academic/social_sciences/sociology/Reading%
20Lists/Stratification%20(Gender,%20Race ,%20and %20Class) %20Copies %200f %20 Article
$s%20from%?202009/Acker-GenderSociety-2006.pdf (Accessed 20 June 2016)

Arts Council England (2006ay’ultural Leadership Programme, (online). Available at:
https://robertoigarza.files.wordpress.com/2008/14drdroducingthe-culturatleadership
programmeartscouncitengland2006.pdf(Accessed 13 June 2016)

Arts Council England (2006bRace equality scheme, review of the first year, (online).

Available at:
http://webarchive.nationalarchives.gov.uk/20160204101926/http://www.artscouncil.org.uk/m
edia/uploads/documents/publications/phpDkmfxU (@dfcessed 13 June 2016)

Arts Council England (2006cRace equality scheme annual report 2004/05, the first year,
(online). Available at:
http://webarchive.nationalarchives.gov.uk/20160204101926/http://www.artscouncikion
edia/uploads/documents/publications/php8jJ8ZK(padtessed 13 June 2016)

Arts Council England (2008)rts Council London Plan, Great Art for Everyone, (online).
Available at:
http://webarchive.nationalarchives.gov.uk/20160204101926/http://www.artscouncil.org.uk/m
edia/uploads/downloads/Arts_Council_London_Plan(pdtessed 13 June 2016)

Arts Council England (2011 Review of the Arts Council’s strategic framework: an
introduction (online). Available at:
https://www.museumsassociation.org/download?id=358A86essed 13 Juriz016)

Arts Council England (2014)uvesting in Diversity 2015-18, (online). Available at:
http://www.artscouncil.org.uk/media/uploads/Investing_in_8itg 201518 Jan2015.pdf
(Accessed 16 February 2016)

Arts Council England (2015a)#& Data Report from 2012-2015 on Equality, Diversity and
the Creative Case, (Online). Available at:
http://www.artscouncil.org.uk/sites/default/files/downlead

file/Equality Diversity and_the Creative Case A data report -2018.pdf (Accessed 26
February 2016)

Arts CouncilEngland (2015b)Creative Case for Diversity, (online). Available at:
http://www.artscouncil.org.uk/diversigndequality/creativecasediversity (Accessed 9 Jun
2016)

Arts Council England (2015c)avesting in diversity and the Creative Case, (online).
Available at:http://www.artscouncil.a.uk/diversityandequality/newstrategieinvestment
diversity-and-creativecase(Accessed 4 July 2016)

19



Arts Council England (2015d¥onsultation: defining ‘diverse led’ organisations, (online).
Available at:http://www.artscouncil.org.uk/diversigindequality/consultatiodefining
diverseled-organisationgAccessed 4 July 2016)

Arts Council England (2015eWorkforce diversity of funded organisations, 2013/14, (online).
Available at:http://www.artscouncil.org.uk/sites/default/files/downlead
file/Workforce_diversity of funded organisations 2a¥Bpdf(Accessed 4 July 2016)

Arts Council England (2015fEquality and Diversity Action plan for 2015-18, (online).
Available at:http://www.artscouncil.org.uk/sites/default/files/downlefdd/Corporate
Plan_201518 EqualityandDiversity Appendix.pdfAccessed 9 June 2016)

Aston, E. (1995)4n Introduction to Feminism and Theatre, New York: Routledge.

Aston, E.; Harris, G. (2007Feminist futures?: theatre, performance, theory, Basingstoke:
Palgrave Macmillan.

Black Theatre Live (2016aRlack Theatre Live, About Us, (online). Available at:
http://blacktheatrelive.co.uk/abo{iccessed 14 March 2016)

Black Theatre Live (2016bRlack Theatre Live, Companies, (online). Available at:
http://blacktheatrelive.co.ukdmpaniegAccessed 6 July 2016)

Black Theatre Live (2016c): Venues, (online). Available at:
http://blacktheatrelive.co.uk/venugsccessed 6 July 2016)

Bourdieu (1986)the forms of capital, In: Richadson, J (Ed), Handbook of theory and
research for the sociology of education, Westport, CT: Greenwood Press, {35841
(online). Available at:
https://keats.kcl.ac.uk/pluginfile.php/1508525/mod_resource/content/1/BourdieuCapital.pdf
(Accessed 6 July 2016)

Brah, A.; Phoenix, A. (2004): AinOt | a woman? revisiting intersectionalityurnal of
International Women’s Studies 5(3): 75-86, (online). Available at:

https://www .sfu.ca/iirp/documents/Brah%20and % 20Pheonix %202004.pdf (Accessed 6 July
2016)

Brinkmann, S. (2013Yualitative Interviewing, USA: Oxford University Pres
Case, S.E. (1988Feminism and Theatre. New York: Methuen Inc.

Caust, J. (2009).eadership and Creativity: Understandings of this Relationship in Arts
Organisations, Germany: VDM Verlag.

Conor, B.; Gill, R. and Taylor, S. (201%)ender and Creative Labour, IN: The Sociological
Review, Vol. 63(1), pp.-B2 (online). Available at:
http://onlinelibrary.wiley.com/do0i/10.1111/14®54X.12237/abstra¢Accessed 7 Jul2016)

20



Consilium Research & Consultancy (2018Juality and diversity within the Arts and
cultural sector in England, Evidence and literature reviews final report, (online). Available
at:

http://www.artscouncil.org.uk/sites/default/files/downlead

file/Equality and_diversity within_the arts_and_cultural_sector_in_Englan@Amtfessed
26 February 2016)

Creative Skillset (2011)luning Out: Women in the UK radio industry, London: Skillset,

(online). Available at:

https://creativeskillset.org/ags#000/6251/Tuning_out Women_in_the UK radio_industry
2011.pdf(Accessed 6 July 2016)

Creative Skillset (2012Employment Census of the Creative Media Industries, Creative

Skillset, (online). Available at:

https://creativeskillset.org/assets/0000/5070/2012 Employment Census_of the Creative_Me
dia_Industries.pdfAccessed 2 July 2016)

Creative Skillset (2015 reativity and Constraint: Leadership in the UK’s Creative

Industries, Creative Skillset, (online). Available at:
http://creativeskillset.org/assets/0089433/Creativity and_constraint_leadership_and_manag
ement_in_UK_2015.pdfAccessed 2 May 2016)

Dean, D. (2008)4ge, Gender and Performer Employment in Europe, The International
Federation of Actors, (online). Available attp://www.fia-
actors.com/uploads/ENGLISH.p@hccessed 2 May 2016)

Donley, A. M.; Grauerholz, L. (2012Research Methods, Infobase Publishing. (online).
Available at:http://www.kcl.eblib.com/patron/FullRecord.aspx?p=9147&&essed 25
March 2016)

Downing, J. D. H., & Husband, C. (200Representing race: Racisms, ethnicity and the
media. London: Sage.

DWP. (2009): Flexible Working: working fofamilies, working for busineskondon:
Department for Work and Pensions, (online). Available at:
http://www.cipd.co.uk/NR/rdonlyres/F36B815C-ABAF-4A04-8842-
639EA20E48BD/0/Flexible_working_Taskforce_report.pdf (Accessed 2 May 2016)

Eagly, A.H.; Carli, L.L. (2003)The female leadership advantage: an evaluation of the

evidence, Leadership Quarterly, Vol. 14, pp. 884, (online). Available at:
https://www.researchgate.net/publication/222420984 The Female Leadership_Advantage A
n_Evaluation_ofthe EvidencéAccessed 5 July 2016)

Gill, R. (2002):Cool, Creative and Egalitarian? Exploring Gender in Project-Based New
Media Work in Europe, Information and Communication & Society: Taylor & Francis,
(online). Available at:
http://www.tandfonline.com/doi/pdf/10.1080/13691180110117668?needAccess=true
(Accessed 1 May 2016)

Gill, R. (2007):Postfeminist media culture: Elements of a sensibility, European Journalf
Cultural Studies (10), pp. 14166, (online). Available at:

21



https://keats.kcl.ac.uk/pluginfile.php/1293259/mod resource/cohtEiltt
Postfeminist%20Media%20Culture.p@ccessed 5 May 2016)

Gill, R. (2011):Sexism reloaded, or, it’s time to get angry again!, Feminist Media Studies, 11
(1), pp. 6171, (online). Available atttp://documents.tips/documents/sexiszioaded.html
(Accessed 6 June 2013)

Gill, R. (2019. Unspeakable Inequalities: Post Feminism, Entrepreneurial Subjectivity, and
the Repudiation of Sexism among Cultural Workers, Social Politics, 21(4)pp. 509528,
(online). Available athttps://muse.jhu.edu/article/563320/gdtcessed 6 June 2016)

Gilroy, P. (1993a)Small Acts: Thoughts on the politics of black cultures, London, United
Kingdom: SerpentOs Talil.

Gilroy, P. (1993b)The Black Atlantic: Modernity and Double Consciousness, London: Verso.

Goddard (2007)Staging Black Feminisms: identity, politics, performance, Basingstoke:
Palgrave MacMillan.

Graen, G.B.; UhBien, M. (1995)Relationship!based approach to leadership: development
of leader!member exchange (LMX) theory of leadership over 25 years: applying a multillevel
multildomain perspective, Leadership Quarterly, Vol. 6, pp. 249, (online). Available at:
http://www.sciencedirect.com/science/article/pii/104898439590(086&essed 7 July 2016)

Gray, H. (2004)Watching race: Television and the struggle for blackness, Minneapolis, MN:
University of Minnesota Press.

Hesmondhalgh, D. & Saha, A. (201RY)ice, Ethnicity, and Cultural Production, Popular
Communication: The International Journal of Media and CuyltLte8, 179195, (online).
Available at:http://www.tandfonline.com/doi/pdf/10.1080/15405702.2013.81(P@8essed
7 June 2016)

Holden, J. and McCarthy, H. (200%omen at the Top. a provocation piece, London: City
University.

Hooks, b. (2009). Black looks: Rae and representatiof.ondon, United Kingdom:
Turnaround Publisher Services.

JSger, S. (2016Riversity on stage: gender and race challenges of theatre production and
touring in the UK, Dissertation Proposal, KingOs College London, (online), available at
https://keats.kcl.ac.uk/mod/turnitintool/view.php?id=1074768&do=submissions
(Accessed 14 March 2016)

Kerbel, L. (2012) Swimming in the shallow end, Tonic Theate, (online). Available at:
http://www.tonictheatre.co.uk/images/tonic_theatre  Swimming%20in%20the%20shallow%?2
Oend_Report_May2012.p@hccessed 1 March 2016)

Lorde, A. (1984): Age, Race, Class and Sex: Women Redefining Differarsister
Outsider: Essays and SpeechHésedom, CA: Crossing Press.

Mahamdallie, H. (20117 hat is the creative case for diversity?, London: Arts Council

22



England, (online). Available ahttp://www.creativecase.org.uk/creativecase
resources?item=219Accessed 5 June 2016)

Malik, S. (2013):Creative Diversity: UK Public Service Broadcasting After Mulitculturalism,
Popular Communication: The International Journal of Media and Culture, Vol. 11(3), pp 227
241, (online). Available at:
http7//www.tandfonline.com/doi/pdf/10.1080/15405702.2013.810081?needAccess=true
(Accessed 9 June 2016)

Mullen, C. (2009)Challenges and breakthroughs of female department chairs across
disciplines in higher education, Advancing Women in Leadership JournablM29 No. 9, pp.
1-33, (online). Available at:

http://www.advancingwomen.com/awl/\VVol29 2009/Carol_mullen(padttessed 10 July
2016)

Nelson, T.; Maxfield, S. and Kolb, D. (2009omen entrepreneurs and venture capital:

managing the shadow negotiation, International Journal of Gender and Entrepreneurship, Vol.

1 No. 1, pp. 5776, (online). Available at:

https://www.researchgate.net/publication/241392432 Women_entrepreneurs_and_venture ca
pital_Managing_the shadow_negotiati@kccessed 5 July 2016)

Nixon, S.; Crewe, B. (2004Pleasure at work? gender, consumption and work-based
identities in the creative industries, Consumption Markets and Culture, 7(2), pp.-429
(online). Available at:
http://www.tandfonline.com/doi/pdf/10.1080/1025386042000246197 ?needAccess=true
(Accessed 6 June 2016)

Oakley, K.(2013: Absentee workers: representation and participation in the cultural
industries, in Banks, Taylor & Gill (edsYheorizing Cultural Work. London: Routledgepp.
56-67., (online). Available atittp://eprints.whiterose.ac.uk/75864/ofGhine.pdf(Accessed
5 July 2016)

O’ Brian, Dr. D.; Oakley, K. (2015 ultural Value and Inequality: A Critical Literature
Review, A Report commissioned by the Arts and Humanities Research Council's Cultural
Value Project, (online). Available dtttp://www.ahrc.ac.uk/documents/projeeportsand
reviews/culturalvalueandinequalitya-critical-literaturereview/ (Accesgd 5 July 2016)

Pitch Lake Productions (201%)ress Release for She Called Me Mother, Latest News
(22/1/2015), (online). Available abttp://www.pitchlakeproductions.com/neWccessed 5
June 2016)

ProctorThomson, S. (2013)eminist futures of cultural work? Creativity, gender and
difference in the digital media sector, In: Theorising Cultural WorKEds) Banks, M., Gill, R.
& Taylor, S., pp. 137148, London: Routledge.

Rosener, J. (1997%exual static, In: K Grint ed., Leadership, Oxford: Oxford University
Press.

Skillset (2008): Balancing Children and Work in the Audio Visual Industrigsdon:
Skillset, (online). Available at:
https://creativeskillset.org/assets/0000/6250/Balancing Children_and Work in_the Audio

23



Visual_Industries_2008.pdf (Accessed 9 July 2016)

Skillset (2010): Women in the Creative Media Indussi&ondon: Skillset, (online).
Available at: http://www.ewawomen.com/uploads/files/surveyskillset.pdf (Accessed 9 July
2016)

Somekh, B., Lewin C. (2004Research Methods in the Social Sciences, London: SAGE
Publications, (online). Available at:
http://www.kcl.eblib.com/patron/FullRecord.aspx?p=25468dcessed 14 March 2016)

Taylor, S.; Littleton, K. (2012)Contemporary Identities of Creativity and Creative Work,
England: Ashgate.

TBR (2008):Women in leadership in the creative and cultural sector, Cultural Leadership
Programme, (online). Available dtttp://www.cacreatives.co.uk/wp
content/uploads/2014/12/Women_in_Leadergbig’.pdf(Accessed 5 June 2016)

The Change Institute (2008iack, asian and minority ethnic leadership in the creative and
cultural sector, Cultural Leadership Programme, (online). Availablenép://www.cce
creatives.co.uk/wygontent/uploads/2014/12/BAMEeadership.pdfAccessed 5 June 2016)

The Creative Industries Federation (20X5)ative Diversity — The state of diversity in the
UK'’s creative industries and what we can do about it, MOBO, (online). Available at:
http://www creativeindustriesfederation.com/assets/userfiles/files/30183%2DCIF%20Access
9%20%26%?20Diversity%20Booklet_ A4_Web%20(1).pdf (Accessed 5 June 2016)

The Guardian (2012a)fomen in theatre: jow the ‘2:1 problem’ breaks down, datablog,
(online). Available athttps://www.theguardian.com/news/datablog/2012/dec/10/wamen
theate-researckull -results(Accessed 4 July 2016)

The Guardian (2012bJomen in theatre research, datablog, spreadsheets, (online).
Available at:https://docs.google.com/spreadsheets/df19U
gBFI7tuGm0GzO05Bdgflv7PTUMKZAOemUeGaUcA/edit?pref=2&pli=1#gidABcessed
4 July 2016)

Tonic Theatre (2014)5ender Equality in England’s Theatres. ADVANCE, (online).
Available at:
http://www.tonictheatredvance.co.uk/learning/#stgfsccessed 1 March 2016)

Wittel, A. (2001): Toward a Network Socialifff'heory, Culture & Society, Vol. 18 no. 6, pp.
51-76, (online). Available at:

http://tcs.sagepub.com/content/18/6/51 .full.pdf+html?hwshib2=authn%3A 1471954442 %3 A2
0160822%253A91c3beea-1d2c-4fa4-8c29-

9498261f18eb%3A0%3A0%3A0%3 A06nFdGumxQfx 1fqjZCAXEw%3D%3D (Accessed 6
July 2016)

Wood, R.T. (2003)7he Straightedge Youth Sub-Culture: Observations on the Complexity of
Sub-Cultural Identity, Vol.6(1), pp. 3352, (online). Available at:
http://www.tandfonline.com/doi/pdf/10.1080/1367626032000068154?needAccess=true
(Accessed 10 July 2016)

24



Woolf, V. (1977):The novels of Virginia Woolf, London: Methuen.

25



10. APPENDICES
Appendix 1:
ING'S

College
LONDON

Research Ethics Office
King's College London
Rm 5.1 FWB (Waterloo Bridge Wing)
London
SE1 9NH
11 April 2016
TO:Serrena Jager
SUBECT: ConfirmatiofRegistration

DearSerrena,

Thank you for submitting your Research Ethics Minimal RRE&gistration Form This letter
acknowledges the receipt of yorggistration your Research Ethics NumberNMR/15/16-299. Y ou

may begin colleting data immediately.

Be sure to keep a record your registration number and indlid@ny materials associated with this
researchRegistration is valid foone year from todayOs datBlease note it is the responsibility of the
researcher to engethat any other permissioms approvals (i.e. R&D, gatekeepers, etc.) relevant to

their research are in place, prior to conducting the research.

Record Keeping:

In addition, you are expected to keep records of your process of informed consent andstandat
relevant details of research covered by this application. For example, depending on the type of

research that you are doing, you might keep:

o Arecord of the relevant details for public talks that you attend, the websites that visit, the
interviews hat you conduct
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o The OscriptO that you use to inform possible participants about what your research involves.
This may include written information sheets the generic information you include in the
emails you write to possible particiganor what yousay to people when you approach them
on the street for a survegr the introductory material statedthé top of your ofline survey.

o Where appropriate, records of consent, eopies of signed consent forrmsemails where
participants agreeto be inteviewed.

Audit:

You may be selected for an audit, to see how researchers are implementing this process. If audited,
you will be expected to explain how your research abides by the general principles of ethical research.
In particular, you will be expeatieto provide a general summary of your review of the possible risks

involved in your research, as well as to provide basic research records (as above in Record Keeping)

and to describe the process by which participants agreed to participate in youihtesearc

Remember that if you have any questions about the ethical conduct of your research at any point, you
should contact your supervisor, the Research Ethics office, or a member of your DepartmentOs

Research Ethics Panel for advice.

Feedback:

If you wish to provide any feedback on the procesgou may do so by emailingrec
minrisk@kcl.ac.uk

We wish you every success with this work.

With best wishes

Research Ethics Office
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