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1. Introduction  

This research paper was commissioned by KingÕs College 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 improve awareness of these issues and to identify appropriate 

strategies that can be used to resolve this situation by investigating opportunities as well. 

Following the report entitled the Creative Case for Diversity agenda published by the Arts 

Council England (ACE); 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, the 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 graduates in the 

creative sector from diverse cultures, they lack appropriate levels of representation on 

leadership level (i.e. women-led theatre companies).  

 

True diversity in British theatre will bring huge benefits both creatively and organizationally 

and will help to shape the reflection of our society and our everyday lives. Diverse-led 

organisations are getting more rare in the field (Arts, Council England 2015a:24). Focusing 

on the challenges and opportunities within theatre companies for female practitioners and 

leaders, the study will be based on the recent successful tour of the play “She Called Me 

Mother” by the women-led theatre company Pitch Lake Productions in partnership with Tara 

Arts and Black Theatre Live.  

 

Pitch Lake Productions is a Nottingham based theatre company committed to bringing 

unheard voices and untold stories from mainly BAME artists to the stage. Tara Arts in 

partnership with Black Theatre Live presents Pitch Lake ProductionÕs first play, “She Called 

Me Mother” (Pitch Lake Productions, 2015). The women-led company was set up by 

Michelle Inniss (writer), Cara Nolan (director) and Cathy Tyson (actor). The play was 

inspired by a real-life encounter that Michelle Inniss had with a homeless woman at London 
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Bridge Station. The play is written 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 amount of 

Black and Ethnic Minority theatre on the touring circuit (Black Theatre Live, 2016a;b).  Since 

the agenda for the Creative Case for Diversity was established by the Arts Council England, 

promoting diversity across the cultural and creative sector has become a collective 

responsibility (Arts Council England, 2015a:5). Committed to supporting a wide range of 

organisations, which the Arts Council England has defined as Ôdiverse-ledÕ organisations, 

Black Theatre Live is effecting change nationally for Black, Asian and Minority Ethnic 

touring theatre through a sustainable 3-year programme of structural support, national touring 

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

 

In order to achieve the aim of the study, the report is divided into 8 chapters. Chapter 2 will 

outline the methodological framework for this study. Chapter 3 will give a short outline of the 

research background concerning women-led and BAME-led organisations in the cultural and 

creative industries.  

Chapter 4 will outline Black Theatre LiveÕs commitment to diverse-led theatre companies in 

connection to their partnership with Pitch Lake Productions.  Chapter 5 will explore the 

gender analysis of the leadership structure of the eight presenting theatres of the Black 

Theatre Live consortium, which provides an introduction and snapshot of the current 

leadership positions in theatre, working to transform the landscape for BAME theatre across 

the UK and enhances the understanding of the specific issue being investigated. 

Chapter 6 will employ the primary data from the individual in-depth interviews in order to 

identify the challenges and opportunities for female and BAME artists. Chapter 7 will outline 

key future prospects for the women-led company Pitch Lake Productions, which points 

towards possible solutions for female and BAME practitioners in the field. Finally, Chapter 8 

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

A mixed method approach was adopted, which allowed the researcher to gather data from 

participants involved with Pitch Lake Productions related to the 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 individual in-depth 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 three semi-structured 

interviews in order 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 Productions. I 

found my analysis on individual in-depth interviews, which supports the motivation to 

explore perceptions, beliefs and behaviours of the subject matter (Donley & Grauenholz, 

2012:39).  

 

Additionally, I have included a gender analysis of the current presenting theatres of the Black 

Theatre Live consortium who give space for those diverse-led theatre companies and support 

the relevance of setting Pitch Lake Productions in context to the nature of theatre-making of 

Black Theatre LiveÕs policy. Due to their commitment 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 

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

 

The three semi-structured 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 initial open-coding process 

(Brinkmann, 2013). Consequently, I assimilated these themes (sub-themes) and contingencies 

into a coding frame, which I then applied to the three transcripts (Somekh & Lewin, 2004).  
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3.Women-led and BAME-led organisations 

Despite the agenda of  ÒGreat art for everyoneÓ implemented in the Arts CouncilÕs Action, 

with its focus on artistic leadership and diverse-led organisations (ArtÕs Council England, 

2011; ArtÕs Council England, 2008), there is still a gender and race disparity when it comes to 

female and BAME leadership in the arts. Focusing on the performing arts industry (i.e. 

theatre), 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 higher-level jobs (Creative Industries Federation Report, 2015). Although current 

female leaders in theatre like the Birmingham Rep, Tricycle, Southbank Centre, or 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 leadership positions in the 

arts. The following charts, prepared on the basis of data presented in reports by several 

sources helps to illustrate this point. Focusing especially on theatre for female and BAME 

leadership, the following data gives an inkling of the currency of the situation.  

 

 

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

 

                                  Figure 1. (Arts Council England 2012/2013 funded organisation survey)1  

 

 

 

 
                                                
" !#$%&'(')*! +,&,-./0! 1! #$%&)(2-%/3! 456"789!!"#$%&'() $*+) +&,-./&'() 0&'1&*) '1-) 2.'/) $*+) 3#%'#.$%) /-3'4.) &*) !*5%$*+6) !,&+-*3-) $*+)
%&'-.$'#.-).-,&-0/)7&*$%).-84.'6)889):;!

46 
 

Equality and diversity within the arts and cultural sector in England: Evidence and literature review 
 

Table 19 �t Gender profile of artistic staff across ���Œ�š�•�����}�µ�v���]�o�����v�P�o���v���[�• 2012�t15 National portfolio 
organisations/Major partner museums 

 Permanent staff Contract staff Total 

  

(Full 
time) 
men 

(Full 
time) 

women 

(Part 
time) 
men 

(Part 
time) 

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% 42.3% 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% 

Source: Arts Council England 2012/13 Funded Organisation Survey �t workforce profile 

 

Table 20 �t Gender profile of managers across ���Œ�š�•�����}�µ�v���]�o�����v�P�o���v���[�• 2012�t15 National portfolio 
organisations/Major partner museums 

 Permanent staff Contract staff Total 

  

(Full 
time) 
men 

(Full 
time) 

women 

(Part 
time) 
men 

(Part 
time) 

women Men Women Men Women 
Combined arts 47.0% 53.0% 22.4% 77.6% 38.8% 61.2% 41.8% 58.2% 
Dance 38.6% 61.4% 20.5% 79.5% 34.4% 65.6% 34.9% 65.1% 
Literature 47.8% 52.2% 25.0% 75.0% 28.2% 71.8% 37.5% 62.5% 
Major partner 
museum 46.5% 53.5% 21.9% 78.1% 40.0% 60.0% 42.7% 57.3% 
Music 49.5% 50.5% 22.7% 77.3% 54.0% 46.0% 48.8% 51.2% 
Not artform specific 32.4% 67.6% 10.7% 89.3% 15.4% 84.6% 25.0% 75.0% 
Theatre 45.6% 54.4% 23.7% 76.3% 38.7% 61.3% 40.9% 59.1% 
Visual arts 43.9% 56.1% 26.4% 73.6% 46.1% 53.9% 40.6% 59.4% 
Grand total 45.5% 54.5% 22.9% 77.1% 42.4% 57.6% 41.6% 58.4% 

         Source: Arts Council England 2012/13 Funded Organisation Survey �t workforce profile 
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Gender profile of managers across Arts Council England’s 2012–15 National portfolio 
organisations/Major partner museums 

 

                                    Fig 2. (Arts Council England 2012/2013 funded organisation survey)2 

 

 

 

Gender profile of board members of Arts Council England’s 2012–15 National portfolio 
organisations/Major partner museums 

 

                                   Fig 3. (Arts Council England 2012(2013 funded organisation survey)3 

 

 

The figures reveal that women are employed in permanent 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 represented than their male 

counterparts, however, they occupy 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  
 

 

                                Fig 4. (Arts Council England 2012/2013 funded organisation survey)4 

 

The profile of the workforce by ethnic group provides an overview of the slim numbers of 

Black and minority ethnic groups from artistic staff 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, Freestone 2012, 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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Table 12 – Proportion of 2012–15 National portfolio organisation/Major partner museum 
workforce by ethnicity 

Role  Ethnic group O2?@1*# T#

Artistic staff 

White !=BG&!## G=%C#
Black and minority 
ethnic "B&<U## =C%<#
Unknown =&BGGU## &C%G#

Managers 

White !B=I!## U!%I#
Black and minority 
ethnic !$C## I%!#
Unknown &$I## G%U#

Other staff 

White ="BCI=## "&%!#
Black and minority 
ethnic  &B&CU## I%!#
Unknown #CBC$C## =U%C#

Board members 

White $B!$<## "I%G#
Black and minority 
ethnic #U"=## =!%<#
Unknown ###########CII## "%C#

63#.2-5)7.'/)83#*2&%)!*4%$*+)9:;9<9:;=)>#*+-+)?.4$*&/$'&3*)6#.,-()�t)0 3.@A3.2-)B.3A&%-)

#
$%&$% ���Œ�����š�]�À���� �^�l�]�o�o�•���š�[�•#:&<=&A#V*13/,81# P1+,3# W)*FD)*(1# 72*819#0,.04,.0/K# /03/# 61)641# D*)?#

R43(F#3-+#?,-)*,/9#1/0-,(#@3(F.*)2-+K#0)4+#=<#61*#(1-/#)D#6)K,/,)-K#E,/0,-#/01#(*13/,81#
?1+,3# K1(/)*# :K11# M3@41# =!A%# X)E181*# /0,K# D,.2*1# ,K# KF1E1+# @9# /01#D3K0,)-# 3-+#/1Y/,41K#
K1(/)*#E,/0#="#61*#(1-/#)D#/01#E)*FD)*(1#D*)?#R43(F#3-+#?,-)*,/9#1/0-,(#@3(F.*)2-+K%#S)E#
41814K#)D#*16*1K1-/3/,)-#3*1#18,+1-/#,-#/01#8,K234#1DD1(/K#K1(/)*#:=#61*#(1-/AB#3*(0,81K#3-+#
4,@*3*,1K#:&#61*#(1-/AB#D3(,4,/,1K#:!#61*#(1-/A#3-+#3-,?3/,)-#:C #61*#(1-/A%##
#
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• Informality of the workplace culture 

• Age  

     

 

 

3.2. Barriers for Ethnic minorities  

According to the Change Institute (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 Ôold boysÕ network 

• A lack of funded jobs (Funding) 

 

 

 

 

 

4. BTL’s Leadership Building Strategy  

BTL acknowledges the need to remove barriers for female and BAME artists in theatres, 

particularly amongst the BAME community. Hence, there is a considerable number of 140 

theatre companies present who are working with Black Theatre Live. Many of those 

companies are, therefore also run by female artistic directors (Kali, Yellow Earth/Tamasha 

etc.). Furthermore looking at the gender allocation, a considerable number of theatre 

companies are one-woman-led companies, meaning these companies are likely named after 

the female creative who runs the company. Hereby the female creative often occupies several 

roles simultaneously (actor, writer, director, producer, founder) (i.e. Ambreen Razia, Sumerah 

Srivastav, Alina Serban, Rachael Young, Keshia Watson, Cheryl Martin, Aizzag Fatima, 

Jessica Lucia Andrade) (Black Theatre Live, 2016c). Theatre companies can usually differ in 

their structure of how the company is led. Meaning some companies regulate trustees and 

board members, some are solely run by the creative team and others run solely individually 

(Black Theatre Live, 2016c). Nevertheless, the percentage of women, either women-led or 

part of the creative team, is relatively high and shows therefore the benefits and contributions 

of what diverse-led organisations such as Black Theatre Live can bring in terms of opening up 

opportunities for diverse-led theatre companies (Black Theatre Live, 2016c).  
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Consequently, Black Theatre Live expects to work with emerging and established BAME 

theatre companies across England to commission and tour high-quality productions to the 

consortia over the coming three years.  

In order to remove these barriers, one of its strategies is implemented through the focus and 

support for BAME-led companies (Black Theatre Live, 2016c). The following are the aspects 

of the same: 

• Funding  

• Providing training (mentorship) 

• Creating avenues  

In the case of She Called Me Mother with Pitch Lake Productions, the support from Black 

Theatre Live was crucial to building up the company for BTLÕs second 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 consequence of BTLÕs open 

brief and their engagement with BTLÕs application process and their mentorship throughout 

the process of building up the company. Black Theatre LiveÕs mentorship, in supporting Pitch 

Lake Productions to get theatre venues to host the production and the needed funding for the 

production has supported Pitch Lake Productions in their first steps to establish the company.  

In terms of the uniqueness of Pitch Lake Productions, Cathy Tyson is one of the UKÕs leading 

black actresses and offers Pitch Lake Productions a unique set of experiences throughout their 

development. In addition to Michelle Inniss as a female writer, who is dedicated to bringing 

diverse and female driven stories to the stage and Cara NolanÕs strive to work with and for 

BAME theatre, Pitch Lake Production has a unique advantage, presenting a new Ôleadership 

modelÕ for female and BAME artists. 
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5. Gender Analysis 

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

 

 

 

 

 

 

 

 

 

 

The results show 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 

QueenÕs Hall Arts are led by men. At Lighthouse there is no artistic director present, as the 

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, Theatre Royal Margate, 

Stratford Circus, Key Theatre), whereas the majority of staff at QueenÕs 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 majority of the chairs are occupied by men, with one 

woman holding the chair at Key Theatre.  

 

 

 

 

 

 

 

 

 

 

 

 

Presenting	theatres	 Board	members																									Senior	Staff									

	
Male	 Female	 Chair	 Artistic	Director	

Tara	Arts		 4	 2	 M	 M	
Derby	Theatre	 5	 1	 M	 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	
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6. Challenges and Opportunities  

The study examined the structural challenges and entrenched inequalities related to women 

and women from ethnic minorities and 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 diverse-led (women-led) theatre company, which means that 

opportunities for women are available, including leadership positions. However, the findings 

also confirmed that challenges, 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 male-dominated working environment, social networks to secure 

future work can represent a challenge for women. Additionally a lack of family and 

partner support can adversely affect the finance available for female creatives. 

Equally, isolation due to absence during maternity 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 women-led companies.  

3) Education: There is a belief that education is a necessity because it indicates skill and 

qualification. However, for women this can present time and funding 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 provide evidence of external support and 

records of accomplishment, which can be challenging. 

5) Confidence: A lack of confidence at certain points in a womanÕs career was 

mentioned, which inhibits womenÕs ability 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 important for females working in a male dominated industry. 

 

Opportunities: 
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1) Collaboration: A women-led company is able to recognise the strengths and 

weaknesses of individuals and adapt to their needs accordingly. Additionally, the 

ability to talk more freely amongst women supports the process of theatre making, and 

the mentorship received from a women-led company opens up possibilities and also 

fosters future success. 

2) Education: Education provides an opportunity for building social networks for future 

female leaders and strengthens confidence and goodwill.  

3) Confidence: The success of the company can give females more confidence to tackle 

future challenges. It can help women to create their own opportunities for creative 

content and, therefore, enhance their creative control.  

 

 

 

 

When looking at the aspects of 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 gender issues but 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 disparity 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 artists to set up their own companies in order to represent the lack of diversity 

in the theatre sector (DIY).  

 

 

Opportunities: 

1) Prejudices: Perceived ideas and creative content can be turned into opportunities by 

breaking down cultural barriers through diverse-led theatre making.  
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Throughout the study, it became apparent that a diverse-led theatre company is able to turn 

challenges into opportunities, despite the challenges outweighing the opportunities for 

females and BAME creatives in the industry. Consequently, if women are able to reach 

leadership and set up their own led-companies respectively, future prospects for diverse-led 

theatre companies can continue to flourish. Also, it is expected that challenges for women and 

ethnic minorities begin to reduce by focusing on future prospects more intensively. 

 

 

 

7. Future Prospects  

Future prospect 

1) Awareness: Improves the Initiatives towards balanced numbers of female and male 

leaders in the industry. It is an importance to address the issue of gender disparity 

without reinforcing gender biases.  

2) Role Models: Provides opportunities for future female leaders and BAME leaders, 

and the opportunity 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 industry. 

 

Consequently, selected diverse-led theatre companies as related to challenges and 

opportunities for females and ethnic minorities, rationalises a new way of theatre making and 

leadership style. These developments can open up more opportunities for these women in 

future careers. Nonetheless, the study was based on a diverse-led theatre company within the 

boundaries of an organisation committed to supporting a wide range of organisations, which 

the Arts Council England has defined as Ôdiverse-ledÕ organisations (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 contemporary England. It is important to note that Black 

Theatre Live caters to diverse-led theatre companies, which make them less representative of 

the wider spectrum outside of this remit (Black theatre live, 2016b). Consequently, for the 

secondary source, the current Òpresenting theatresÓ of the Black Theatre Live consortium 

support the relevance of setting up diverse-led theatre companies in context to the nature of 

theatre making of Black Theatre LiveÕs policy and the Creative Case for Diversity (ACE). 
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8. Conclusion  

The study explored the challenges and opportunities for female creatives in the theatre 

industry towards the development of diverse-led theatre companies, based on the case study 

of the women-led theatre company ÒPitch Lake ProductionsÓ. It appears 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 opportunities if women are able to reach leadership 

positions. Additionally, with the outlook on future prospects of the diverse-led theatre 

company, it is expected that those challenges begin to reduce. Since many of the challenges 

expressed correlated with the majority of research 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 diverse-led theatre companies 

opens up possible solutions for 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 diverse-led theatre company, as related to 

challenges and opportunities for women and women from ethnic minorities, justifies a new 

way of theatre-making 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 company that has been set up within the remits of a diverse-led 

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 findings 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.  
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10. APPENDICES  

 

Appendix 1: 

 

 

 

 

 

 

Research Ethics Office 

King's College London 

Rm 5.11 FWB (Waterloo Bridge Wing) 

London  

SE1 9NH 

11 April 2016 

TO: Serrena Jager 

SUBJECT:  Confirmation of Registration  

 

Dear Serrena, 

  

Thank you for submitting your Research Ethics Minimal Risk Registration Form. This letter 

acknowledges the receipt of your registration; your Research Ethics Number is MR/15/16-299. You 

may begin collecting data immediately.  

 

Be sure to keep a record your registration number and include it in any materials associated with this 

research. Registration is valid for one year from todayÕs date. Please note it is the responsibility of the 

researcher to ensure that any other permissions or 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 and the dates and 

relevant details of research covered by this application. For example, depending on the type of 

research that you are doing, you might keep: 

o A record of the relevant details for public talks that you attend, the websites that visit, the 
interviews that you conduct  
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o The ÔscriptÕ that you use to inform possible participants about what your research involves. 
This may include written information sheets, or the generic information you include in the 
emails you write to possible participants, or what you say to people when you approach them 
on the street for a survey, or the introductory material stated at the top of your on-line survey. 

o Where appropriate, records of consent, e.g. copies of signed consent forms or emails where 
participants agree to be interviewed.  

 

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 expected to 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 your research.  

 

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 DepartmentÕs 

Research Ethics Panel for advice.  

 

Feedback: 

If you wish to provide any feedback on the process you may do so by emailing crec-

minrisk@kcl.ac.uk .  

 

We wish you every success with this work. 

 

With best wishes 

 

Research Ethics Office 

 

 

 

 

 

 


