Making Connections

Toolkit

Diversity in Projects

The toolkit acts as a resource to support the practical sessions of Making Connections, the continuing professional development programme run by engage for gallery educators at the start of their career. We hope the toolkits will also have relevance for artists, teachers and artist-educators. 

Each kit has been compiled in consultation with gallery educators, engage members and others in the field, to act as pointers to information and issues that may be of interest to practitioners.

It is recognised that many gallery educators are artists in their own right, but for the purposes of this toolkit the term ‘gallery educator’ will be used to distinguish them from visiting artists. Throughout this toolkit, the word ‘gallery’ is used to represent art galleries and museums, with or without permanent collections. 

It is recognised that situations in art museums and galleries vary hugely, and some information will be familiar to ‘old hands’. We hope those in the early years of their career will find the kits useful background information, and those with more experience will make suggestions for additional materials / useful contacts.

The format of each pack is the same and includes:

· Food for thought 

-issues and points for discussion

· Themed sections 

-more detailed information and guidance

· Samples and templates
-reading lists and documents for reference

References in bold italics refer to documents to be found in this pack.

Many thanks to the Esmee Fairbairn Foundation, the Baring Foundation and Arts Council England for their support of the Making Connections professional development programme. engage is grateful to those organisations which have allowed us to include sample documents and templates.

We would be most grateful for all comments and suggestions – please include these with your evaluation of the seminar. These will help in the future development of engage toolkits.

Toolkits researched and produced by Sally Entwistle, based on the model created by Venetia Scott, November 2004.
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Samples and templates (coloured paper documents enclosed)

1. Project Management checklist

2. Definitions 

3. Changing the Pitich, Nadine Andrews, Arts About Manchester, 2004

4. Access and Diversity, Museums, Libraries and Archives Learning and Access Strategy 2001

5. Preliminary draft of a convention on the protection of the diversity of Cultural Contents and Artistic Expression, UNESCO, 2004

6. Arts Council Guides

7. Reinventing Britain, Guardian June 2003 

8. Case studies: Manchester Art Gallery, Harris Museum & Art Gallery, Site Gallery, Chisenhale Gallery and Photographer’s Gallery. 

9. Arts Ambassadors, Arts Marketing Association from www.a-m-a.co.uk, 2003

10. Culturally Diverse Audiences in Greater Manchester, Arts Marketing Association Case study from www.a-m-a.co.uk, 2004 

11. Diversity Officers and Agencies

12. Funding –Community/ Cultural Diversity/ Access

13. Further Reading and Research

14. Culture and Learning: Creating arts and heritage education projects, Arts Council of England and Heritage Lottery Fund Publication, 2002

Food for Thought

What is meant by diversity?

· Does diversity relate to specific people and groups, or to everyone?

· What does diversity mean to your organisation? 

· Are there references to diversity in your gallery’s business plan, or your education plan / policy / strategy? 

· Who are the stakeholders to this project and your gallery and what do they mean by diversity? Do you all agree?

· Who are your gallery’s audiences? Do you know anything about their diversity? Is there any research which shows this?

Why is diversity important?

· How do you and your organisation fit into a bigger national picture?

· What are the benefits in this project for your organisation? (What is the value of an organisation looking beyond its usual pattern / artists / audiences?)

· What is stopping your organisation from addressing diversity? (Stepping outside the comfort zone? Not enough knowledge?)

· How does this project contribute to your education policy and gallery business plan?

· Is a large percentage of your audience missing out on your exhibitions?

· Does your area have low levels of diversity in its population – do you want to bring new experiences to your region?

· Are you working with diversity within a larger, holistic approach?

· Is your gallery genuinely trying to attract everyone?

· Is your gallery representative of its audiences and local population?

· Are histories being rewritten, or unwritten, in your locality, or the field of your exhibition programme or collection?

Whose diversity?

· Does your work aim to bring new audiences to your programme?  (Reflecting communities.)

· Are you working with an artist whose background brings something new to the majority of your audience? (Adding new voices.)

· Are you changing the way your gallery looks at its exhibition, collection and collecting policy?

· Are you experimenting with new ways of curating your collection, bring out themes and representations of diversity?

Which project?

· Have you identified a real need for your project, and agreed clear aims and objectives?

· Are you working in isolation on this project in your organisation? Who are potential internal partners or supporters? 

· Is everyone involved clear about the available resources:  human, physical and financial? 

· Who will deliver the practical activity in your project – how will you recruit them?

· Who will be the participants in your project, and how will you attract them?

· How much planning will you carry out with the artist(s) before the work begins?

· How much flexibility/adaptability can you build into the project?

· Are there any specific health & safety issues you need to incorporate into the planning?

· Does the project reflect just your own objectives? Is there capacity to include artists’ and participants’ goals?

· Do your participants contribute to the planning / development process – can you run any consultation sessions or ambassador schemes?

What next?

· How can you ensure that diversity in recruitment and projects remains a high priority for your organisation? (Not just ticking a box…)
· How will you measure the success of the project and how will you acknowledge the difficulties to be aware of for next time?

· What will you do with your new audience or new partners after the project closes?

· Will you be able to share information about your project with colleagues, other galleries and groups? How?

Defining Diversity
Diversity is often used as shorthand for Cultural Diversity, but there are other elements and it is important to be clear for your gallery and project what your understanding of it is. 

Cultural Diversity

Overall cultural diversity can refer to the many countries and natural origins which are now resident and represented in the British population. For the Arts Council England, Cultural Diversity refers specifically to Black (i.e. African and Caribbean), Asian and Chinese, whilst other organisations refer to a wider spread. When looking at art consider whether you are looking at contemporary art or a project which looks at the history of a particular country through traditional artistic practices of its culture. Some practitioners feel that contemporary, multi-cultural approaches gloss over the histories of a particular culture, while others believe that focusing on historical origins can contribute to stereotyping. Be clear in your work - each project and gallery differs, what matters is that you are clear about your approach and the reasons for choosing it.

See Definitions sheet for more information.
The UK picture
Diversity tackles a range of issues and assumptions for a variety of social, economic and legal reasons. Large sections of society are facing barriers to the cultural and educational experiences which all should have access to. However, on a positive note, the recognition of the importance of diversity is resulting in work which enables the UK’s population to find ways of uncovering and celebrating the ever increasing richness of its demographic make-up. 

Currently the government is looking at restructuring its diversity teams over the next two years to form one holistic Human Rights Commission for the country. This will take into account the current Equal Opportunities Commission, Commission for Racial Equality, Disability Rights Commission, and equality bodies overseeing issues concerning age, religion and gender. This will move many overlooked issues up the legal agenda for all organisations including the arts.

Organisational issues
Your gallery should be working to a strategic business plan which is likely to include reference to education and audience development, so any work you undertake regarding diversity should be part of an organisation-wide commitment. Your business plan may also mention engagement with local audiences. As a gallery you may be expected to reflect the interests of the visitor as much as those of the curator, but to do so you need to know who the visitors are. 

Gallery policies vary but the reasons for wanting to address diversify could be to: ensure that gallery and project staff are representative of British society as a whole, increase visitor figures, reflect the local demographic make-up, explore new / unfamiliar artistic practices, revisit its collecting policy, re-curate the permanent exhibitions / collections, address a gap in the programme, or include programming within a larger holistic equality or access policy. 

Priorities
Think about why you are working with diversity. The more you look into it the more you will see a myriad of possibilities. It will not be possible to achieve all the things you want to do immediately, so prioritise – thus focusing everyone on one or two key aims and channelling the resources you have towards achieving these in a quality, successful sustainable way. If one doesn’t exist already, draw up a diversity plan clarifying what diversity means for your organisation and what / how / when you hope to achieve it. You might also want to include information about why you have prioritised certain areas of work so that colleagues elsewhere know why you may have missed out the area that is more important to them.

Access

Whilst there can be a tendency to use access just in relation to physical disability, access in its widest sense needs to address all types of barriers: physical & sensory, intellectual, cultural, attitudinal, financial. More recently a suggestion of a sixth, technological, has started to emerge concerning the accessibility of websites, print, interpretation, recorded information and so on. Some of these may be more relevant than others depending on the artist, partners and participants you are working with, and the spaces in which the activity takes place.

NB: the final part of the 1995 Disability Discrimination Act, implemented in October 2004, relates specifically to physical access. “Service providers will have to take reasonable steps to remove, alter or provide reasonable means of avoiding physical features that make it impossible or unreasonably difficult for disabled people to use a service. They will need to remove or alter physical barriers that prevent disabled people gaining access to premises.” This assumes you are already fulfilling your legal obligation (implemented in 1995 and 1999) to remove barriers to services and provision – hence specifying the physical aspects in this part of the legislation.

See the reading list for where to go to look into this in-depth.

Social Inclusion

Sometimes the phrase Social Exclusion is used as an alternative or ‘At Risk’ (i.e. at risk of some form of social exclusion). There are four key areas which the UK government uses as measurements of social exclusion, which therefore often form a major element of arts social inclusion activity: health, education, employment, crime.

When planning a social inclusion project, consider how much impact one art project can make. You might be able to achieve greater success in these areas if you either make it your sole priority for the long term – or, more realistically for most galleries, work in partnership with other organisations who do. 

New audiences

This type of activity may or may not address the above issues. It may simply mean you are working with new artists, partners and participants to introduce your gallery to a new section of your local population and vice versa, thus diversifying the relationships your gallery, its art, and your projects are encountering. This regularly happens in trends, reflecting movements at regional and national levels. For instance you might be placing a greater emphasis on activity for families, young people, over 50s or under 5s – any of which might also include any combinations of other aspects of diversity as mentioned before.

It can be problematic for many organisations to offer a specific activity for each section of the audience. This ‘something for everyone’ approach can leave galley staff feeling unsure, exhausted, under-rewarded, and under-resourced. Identify what makes your gallery, project or exhibition unique and play to your individual strengths. That way you can make the most of the resources you have and achieve the strongest possible successes.
WHOSE DIVERSITY?

Approaches to diversity can come from a range of angles.

Organisation

Developing diversity may be a key priority for your organisation, which is ideal as you will then have strong support, dedicated resources and the capacity for long term planning with a slow and steady build. If that is not the case however, start small and involve other colleagues in your work. For example it may be that everyone is already working with diversity individually but the developments just need joining up to become more visible.

· Curatorial staff: might know of, or be on the look out for, new contemporary artists, or be working with international artistic practices; or could pick out different themes in permanent collections and revisit their acquisitions/exhibitions policy.

· Human Resources: will be interested to know about publications / websites you come across for targeting potential new employees, or may be able to work with your partnership contacts to promote job opportunities more widely. They can also advise you of sources they use, through which you could recruit new artists. There may be training opportunities you can tap into if you’re working with new artists or freelancers (for example is there an induction to the gallery available so the artists knows who’s who, what the health & safety procedures are, and what your gallery stands for?). In addition, HR may be able to arrange disability awareness training for your project team.

· Marketing & PR: as above – they may already hold valuable information about local populations and have access to relevant contacts and networks, as well as helping to raise the visibility of your project by issuing a press release about the activity. Equally if you’re building new audiences, Marketing will want to know so that they can help keep them on board after the project ends.

· Education and Access: you are well-placed to prioritise promoting good practice regarding diversity in all your work. For example as well as working on projects on this theme, how it can be integrated into your overall approach? Do you run internships for which you could recruit more widely and pro-actively target a more diverse range of people? Can you get involved with positive action requirement, placement and schemes? Additionally, working with ambassador schemes, advocates and consultation groups can help to ensure diverse input is mainstreamed into your programme and audiences. There will also be opportunities to discuss diversity within a range of contexts relating to other projects and programmes. Through a holistic approach, improving the diversity of your work will become integral to your organisation over time so that it shouldn’t need specific one-off projects to ensure its presence.

Artists
Identifying and recruiting new artists and other freelance staff can offer additional chances to open out opportunities for diversity. A range of local agencies and partners can help you in advertising for and recruiting artists for projects (many for free), whilst other useful sources and are listed later. 
You will want to be assured that the quality of work and artistic practice of the artist chimes with the objectives of your project and that they have relevant experience in arts education work. If your project is long term, there may be opportunities for you to work with artists who have had little or no arts education experience but want to develop this area of their work. Galleries may be able to offer training for this via mentoring, shadowing, assisting at workshops, contributing to project planning meetings, developing workshop lesson plans and so on. Keep to the usual standards of good practice when employing anyone new in terms of checking references and child protection, and try wherever possible to see both the artist’s work and them in action in an education workshop or project, before contracting them. Word of mouth recommendation can work well, but factor in the uniqueness of your project and gallery: what works in one place may need adapting in another.

Avoid being tokenistic - if you pro-actively target a range of artists and freelancers when recruiting and choose the artist whose work best fulfils your requirements this won’t be an issue. But bear in mind that that whilst positive action can be a way of identifying more diverse audiences and workforces, positive discrimination is illegal. Where does the difference lie? Positive action increases the efforts to ensure your message is reaching a more mixed audience through pro-actively targeting more diverse readerships / users for example by using new avenues to find new participants and staff.   With more people from a wider range of backgrounds the larger your pool of interest and expertise becomes. However positive discrimination results in people being selected because of their ‘diversity’, instead of being fairly assessed to be the best candidate against the selection criteria involved. 

See further reading and research sheet for more information about positive action vs. positive descrimination.
Audiences

Diversity projects are often led by wanting to either work with or increase locally diverse audiences, reflecting / representing the characteristics of your potential visitor population. If this is the case you need to identify who these audiences are and / or find ways of attracting them to your project / gallery. Your marketing staff might already hold details of local population characteristics and access to useful networks; or involve local people you already have links with who can become advocates for you. Ambassador schemes can also be useful, where you spend time building up a small group of people who know about what you can offer and can promote it on your behalf through their own networks, thus reducing the fear factor for potential new participants. Similarly there may be other ready-made groups or networks you can tap into to work in partnership (see below). For galleries in some areas, often rural regions, your local population may not appear to be very diverse (though think about ‘invisible’ participant groups such as refugees or travellers), and you might want to develop a project which adds new voices, understanding or creativity to the current regional activity.

See Arts Ambassador Articles for more information.

Community Groups: be wary of using the word ‘community’ – chances are most people bracketed in this way aren’t aware they’re part of a community, and may only be bound by living in the same area, being the same age etc. Any group of participants will have many different characteristics… what is ‘the black community’? Be clear about how and why you’re grouping people. 

See the article Changing the Pitch on Cultural Diversity.

DIVERSITY IN PARTNERSHIP

Why

Diversity issues can be challenging areas to make an impact with and often rely on slow, steady developments – time and expertise which you might not yet have within your organisation. By working with partners you can contribute to longer-term efforts in new ways. 

Partnership offers you access to a wider pool of expertise – colleagues and peers can help steer you through processes which avoid reinventing the wheel.  For example they might know when your ideal participants have more leisure time, which people might need more physical or emotional support throughout the project, or save you time in the long run by identifying issues you hadn’t thought about. It also means you have more people to bounce ideas off and brainstorm with, to share the work in terms of administration, monitoring and evaluation.  Partners can offer more spaces for meetings or practical activity, can help spread the word about the project both literally and through their own different marketing and media avenues, and may be able to access funding you cannot.

Who

One or more other galleries, an individual artist, a local business, a community group, arts agency, local authorities, universities, diversity officers, consultation groups, advocates and ambassadors, training schemes, schools or sponsor. Key partners you will want to plan with might include:

· Your local Diversity Officer – keeping them in the loop and having their support can make the project run smoothly. They should be able to hook you up with other people who can help, as well as assist in recruiting artists, staff and participants, and advise you on relevant funding.

See Diversity officers and agencies sheet for more information.

· Consultation Groups – work with people who you want to access your gallery:  they can tell you what works and what doesn’t for them, and highlight any issues new visitors encounter, as well as give useful feedback about what they would want from a project, and help to find participants. They can also help pilot activities and critique interpretation text and resources.

· Project Artist – should be seen as a project partner. Be sure to include planning time in the project and, if need be, additional budget to pay artists for planning time as well as delivery. Ensure the artist knows your priorities and expectations - find out what they plan to do in the sessions, what ideas they want to incorporate, how they will go about it, what resources they will need (and whether your budget can provide them all). Perhaps the artist has worked on similar projects and knows of people who might become participants or advocates for your work. Also refer to their CV or application form, or ask for a short biography from them to include in reports, press releases etc., which will enable you to see how they describe themselves. Their culture or disability might be a core reference point for their work or identity, in which case you need to know it’s important to include when talking about them or their work to other people. Alternatively they might see their background as irrelevant and want to focus on the quality and approach of their artistic practice alone, in which case you should too.

· Venue Partners -for example schools, community centres, or anywhere else you might be holding practical activity – it is important that both you and the artist are able to see what space and facilities you will be working with in advance, to be able to prepare well and carry out the sessions safely and enjoyably. (For example are you using the main primary school hall which has the gym equipment in one corner and will suddenly need to change into the dining room in the middle of your workshop?)

How

· Plan in partnership to develop the project jointly

· Agree the roles, expectations, timeframes and budgets so that nothing is overlooked or duplicated

· Identify any fundraising required and see if any partner can access funding the others cannot

· Fix meeting dates well in advance and nominate a key contact from each partnership whose responsibility is to attend these meetings, to make sure you have consistency all the way through (this is especially important if you are working with large organisations or schools)

· Pass on details of one another’s press and marketing staff contact details so that both organisations can ensure any public messages going out are the agreed ones

· If possible try and have at least one other person in each side of the partnership who knows what’s happening in case of sick leave or other unforeseen problems

· Draw up a project management planning checklist which you both have a copy of ( see Project managrment checklist and examples below and later in the kit)

· Note any funding or strategic obligations / criteria you both have early on and identify how these will be met

· Flag up any areas of confusion or questions as soon as they arise before it’s too late

· Be flexible

· Enjoy the learning curve 

PROJECT MANAGEMENT

A checklist

· Identify your aims / objectives, and if possible your expected outcomes / outputs (i.e. the type and volume of work that will be done, the numbers of people you’ll be working with, the number of workshops, the final exhibition or festival which might result etc) from the start. This should form the basis of your decisions about the project as it develops and will provide information for funding applications, press releases or reports 

· Partners – think about who you want to work with, why, and how.  Identify areas where diversity needs to be discussed, terminology agreed, issues raised, sensitivities acknowledged 

· Remember to develop a project which contributes to the larger development and diversity aims of your gallery

· Flag up any training needs for either yourself or your artist and decide how you can meet them

· Identify your resources – staffing, budgets, time, materials, skills, partners

· Are you reinventing the wheel? Work in partnership with someone who can bring other experience and jointly move things on a stage

· Who are the stakeholders and what are they expecting from it? Managers, funders, teachers, parents, families etc

· Draw up health and safety, risk assessment and child protection agreements in line with your normal practice, so that everyone is aware of their responsibilities, good practice, and what to do in an emergency

· Agree on systems for monitoring and evaluation and ensure everyone knows what they are responsible for. Set this up from the outset; it will be much easier than scrabbling around for the information at the end – and be sure to capture both qualitative and quantitative information.

· Ensure that your gallery’s liability insurance is satisfied with arrangements if the project is outside of your normal remit. In addition, check whether your artist and / or any outreach / offsite spaces each have their own public liability insurance which will cover the project.  

· Draw up a rough timetable for the project including visits to the gallery, workshops, outreach activity, and include milestones such as when your participants need to have been recruited, when funding reports are due, what feedback you require from the artists and when / how often

· Be flexible, it’s likely something you hadn’t though of will crop up in the project. This might result in some unanticipated quick thinking, or something wonderful you hadn’t expected

· Think about whether you need a culmination event to share and celebrate the work produced- e.g. an exhibition, a website or page on your existing site, CD-rom, book or postcards, or just a social gathering to reflect on the project and thank partners, artists and participants

· Stay focused, but don’t be afraid to try out new things and experiment – as long as it’s properly evaluated to inform your next project it won’t be wasted if it doesn’t all go to plan

· Consider your exit plan or legacy – don’t waste all your hard work by forgetting about it as soon as the project ends. Evaluate the work, results and outcomes and decide how to take things forward

Legacy

Be sure you know what will happen with the participants when the project closes. Some possible options are

· Inviting participants to join the gallery’s mailing list so that you can keep in touch with them and they feel welcome to return
· Invite the involved parties to future private views / exhibition openings and other celebratory events
· Identify future projects which participants can join 
· Discuss with your partners the opportunities they can offer to participants
· Identify any learning / training opportunities for participants and artists (e.g. signpost people to adult learning centres, mentoring schemes, short courses, workshop programmes that your gallery, or other local galleries)
· Share your work and findings. As well as the above suggestions you could produce a report to send to funders, put onto your website, or include in the gallery’s annual report, as well as being used as the basis for conference presentations – and of course to include in engage’s case study section of the website (see www.engage.org ‘What Works’)
· Plan the exit strategy for your gallery – be ready to share your findings with colleagues and discuss how you can use these for future development.
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