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Abstract

This thesis providea detailecanalysis of theommunity engagement activities of Nottingham
PlayhousdNP), which has previousligeenunrecorded and unexplored for its implications for

t he t kurentamddubusecommunity work. A mixed methodological approach intervesav
semistructured oral history interviewparticipantobservations, and archival reseandth

secondary readind he thesis is organised according to tiaptersRacial and Ethnic Diversity

at NottinghanPlayhousedentifies historicamoments of progresa addressing and developing
inclusivity and makeshem visibleby analysing them asase studiethat exemplify the extent to
which NP engaged with global majority communitietween 1978 and 2022.documentsand
analyseghe Eclipse initiative (2001Regional Black Theatre Initiative (1993) atine Black

Regional Initiative in Theatre (1998§ key projects NP staff should consider and learn.flom
2020, followingthe resurgence of the Black Lives Matter moveniemiie aftermath of the

murder of George Floyimh the midst of the COVIEL9 (G19) pandemiclike many other arts

and cultural institutiond\P launched an AnfRacism Action Plan which is considereerefor

its efficacy.Harnessing Change: Investigating Dynamic Shifts in Nottingham Playhouse's
Community Work, 2012023 underlines my assertion that theasmesand should be
consideredassocoul t ur al venues and anal gssiamathadtRrés act i
making and performance cultutebegirs with a case study of the Coram Boy community

project (2019)analysing ane@videncing is relevance and impact on participants. NPs approach
to the G19pandemic is assesseddetailthrough seven examplesd theconcepts of

Hyperlocality and Mutual Aid areerexamined in the €19 context. Thehapter concludesith
ananalysis of the current challenges to community engagement: khe g o v e riimostient 6 s
environmenb in the cont&t of NP as a Theatre of Sanctuanydthe costof living crisis (2022

2023). To operationalise the thesis a set of recommendations mapped to the chapters are offered

which suggest work that NP could undertake to strengthen community engagement.
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Introduction

Since its opening night in 1948, Nottingham Playhouse (NP) has been an integral part of
Nottingham's cultural life. As a misicale regional theatre, NP has garnered the attention of
audiences with exceptional performances of internationally acclaimed sRowsP,
however, the conception of theatre extends beyond entertaining audiences; this is a theatre
with a A@Actoommiotrnke ntthat engages with ahd refl e
was awarded’ he Stagéward for Regional Theatre of the Yearin2F1D.e s pi t enebei ng
of the countryéds | eaadiasgepgtoddficithg theatreds
that has remained relatively unexplored is its community engagénbist.thesis analyses
NP's engagement with different local communities by recovering the cultural history of this
work and assessing how past experiences impact present ambitosgides an irdepth
analysis of how NP worked with communities during tf@\WID-19 (C-19) pandemic and
what may be learned from that experience and carried forward as best practice.

Before | began this research, the primary resource available to read about the
hi story of NP Awleatre fdrcAlh Seas@npublished/iro1994. A member of
the AFounder Boar dcdisgudyasP icBaiolne | cdes orfi bde
Agol den decadeso from 1948 to0l1978, and as mu
theatregoi ng. 0 Chapters are arranged chronologic
of the different Artistic Directorswhich is revealing of theapproachwhee by a t heatr e

visionis understooés embodied in this role and as situated in production and performance

I NP does not have an official mission statement. For further discussion, see page 158 of the thesis.

Ol'ivia Robinson, ANottingham Playhouse Awadheded Regi ot
Stage January 28, 2019, https://nottinghamplayhouse.co.uk/news/nottinglaghouseawardedregional
theatreof-the-year2019by-the-stage/.
2Robinson, fANottingham P
SNottingham Playhouse, 0
https://nottinghamplayhouse.co.uk/abost.

yhous.ed Awarded Regional The
out

| a
Abou Us, 0 Nottingham Playhou



Although Bailey's account covers thirty years of production history, it was not envisaged as a
document of community engagement. In fact, more has been written and published about the
architectural significance of the building on Wellington Circus tharattigities of the

theatre? The histories of community work undertaken by English regional theatres are under
recorded in general and typically overlooked in favour of more glamourous and prestigious

theatre histories focused on performandéhough undetrecorded in comparison to

performance, there is a body of work that addresses regional producing bhadedy

theatres and associated community engagement actidgamifer Hughes has written

extensively about the civic role of theatres, and leading the Poor Theatres research project

from 2014 to 2016, which explored the relationship between theatre, poverty and economic
inequality. Hughes was a-govestigator ofhe Civic Theatres: A Place for Towns project

(2021-2022) and the bookheatre in Town§2022), written with Helen Nicholson, that

derives from this project is a contemporary perspective on the role of theatres in the cultural
life of English towns, pardiThidyrbdegitmwhnrsomnde
premise that | ocal theatre is Aprofoundly iIn
and define theatre as fda hopeful, collective
experiences, onstage and-stage, in ways that naot be described neatly as optimistic or

pessims i c, or aligned with politically. o Their

4 For sources whicinclude extensive discussion of the architectural significance of the theatre building on
Wellington Circus seedmin Al-Habaibeh, Allan Hawas, Lama Hamadeh, Benachir Medjdoub, Julian Marsh
andAri jit Sen, AEnhancing the Sustainability and Energ
Nott i ngha mFrBrtieasyohAochitecturaldReseardd, no. 1 (September 20211421 60; Alistair Fair,
Modern Playhouses: An Architectural History of Britain's New Theafi@451985(Oxford: Oxford

University Press, 2018); Alistair FalPeter Moro and PartneréLiverpool: Liverpool University Press and

Historic England, 2021); Peter Moro, "Nottingham PlayhouseMaking Space for Theatre: British

Architecture and Theatre since 19%88ls.Ronnie Mulryne and Margaret Shewring (StratfoggbrAvon:

Mulryne and Shewring Ltd, 1995).

5There is a substantial and rich range of resources pertaining to theatre in education (TIE) that is not directly
relevant to the research questions that underlie my thesis.



creativity, and pragmatismo results in a ric
of the communities they serfe.

Claire Cochrané referenced across the thesis in other contekiss been writing
about such community engagement work, most particularly in relation to the Birmingham
Rep, Leicester Haymarket and, indeed, Nottingham Playhouse sincé @66brane
contributed a chapter tThe Goaytofdhe Bardef@040) and RoO s
which focuses on the relationship between English regional theatre and the Arts Council
between 1984 and 2009 in the form of a case study of two comparative strategies for
developing intercultural access to theatre, one at Birmingham Rep and the dtRér at
Cochrane has also traced theplpce r f or mance r el ationship of Cc
a history that she argues is ficuriously trun
the balance of attention between the metropolitan and-gaadéand the quotidian
experience of the aveoalgramed@s onadtitdhleatiiRigo
Youth and Community, and the Products and Po
what she considers to be the increasingly central position of youth and community
engagement in the function of regional theatned suggested the beginning of a paradigm

shiftl®Cl ai re Cochranebd6s contribution to theatre

6 Helen Nicholson, Jenny Hughes, Gemma Edwards, and CaraTestre in Towng.ondon: Taylor &

Francis, 2022) 3. NP is refenced only in relation to its theatre in education company Roundabe2®{09.73

Claire Cochrane, fATheatre and UNdéwnalheat® Quadeziy6,nd.Be Cas e
(May 2000) 13747.

8Cochrane, fAOpeni i Gloyof thehGardedaEnglish Regionial Theatre and the Arts

Council, 19842009eds. Kate Dorney and Ros Merkin (NewcastmnTyne: Cambridge Scholars Publishing,

2010), 1253 8 . Further discussion of Cochranebs comparison
thesis, 5962.

°Cl ai r e Co cilPerfarmance Rélafidnshipsewithin the English Urban Context: Coventry and the

Bel gr ad e StidiesiraTheatee, &derforman88, no. 3 (September 1, 2013): 304. See also, Claire
Cochrane, AEngaging the Audience: A Comparative Anal
and Leicester Haymar k eCritical Essays an British South Asiah Theagds.9 90s , 0 i n
Graham Ley and Sarah Dadswell (Exeter: University of Exeter Press, 2012).

Cl aire Cochrane, f@dABirmingham Rep, Youth and Communit
Research in Drama Education: The Journal of Applied Theatre and Perforr@d@nece. 1 (January 2, 2017):

36.



significantly to the underecorded cultural histories of English regional producing building
based theatres. This thesis is intended to add to that scholarship.

By intervenng in and disrughg traditional theatre histories by focusing on the
Aot her 06 wor k ths thesidFagegrounds coemmuaity wikPas central, focal,
andfuturefacing I n order to consi der NP Gosassessmmuni ty
it might work in this area in thieiture, though, it is also important to look bahbkough its
cultural history in this regardi r i Rubin characterises cul tur a
which considers the domain of representation and the struggle over meaning as the most
fruitful areas for the pursuit of historical understandirand my examinatondiPés hi st or
is underpinned by a multivalent critical approach to ensure that NP can benefit from my
work.Ifacul t ur al historian embraceperiitmeepgloenihi g
approachalsolends itselfto inter-disciplinaryand collaborative workinét | have adopted the
belief distiledbyRi char d Box and Cheryl King; fAthat it
presedwi t hout engaging i n c r3Te movesfdrwatd vitht or i c al
integrity, | set about examining past initiatives to gain elaad insights into what has
wor ked and what has not because, as Sara Ahn
trying to t¥Ifany anflysis ahcommuaity engagement is to have valug@nd
add value to NP6s current practice, it has t
enact changandto surface ideas and opportunities émganisational transformatiomith a
fuller understanding of how the theatreb6s fo

different periods of its lifetime

IMiri Rubi n, ni-QditlesiMakli nHji sHtisrtyorly, 06 Making History (T
Research, 20Q8athttps://archives.history.ac.uk/makinghistory/resources/articles/cultural_histoky.htm

ZRichard C Box and Cheryl A King, AdnmistratvelTobedny & h | s EI s
Praxis22, no. 4 (December 1, 2000): 769

13 Sara AhmedQn Being Included: Racism and Diversity in Institutional I(eirham, NC Duke University

Press, 2012263



NPis based in a large building on Wellington Circus in central Nottingham. The
building houses a 758eat main auditorium and three smafierformanceand workshop
spacesCompany (capacity 120The Neville Studidcapacity 100) anche Ustinov Room
(capacity 46)120 full- or parttime employees and some 180 freelance creatives work with
NP in different ways and on different ventuegsl initiatives'# The organisation's primary
means of funding is via ticket sales, which account for 70% of its income; over 2021 to 2022,
for example, NP sold 78,770 tickets across 262 eveéise remaining 30% dfs income is
generated from grants, sponsorships and as a result of fundraising activity, with the most
significant single contributor beingrs Council England (&E), both historically and
currently. NP is an ACE National Portfolio Organisation (NPO) with annual funding of
£1,379,735 slated for 2028 2026, more than any other arts organisation in Nottinglfam.
Between 2022026 The National Portfolio investment programis support985
organisationsvho shouldreceive £445 million in annual funding. In order to join the
National Portfolio, organisations must enter into a competitive and extensive application
process, so extensive that in 2022 ACE published gra§@set ofguidance notefor
applicantst’ If successfulan organisation receives an initial offer of investment and after a
period of negotiation, enters into a funding agreement which forms the basis of its
relationship with ACE. ACE requires that organisations adhere to extensive monitoring and

reporting preesses to assess the strategic contributions made toté\§&kkeholders and the

“YNottingham Playhouse Trust Limited, fADirectorsodo Repc
Ended: 3 Eopmpanles Hb@sg, daduary 14, 2023)

15 Althoughthis isa significant number of ticket salehis period was affecteadverselyby C-19 restrictions

and thereforewhilst being the most utp-date information available as of November 208& may not be

indicative ofthe potential orofthd u s ual 0 spgdnardtedt s al e

®Arts Council Engl and, -20Dataw@fsftenreend QPrrgoagmriasmantei o2s2,3 NP O
(Arts Council England, March 31, 2028jottingham Playhouse Trust Ltd owns 100% equity of Nottingham

Playhouse Trading Limited which oversees effective cooperation of the space, and Playhouse Productions

Limited, a producing company for all NP-lrouse productions.

“YArts Council England, #fAGuidance for Applicantsodo (Art
https://lwww.artscouncil.org.uk/sites/default/files/downldéel Guidance%20for%20Applicants%20
%?20National%20Portfolio%200rganisation%202&3_0.pdf.



wider public. Each organisation is appointed an ACE Relationship Manager who is the main
point of contact and ensures that the organisation keeps to the terms of the funding
agreement®

NP &6 s s ties averdll tespensibility to itShief Executivevho overseeshe
Artistic Director and six department headliiead of Production, Director of Participation,
Director of Marketing and Communications, Head of Administration and HR, Head of
Finance, and Head of Operations. The Director of Participation manages the Participation
Department andvasresponsible for overseeing 57 projects between 202820221° Over
the course of my resear ch, widelyhbatthe foaubosmyr v ed N
investigation has been the Participation Department in order to produce findings and make
recommendations that will serve and influence both the Department and the theatre as a
whole.The Participation Department, as it existed between-2023, was formed as part of
a restructurghat took placen 2013. Following the departure of Andrew Breakwell, Director
of Roundabout & Education at NP (182012), existing Education and Participation teams
were merged into one new Participationp@gment, and a new senior management post of
Associate Directowasintroduced to manage it. Fiona Buffini was appointed to the post in
September 2013. Prior to joining NP, Buffini was an established theatre director, having
directedextensivelyfor theNational Theatre as well as tR@yal Shakespeare Compaayd
West Yorkshire Playhous8uffini also had a breath of experieraa@ossi c o mmuni t y
s e t t includjng tdolloway Prison, Clean Break Theatre Company and Orkney Youth

Theatre?® During her time at NPBuffini commissioned and directed projeatswvhich dance

BFor the full monitoring and reporting requirements c
Programme: NPO Relationship Framework 223 6 ( Arts Counci | Engl and, April
https://www.artscouncil.org.uk/NationalPortfolio23/kieformation2023-26-nposandipsos#tin-pagenav-2.

Nottingham Playhouse Trust Limited, f@ADirectorsd Repc
Ended: 3 April 202206 (Companies House, January 14, 2(
XTyl er Peterson, ANottingham Playhouse Names Fiona Bl

July 25, 2013, https://www.broadwayworld.com#gional/article/NottingharPlayhouseNamesFiona
Buffini-New-AssociateDirector20130725.



performance was featured, includiigme(2017), a collaboration with Nottinghabased

all-female company Next Door Danfar whichthe outcomevas a fAdance theatrtr
producti onod whtheaxtnceptxfprheoneanid Nottihghand s

communities?* Her most critically acclaimed community project WwaassBolera Buffini

also instigated In House, a theatre company for people who have or were experiencing
ihomel essness, subst anc e .0Alosgsidecher cesponsilalities a | he
to theParticipationDepartmentBuffini also directed a number of productions at NP

includingJ.B.P r i e sTime ang thesConways 2014,J o h n  WeThesDuchess of

Malfi in 2015,Ar t h ur AMWMY Sbrsm201F,0ur Co u n tim 2018 andzoeo d

S a mu Kihdértsansportin2 0 1 8 . Foll owing Buffinids depart
appointed to a new position, Head of Participation. The new position was focused on leading

and managing the Participation Department. Berry was familiar with Nottingham having

spent, amongshanyother freelance roles, eight years (22011.8) as amassociate director

for Lakeside Arts, The Universityf Not ti nghamdés public arts pr

2023, the participation department is structured as follows:

Artistie Director Chief Executive Officer

Director of Participation

I

|

Participation Projects Participation Projects Participation Projects
Producer Producer Producer

Participation
Administrator

Participation Projects
Co-ordinator

Participation Freelancers

2INext Door Dance, fANottingham Playhouse and Next Door
2023, https://www.nextdoordance.co.uk/hefne
2Z2Nottingham Playhouse, f@dln House Theatre Group, o0 YouT

https://www.youtube.com/watch?v=1BYVqW4Eoho.



TheParticipation Projects Producersre@versightoved i st i esof fvouwuikt 0 One
producer is responsible for community work
which involvewor ki ng with #Avulnerable groupso and
producer i s r efsopro npsriobglrea nifnweosedragitamaldinesateedoers n

orfi hob by i anbtBeproducmisdesponsible for working with schowith a focus on
educatior?® The Participation Department is primarily funded through two streams: core
funding and project funding. Core funding comes from ACE, Nottingham City Council and
Nottinghamshire County Council and contributes to the staffing and administration costs of
the Department. Project funding is typically connected to a specific funding bid for a short

term project and comes from a variety of sourassally trustsfoundations and charities.

Any income produced by the pafidr programmes is not held by the Participation

Department but returned to the wider budget. Thitkefunding modethatis replicated

across 11 of the 12 large regional producing theatres in Enffltnday be that my research

could be of use to other regiortakatresbut it isproduced for as well as with NP. This is the
ethos behind a Collaborative Doctoral Award (CDA) ke, wherebytheproject is ce

developed and designed by a university and an external partner and intended to be mutually
beneficial for both the researcher and the partner organisation, ensuring that for both parties,
any outputs meet a prdentified novel research ne€this particular CDA builds on a long
standing strategic partnership between Nottingham Trent Univéisity) and NP. NTU is

one of three goldevel corporate sponsors of the theatre, alongside Nottingham City

Transport and ExperiahP also sponsors amnual Nottingham Playhouse Prize for students

2 Martin Berry, interview by Laura Ewart, October 5, 2023.

%The 12 |l arge regional producing theatres in Engl and

Big 12.0 The fABig 120 is comprised of the following
Festival Theatre, Northampton Theafr8keffield Crucible, Liverpool Everyman and Playhouse, Nottingham
Playhouse, Birmingham Rep, Northern Stage, West Yorkshire Playhouse, Plymouth Theatre Royal and
Manchester Royal Exchange.

W

A

t



undertakingNTUG BA programmebDesign for Stage and Scredine establishment of the
CDA prior to the appointment of the researcher allows for a greateniitgm the
organisation as they are equally invested in the research being successful. The key research
guestions identified for me were:
1 To what extent has community engagement, through its various forms of
collaboration and participation, been employed and to what success?
1 What is the impact of engaging with the NP on individuals/groups, and how might
these be measured, and stories shared?
1 What are barriers to participation through collaboration, and is there a history of
advocates, at both NP and within local community groups?
For a CDA, the partnerrganisationis involved in the recruitment process and can
influence the selection of a candidate who will work well wilite institution as well as with
academic supervisors. As | began this project, | was unsure what my relationship with the
organisation would behoughl was alreadyery familiar with NP as ¢heatregoer. Initially
the relationship felt tricky. | was neithem amployee nor a freelance staff member, nor did |
have a prior professional relationship with the organisation. It was envisaged that | would
have access to a workspace at NP so that | could be quickly embedded into the organisation
and visible in its quotidian life. However, it became apparent in the first months of my
research that NP suffers from a chronic lack of office space, and it would not be possible for
me to have a permanent desk. Therefore, | worked peripatetically, in spaces available and in
more embedded ways when shadowing the work of the Participation Department. Thereafter,
the issue of access was compounded due to the varying and stringent restrictions placed on
in-person contact from March 2020 to March 2021 as a result of the pandemic and therefore

the majority of the first two years of this project were subject to limitgueison access to



NP 2° Despite these barriers, | have maintained regular contact primarily through monthly

supervisory meetingshich my external supervisor, the Director of Participation, Martin

Berry, always attended, aralso by immersing myself in community projects, whether in

person or onlineAs | definedand consolidated myositionality within this researdhrough

my relationship with NP, my research questions needed to be adjusted as a result of the

pandemic when NRad to respond to unprecedented challenges in delivering community

engagement activitieI he ability to pivot quickly as a researcher is a significiit thatl

have developedNow and with hindsight, | am convinced that tracing and analysing

community engagement in the unprecedented historical context of the pandemic has

benefitted the research | have produced for NP. Overall, and taking into consideration the

unusual circumstances of conducting resebuathin situ and at a forced remove as a result

of the pandemic, | feel most comfortable and confident describing myself as a critical friend

A critical friend isdefined as
a trusted person who asks provocative questions, provides data to be examined
through another I ens and offers a critiaqu
friend takes the time to fully understand the context of the work presented and the
outcomeghat the person or group is working toward. The friend is an advocate for
the success of the wofk.

Researchers in the field of Education consider the critical fiesathtionshipto an

organisatoras a fil ongitudinal 6 and fAchanging rol ec

necessitieso for successf ul ?Thisrelatiorshplisnbtr i end s

25This was further compounded by the closure of Nottingham Central Library which held the local studies
library and theatre collectioh used the collection in the timesbuld,but it remaingnaccessibleintil the
openingot h e NeawtCgnérad Library ilfNovember 2023

%Arthur Costa and Bena Kal |l i ck Edudalional leadgrship:tloumaldfe ns o f
the Department of Supervision and Curriculum Development, bE.Ao. 2 (199949 50.
2ZAnn MacPhail, Deborah Tannehill, and Rebecca At aman,

Enhancing Professi on al PrdfessomaiDevelgpmenhinEdizatdgemiay Blme nt , 0
2021, 12.

10



necessarily a given or the norm for CDA researchers, and each will have a distinct and
complex relationship with their partner organisationmy experience, and as this PhD will
evidence, working in collaboration has shaped my research and guided my approach, and NP
has afforded me the freedom to explore. For example, there are ethical considerations
regarding the involvement of an externgjanisation in research, and for the undertaking of
oral history interviews with employees and multiple stakehsldsrl have donérts
organisations may not share the same expectations, or indéderdd to the same exacting
standard of ethical practi¢bat universitiesre expectetb evidence. A data sharing
agreement between NP and NTU was established in the early stagesestarghand |
have been afforded access to information facilitated by NP. Most importantly, NP has not
asked me to remove, change or alter any elements of this ptdjage been free to pursue
all avenues of research available to me, ando doing | hope that th@utcome isaprecise
account of a cultural history of community engagentleait is relevant tdiP as well as
analysis undertaken as a resulobob s e r v i partcipaiidh ®epartment

This thesis comprises two extensive chapters, combining distinct methodological and
critical approaches dssee fit to test my thoughts and observatidnghe chaptemRacial and
Ethnic Diversity at Nottingham Playhouse, | argue that to be successful in its current
engagement with individuals and communities through its latestRatism activitiesthere
shouldbe a detailed critical reflection of the moments in the theatre's history where progress
in this area was presaged and its effeotsetimes made visible. There is much to be learned
from the history | have uncoverethe chapter begins with referenceltoe Arts Britain
Ignores written by Naseem Kahn and published in 19@6yhich she levelled eritique of
howsec al | ed A mi nor i t ylibedand éxpecteddorogerate i & culjuralssiod e
and issued a call to action for arts organisations and funders, including at government level.

Her call for all arts and funding organisations ty p#tention to diversityto how thearts of

11



ethnic groups were viewexhd positionedand whether and how they were supported was a
significant milestone in the historiography | trace through the chapter. The cultural lives of
communities, from what is now recognised as the global majority, were being stifled by an
absence of engagementrin funding bodies, and if the Arts Council of Great Britain
(ACGB) did not support new artistic expressions and outputs, Khan argued there could be no
justification for calling Britain a mulicultural society. By xamining the national perception
of 6et hni cd aafoursationrdromiwhiZh@o, examineband ahatlse NP's
involvement innational, regional and local initiativesound the imperative to enhance
equitable race relations and to catalyse efforts towards overcomingrepdesentation
while simultaneously acknowledging mounting local pressures to evidence material change
for diverse communities across Nottingham city that could benefit from stronger relationships
with NP.

The chapter makes particular moments of progress visible by identifying a series of
elucidatory and revealing case stud@gxemplify the extent to which NP engaged with
global majority communitiebetween 1978 and 2022This chapter is also underpinned by
my archival research in Nottinghamshire Archives, the Nottingham Local Studies Library,
the University of Nottingham Manuscripts and Special Collections and the British Newspaper
Archive. It is tested against empiriGaid subjective histories that | have had to source and
bring forward because much of this history was undocumented and could only be captured by
undertaking oral history interviews with former staff members and key stakeholders. Their

experiences speak dutly to the case studies | have identified andoaesented

28 Recent years have seeprablematising and move away from terms such as ethnic minority and B.A.M.E to

describe nowwhite peoples and their communities. | have chosen to use the term global majority, a term devised

by educator Rosemary Campb8lt e p hen s, h er IdMajdrity 15 & ¢ollective teirmsthat ficstGihdo b a
foremost speaks to and encourages thosmbed to think of themselves as belonging to the global majority. It

refers to people who are Black, Asian, Brown, ehglitage, indigenous to the global south, and or have been
racialised as '"ethnic minorities.d® However, i f an i nc
descriptive language, | widllways use their preferred terminology.

12



chronologically here in order to surface the occasions on which NP took a leading role in
facilitating initiatives as a founding member of the Regional Black Theatre Initiative in 1993
and the Black Regional Initiative in Theatre in 1999, its developnmehhasting of the
Eclipse Conference in 2001, and its subsequent support of Eclipse Theatre. Examples are also
drawn from relevant theatrical productions, including the 1978 production of Sandy Wilson's
play The Boy Friend1953), retitledThe Black and White Boyfrieridr its production at NP
and Shebeerf2018), produced by NP and based on experiences of the African Caribbean
community in Nottingham during the 1958 rdt®ts. 0

Harnessing Change: Investigating the Dynamic Shifts in Nottingham Playhouse
Community Work (20122023)underlines my assertion that theatres are and should be
considered and researchéd as sociecultural venuesandthaNP 6 s act i vi ti es b
professional theatrenaking and performance culturequire detailed examination
Professional activitieare fundamental to its organisational identity, buissts relationship
with communitiesThe chapter begins with a case study loé Coram Boyproject a
community project undertaken by NP from March 2019 to August 2019. Poverty,
displacement, and access to arts and culture are thbateses ur f aced i n Jamil a
novel, publishedin2000 he projectds source textsin and it :
my analysis for how similar issues impact Nottingham communk@&towing Coram Boy,
NP planned to undertake another lasgale community project in 2021 but this did not
transpire once the-C9 pandemic and government restrictions imposed between March 2020
and December 2021 dramatically impacteddN&bility to engage with the community in a
similar format. During this period, my primary focus was documenting NP's efforts towards
continuing community engagemeintunprecedented times. Therefdrexamine seven
distinct examples afommunityactivity undertaken and analyse this difficult period through

the lenses of hyperlocality and mutual aid, which were both reconceptualised during the

13



pandemic and hold increased relevance for the community work of regional tmeatres

my view. A critical text for this chaptef,he Club on the Edge of To2022), the seilf
describedipandemic memodrof Alan Lane, chief executive of Slung Low Theatre Company

in Leeds is used to test a contiagiperspective on hyperlocality and mutual sndhat

which NP exhibitedissues of accessibility were brought into sharp focus bpdhdemic,

andl alsoassess the extent to which physical, financial, and digital barriers to access were
lessened for a period, asdggest thatvhile this was sho#ived, it left some groups, such as

those without access to technology, further marginalised. Durinditficalt period, the

theatre sector became very introspective and then galvanised into activism, initiating
conversations and campaigns which question the structure of English regional theatre.
Assessing NP6s approach t o c dthepamdenticythee,ngagen
this chapter moves into itbmmunity engagemeattivity over 2022 and 2023 with a focus

on two major societal issues:theecosd i vi ng cri si s andcredied Ahost.i
by the UK government in a conscious exercise to limit migrants and refugees talking

sanctuary herd explore how NP is responding to these issues for commuthitésire

impacted by them.

Analysis undertaken in both chapters gives rise to a series of recommendations
designed to operationalise the contafitny thesignto evidencebased, and potentially
policy-focused, suggestions for increased attention to be paid to the benefits of community
engagement activities at NRs NP celebrates 75 years as a theatre in 2023, it is a signally
important moment in which to reflect on how and whether community engagement has been
a significant principle of the organisation and its work since its inception. For this research
and its outpts to provide the most value to NP, | have chosen to focus on the areas of
community engagement that | discern will be most relevant to the immediate future work

with the community. Therefore, | have chosen to omit the extensive work of The Roundabout

14



Theatre in Education company. From 1973 to 2012, its main function was to tour schools
with productions that would complement the curriculum and the history of Roundabout has
been recorded and celebrated. I t ngw@dwd:t he sub
Taking Theatre to Communities across the Eas
2015and has featured in academic and professional journal arficles.

-
When Marvin Carlson enumerates thisciplinesthathe believes theatt@storians should
consider, he highlights #Acultural geography,
studies, postcolonial studies, law, ethics, theories of memory, identity, race, ethnicity and
nati onhood. 06 A1l potentifllyot pheens eu, p hwea yass soefr ttsh,i nki ng
phenomenon of performance and when, where an
and history is typically where most academics focus but Carlsonué¢sibs hi f t i ng
epi stemol ogi es wthaexparsion eftheadefinitoraa theatye histdrgm
thatitnow includesvh at he terms Atheatreoboandthes hbhawo
focusingsolelyonrecordingvh at has occurred i nMyigrolege space
encompasses what he suggests via the metapho
thread in the tapestry of theatre and performance, one is there led quickly not into a linear

narrative, but into an evanore complexnter-relationship of political and cultural activity

29 RoundabouTheatre in Education has already been the subject of extensive scholarly wdrkiBesity of
Nottingham, APl aying Around: Taking Tthedaversigoft o Commur
Nottingham, o 2015,
https://www.nottingham.ac.uk/manuscriptsandspecialcollections/exhibitions/online/pigingd/index.aspx

For published materials relating to Roundabout see At
R o u n d a ArtsRrafessionglOctober 10, 2005,
https://www.artsprofessional.co.uk/magazine/107/article/themtreatiorswingsandroundabout

Jo Robinson, fAOutside of Everything an®eséacteimybodyd: |
Drama Education: The Journal of Applied Theatre and Perform&ic&o. 2 (April 2, 2016214 28; Gillian
Brigg, ATheatre for Audiences Label | edDisalsilitesStavi ng
Assessing and Addressing Aduowersityof NatingRaanOfl3umderthe c e 0 (
supervision of Jo Robinspn

r of
h D
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that can be pursued justifiably ardt product.i
became clear to me early in the research that each time a thread is pulled it unravels to expose
attendant concerns. Theatre historians Claire Cochrane and Jo Robinson argue for an
approach to theatre history inpastadynamicif ounded
rhi zomat i3d@henhuitd oriviantinyCarldon's proposal to move away framat

have coheredd@t r adi t i omwalbopgdar achi gregard to expected
Apr es ent a t?Aohizanktic apprdaeh.has become legion since Deleuze and

Guattari used the botanical and arboreal metaphor of the rhizome to suggest an approach that
ismultrper spectival: AA rhizome ceaselessly est:
chains, orgamsations of power, and circumstances relative to the arts, social sciences, and

soci al ¥Whentgegtie scholars adapt this approach, the focus is usually on aspects

of education or performanééHowever, CarlsonCochrane and Robinsgituate rhizomatic

thinkingi n contrast to t he AdwthaCarlsandortemding thdtthest or i ¢
theatre historian should make use of multiple and accessiblghealsesthe example of the

interne}, t o weave fAwebs of &%Msephidsophyiofdhe hizoma d i nt ¢
hasbeen a touchstone insofar as it hBhewed my thinking to be fluid when studying a

changing organisation, amdgpeciallyhow NP has adapted to the circumstances prescribed by
governmental and societal responses to ti® @andemic. This approach has encouraged

me to move more fifreely across phenomena, ma

®Marvin Carlson, fRefl ect i dmeanbridgeaCor@ardohta Thedfrdr e at r e Hi s
History, eds. Christine Dymkowski and David Wiles (Cambridge: Cambridge University Press, 2012), 158.

31 Claire Cochrane and Jo Robins@ihe Methuen Drama Handbook of Theatre History and Historiography

(London: Bloomsbury Methuen Drama, 2019) 21.

2Marvin Carlson, AReflections on a Global Theatre His
33 Gilles Deleuze and Félix Guattafi, Thousand Plateaus: Capitalism and Schizophrémias. Bran Massumi

(Minneapolis: University of Minnesota Press, 1987), 7.

%For examples of use of the Rhizome applied to theatr
in the Rhizome the 6Sensat i on KédthddolBges of EmbodimBads e ar ch i n
Carmen Liliana Medina and Mia Perry (Routledge, 2015)
My Hands Have Been Burned Many Timesodo: -Bdse¢ppi ng a Mi gr

St r angene s3udi€eénsTeeatre and Pesformar®® no. 1 (December 14, 2016j 22.
%Marvin Carlson, AfRefl ections on a Global Theatre Hi s
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without seeking fixed structures or I|linear n
connections without privileging any controlling models of either representation or
i nt er pf€dclwané anchRoflis on assert that @Ain seeking t
operation and relationships within these wider social contexts, theatre historiansedéayp
mi x together multi pl e3Nuerganisation ik siafid, ancduringitpep r o a ¢
course of my study NP has created new initiatives and joined with others, like the
Nottingham City of Sanctuary network and the ChalleNGe cultural education partnership,
and | attended meetings of the latter withrtin Berry38 | wasmindful of how my focus on
capturing community engagement at NBuld inevitably involvel a n -shiftireg web of
cul tural i nterweavingo and that its relation
with the ambitions of other civic, educational and arts organisatfons.

NP does not hold an archive of its own; there are severe limitations on space, as |
have noted. Nevertheless, | hope this project will make clear that recording and promoting its
history, especially online, should be considetethdertook archival research in person at the
Nottinghamshire Archives and Nottingham Local Studies Library, as well as in archives at
the University of Nottingharmand ny digital archival research primarily focused on the
reporting of the performing arts and entertainment indssimi€he Stageand the British
Newspaper Archivé? The history of community engagement at NP had not previously been
recorded in booksgs | note at the beginning of this Introduction, buthas itevenbeen the
subject of academiarticles. | had to trace it via A@Eseports, features in the Nottingham

Evening Postand as noted or promoted in theatre programmes. Theatre programmes are

®¥Marvin Carlson, fAReflections on a Global Theatre His
37 Claire Cochrane and Jo Robins@ihe Methuen Drama Handbook of Theatre History and Historiography

24,

%Chall eNGe Nottingham, #fAAbout Us, 0 accessed-uQctober =
Nottingham City of Sanctuary, fiNottingham City of Sar
https://nottingham.cityofsanctuary.org/.

3% Marvin Carlson, 157.

40 Unfortunately, | was only able to briefly access the Nottingham Local Studies Library Theatre Collection due

to C-19 restrictions and the relocation of the collection due to building works.
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among the most common archival resources through which to establish theatre histories.

They are a rich source of information for specific productions, and as Lars August Fodstad

suggests, hold fAa privil ege duchmratextinclada 6 a mong
Apress releases, flyers, web pages, posters,
and i nt*Progranemess however, are the only one of these texts that is not created in

order to promote the theatre or as a direct marketing tool because they are bought by

individuals who have already purchased a ticket and saved as memorabilia, foraostalgi

purposeswhile for me they have sometimes provided evidence of a community initiative,

that is usually hidden in the back pages. Fodstad describes the effect of programmes as

meangofi nf or m, gui de, motivate, provoke or conf

make the actors look interesting, or maybe to support or subvert certain presuppositions about

a p P2awouldargue that programmes can have the same effect on the researcher and

should not be overlooked for the information they hold about other actithiietheatres
undertake; sometimesy finds have been made in surprising placesfkooexample, | was
able to establish a previously unrecorded timelingnepostholders ofthe BlackArts

Producer role at NFrom 1993 to 2003from the staff lists irtheatreprogrammes held by

the University of Nottingham archivBeginning this research in October 2019, | could not

have foreseen how mudf my research would rely on video conferencing software and

internetbased resourceAs a consequence of thergemic manyorganisations, charities

and individualdegan to host online events to discuss emergent issues which had yet to be

captured in written workslo support my researchattended mangf theseonlineevents

andinitiatives For examplein November 2020 attendedsirtuals e s si ons o f

“lLars August Fodst ad, i RlIesénStutiessd. R {Decentbér 200a)d NP 6 s
gave or loaned me ephemera which | have been grateful to receive.
2Lars August Fodstad, fAReflbrlbi shing the Dol l &s
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cul t anromlifel e st i v a hostedfby thedCendresfar Cultural \dal*3 | was able to
hear from and interact with practitioners, researchers and policymakers as they discussed
issues at the intersection of culture &d9.441 also attended international events such as the
ADESTE+ online European conference "Change w
August and September 2020. | attended sessions which fooasedxaminingfithe role of
the cultural organi sat i on®Eagagingwithenlineel ati onsh
initiatives was highly valuable not only for my professional development but as a means of
ensuring the connection and relevance of this research to the wider culturalaseetell as
maintaining my research focus though the pandéfienbracing unpredictability and being
adaptable and responsive to the organisation's needs has ensured the applicability of my
research findings will be a resource that benefits NP beyond this project.
My approach to a rhizomatic interweaving between methodolates,has built
laterally toward an analysis of events and initiatives left largely in abeyance and oral history
interviewing was central to that work. At its mastsicthat involvedcollectingfimemories
and personal commentaries of historical significance through recorded intebhewsver
as amethodology ittan be problematic anchkededo be aware of its pitfalls as well as its
strengths'” The interviewer can influence respongée class, gender and race of the
interviewer maylead tobiases or assumptionsatrisk distortingor influenaéng a

part i cesporss3el@dcion of apposite informants or interviewsast also take

“Centre for Cultural Value, fAEvents Archive, 0 accesse
https://www.culturalvalue.org.uk/everaéschive/.
“Ben Wal msley, fAWhat Value Culture?0 Centre for Cult.u

https://www.culturalvalue.org.uk/newshatvalue-culture/ For the history of the project based at the

University of Leeds, seettps://www.culturalvalue.org.uk/about/.

SADESTE+, fAOnline European Conference 2020, 0 accessec
https://www.adesteplus.eu/onlieeiropearconference/.

46 During this time, | presented on how | succeeded in doing thisthétbupport of my supervisory team to

other MdlandgiCitites (M4C)researchers and CDA supervisdrsJune 2021 | presented to the M4C CDA

Network In January 2022 | presented on behalf of M4@ toeeting with representatives from the Arts and

Humanities Research coundilwvas also the subject of an NTU research profilettgis://www.ntu.ac.uk/about
us/news/newsirticles/2020/10/researchesntu-lauraewart.

4" Donald A Ritchie Doing Oral History 3rd ed. (Oxford: Oxford University Press, 2017), 3.
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account othe reliabilityandfallibility of their memoies, especially decades after the events

| sought information abouénd their bias towards nostalga difficult emotions elicited

when recallinga project to which they devoted themselves which may have had limited

success or even less legathe most contestddsueis the subjectivityof knowledge’®

Memory and its interpretatiomay remain acontested area but as a historical sotine¢

augments other kinds of findings, fills gaps and creates bridges to other parti¢hpants,

valueof oral history interviewing is clear to me nofer recording the storiesf individuals

who otherwise haveo place or representation in thistorical recordlt is of primary

importance, andsaPaul Thompson, founding editor of the jour@aal History, wr The e s | f
method of oral history is also usedimany scholars, especially sociologists and

ant hropologists, who do not “®Orlhistchyisaf t hemsel
complementary tool within a rhizomatic approacht least becausi§c]jompiling oral

sources is an activity that points to the connectedness of all aspects of history and not to their
di vi si ons f Ybisbaseda the aoricésatisationof research as a processd

as a result of ideas raised in interviews meganingw e r geneiated during the research

p r o c°Eardy indhe research | identifigtegroups that | hoped to recruit for semi

structured interviewd\ P 0Otaff, fireelancedramaparticipationpractitioners current

community participantsaandhistorical participantsif possible | also identified groups to

contact after initial interviewgrustees, stakeholdesgungparticipantsmaybe adience

members for community proje¢tthertheatresdsnd aganisations that have worked withP.

The approach was adaptetienit became clear there whiesssneed to distinguish between

““Robert Kenneth Kirby, T Phenome nOrhlbligtory ReviedB5,ndae Pr obl er
(January 1, 200824, 26, 27.

49 paul Thompsorioice of the Past: Oral HistorfOxford: Oxford University Press, 200@2.

50 George Ewart Evanghe Days That We Have S€&@97; repr., London: Faber & Faber, 2008; quoted

in Paul Thompsoroice of the Pasg3.

51 patricia LeavyQral History: Understanding Qualitative Resear@xford: Oxford University Press, 2011),

7.
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groupsthan | had assumedspecially when | was approachagdpeople who wanted to talk,

and the majority ointerviews took place via online video conferencing due to several

factors primarily the G19 pandemic and restrictions placed on meeting and travelling

between March 2020 and July 2021e period when | had hoped to conduct most of my

interviews A blog published by The Oral History Society in April 2020, and updated
multiple times over t heltnaphethatwe acefentrtihneg paa nédneem
normal 6 for or al Jparsernaodrgmote appreachevill become thee d i n
norm. 0o Certainly, this BKenvenienee wahadactorenaryi t y f o
interviewees could only meet online due to hybrid working patterns and scheduling.

However, had meeting digitally not become normalised during the pandemic it is hard to

know whether as much of this component of my reseaatlidahave taken place online.

This involved me developing a different skill set and having tkthiim b out how t o b
rapport from a distance, to be sensitive to mood changes, to providera feedback, and

to establish the relationship needed®for a s

Alongside collecting oral histories, | observed several groups across the participation
programme. Theatre practitioners would occasionally ask that I also participate in the group,
so | undertook both participant and Aparticipant observations at thesdietion of session
leaders in several different settingsiperson at NP in the Neville Studio, The Café Bar, The
Ustinov Rooms and the space now known as Company, in two Nottingham schools and via
Zoom. | attended numerous sessions of internal andnexfearticipation groups,
performances and showcases, hattenad performances because they were often examples
of the culmination of a community projeatgroup initiative Observing in that context

pointed up how comfortable regular theatregoers seem to be in the space and provoked more

52 Charlie MorganRob Perks, Mary Stewart and Camille Johnstonii Re mot e Or all Hi story 1 nt
History Society, February 8, 202ttps://www.ohs.org.uk/covid 9-remoterecording/.

21



thought about individuals and groups that enter for reasons other than watchirgjagain
performances and who are both less confident and, by extension, less likely to return if
discomfited and the role that the building may play into that feeling.

This CDA is underpinned by the will to ensure the demasatidin of theatre culture,
by focusing orinclusion and diversity. This lies at the heariNoP dngssion since its
ParticipationDepartment was created in 2013. Like all producing theatres, NP prioritises the
making of work (and opportunities). It seeks feedback from all participants, which is fed back
into programmes, but NP commissioned tlesearctbecause it would appreciate an
overview of its community engagement in theatre malaegyitiesoften neglected in the
writing of theatre historyand an assessmentitsf multiple platforms for outreadh orderto
reflect on their wider effects for individuals and groups and in order to assess the directions
futurecommunityengagement could take. | believe that some of what is recovered and
analysed here majsobe valuable in the writing of reports and funding bids, and, most
significantly, when designing future projects and opportunities because | have identified
where there are barriers to peipation and engagemento That end,tis PhD is conceived

as providing NP with a point of analysis and a constructive critique from which to draw.

* % %

In 2018, Lyn Gardner ofhe Stagea s sessed, #Alf you are a r ec¢
start to |l ay claim to ownership of theatre s
You see the front door of the the*besa as an

feeling of ownership of a theatre building only result from regular theatregoing? And should
it? Entering a public space can be intimidating depending on familiarity with its often

unspoken and unexplained etiquette, and theatres feature infavkstues that can elicit

53 Lyn GardnerfiNever forget that theatres can intimidate fiisters ®he StageNovember 52018,
https://www.thestage.co.uk/opinion/opinionfigardnemeverforgetthattheatrescanintimidatefirst-timers.
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anxiety, with gallerieeandmuseums, as well as designer clothing stores andlfimeg

restaurant8*E|l ai ne Heumann Guri an, I n adentikesisay on
museums what Gardner obser ves Mubeomstcleaththeat r es
have thresholds that rise to the level of impediments, real and imagined, for the sectors of our
popul ation who r e nfaSara Ahmedfdigssnowaféeat,tthe feélimgsthab r s . 0
ensuewhen what she calls fAatmospheric wallso a
some people welcome, because such Awall so ar
feel uncomfortable, like strangers because they pertefspace ands atmospher¢o be

Al i ke a wall that is at once palpable and t a
something, it is quite somet hi XAhmedthasbeen t i s
thinking and writing about accessibility for some time an@irBeingincluded:Racismand

Diversityin InstitutionalLife (2012) focused on institutional brick walls in the context of
diversity work wherebyd i v er s intoy daed el i nhabit the nor ms
demonstrates how soci al n o rwalks:yoa doenot femddot her | i
notice them, unl ess %{thaatres gemumelyuvsh taexteridn st t hen
community engagement, and be inclusive of all, they should work towards ensuring that

access imbues a feeling of ownership for all visitors, whethertiorgytheatregoers or first

time attendees. NP is, however, rieséd by the building it has occupied for the last seventy

five years. Described as fnone of the best th
“For designer clothing stores, see Delphine Dion and
Shape Class Subject i viJdournalofMarketingBh, @0.532017)6 7486, Eorfleen c ount er , ¢
dining and an exploration of culinary capital, see Ce¢

Dublin Gastronomy Symposium: Food and Revolution, 2016.

%5 Elaine Heumann GuriaiGivilizing the Museum: The Collected Writings of Elaine Heumann Gurian

(London: Routledge, 2005), 115.

%Sara Ahmed, fAAtmospheric Walls, 0 September 15, 2014,
https://feministkilljoys.com/2014/09/15/atmospherialls/, This idea is extended in the context of sanctuary

cities, in Vrasti and Dayal, ACit i z@itzenshipftudie®i8ght f ul f
(2016) 994-1011.

S"Sara AhmediiPr acti cal Phenomenology, o0 June 4, 2014, at htt
phenomenology/
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historian Alistair Fair, the Grade Il listed building offers architectural merjtasuNP
expands its community engagement activities, who gets to use its rooms and spaces has had
to become a finely tuned balancing ftthe organisatiof® The theatre building is a
material reality that affects ways of workiagnd a cul t ur al artefact th
embodiespower el at i ons. 0 Kar |l Falconer, Steve Hadl
approach when arguing that fhewnethehgudyniress i s
the city of Liverpool can make to its us&<€nly in exploring the historical context of how
NP came to be in its current building can it be understood how decisions made in 1948 may
still be impacting community engagement activities 8oand then to discern what
recommendations can be made to supii@ best use of this historical building.
It is often incorrectly assumed that NP began in 1963 in the building it currently
occupies when, in fact, the theatre company had been active since 1948. During the Second
World War, a cinema, Pringles Picture Place, was used to host the performameeseify
repertory company in a building known as The Little Theatre. Following financial difficulties
exacerbated in the pestar period, the management of The Little Theatre negotiated the
tenancy of a new building to the newly formed Nottingham Théatist Ltd5° From 1948
to 1963, then, NP was located on Goldsmith Street, around half a mile from its current
building on Wellington Circus. The theatre opened under the artistic directorship of André
Van Gyseghena welkknown and distinguished actor and producer. As a lifelong communist
who had great influence in the lefing theatre groups of the 19308&an Gyseghem brought
a very particular socialist approach to his worka 1943, he publishediheatre in Soviet

Russia based on materials gathered over four visits to the Soviet Union between 1933 and

58 Alistair Fair, Modern Playhouses: An Architectural History of Britain's New Theafr®451985(Oxford:

Oxford University Press, 2018), 81.

“Karl Falconer, Steve Hadley and Jon Moorhouse, #fBuil
democracy at Li v &twudesio Théasre aRdiPerfpiman@eptembherd2022, 1, 3.

0 Bailey, A Theatre for All Seasons.

61 Colin ChambersThe Continuum Companion to Twentieth Century Theatadon: Continuum, 2002), 557.
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1938, describing his role as a Aworkman in t
role as a produce¥,an Gyseghem was acutely awarerafitiple pressures on English
theatre:
I live in a continually growing amazement, in view of narrmmndedness, prejudice,
and downright stupidity clogging the wheels of play production here, thatisb
really firstrate work gets to see the light of day. It is because | believe that the
sickness of our social system as a whole is responsible for the above motioned
narrowrmindedness, prejudice and stupidity that | have turned inquiring eyes towards
the tteatres of another country, with another social sy$tem.
The perspective that he brought to his directorship was intrinsically linked to programming
with communities in mindHe would select George Bernard Shawlan and Superman
(1903), a satirical comedy, as the inaugural production, holding auditions in Nottingham and
London®? Interviewed forPlays and Players Magazingan Gysegham reflected on his
programming choices:
|l wanted to give Nottingham a theatre it
play down to the public which is what the Arts Council wanted me to do. | wanted to
start in the way that | wanted to go on, so we opened with Shaw and followed that
with Sh&espeare. And there many people said | was mad to do this, that | should go
on with something simpler, nearer to the public common taste as it were and build up.
Il sai d, AYou candét pull up a crowd, you ¢

upgoodg al P4t y. o

52 André Van GyseghenT,heatre in Soviet Russ{&aber and Faber: London, 1943), 5, 6.

6Pl ayhouse Co migodimghiam Eechirg ©dsdi Qutoberd 948British Newspaper Archive.

Frank Eggins, fATh¥danFGyséegemeSatort héAnRPattern in the
Marielaine Church CollectiofUnpublished, 2006}L.
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He raised tensiongaying out as a result ¢iie expectations of fundeiss he perceived them
from the outset, but, more importantly, the Goldsmith Street building was never fit for
purpose.

Local historian Emrys Bryson distilled the problem in his bBoktrait of

Nottingham(197Y,wh en he descri bed how t he-packempany wa
stage, dressingboms foetid with boiler fumes, wings so puny that scenery had to be put out

in the street, and the sort of acoustics which meant that whenever a fire engine left the statio
nearby, it drowned the actorso6 |ines. o Despi

celebrated Athat draughtyr lachilevitmeafifrer t mi

miracls and becoming one of the YKudiencefshaeddi ng
Brysonods ad uHaaison, appointedriistic Dicebtar in December 1951

oversaw an average attendance of 69% for the year3®33owever, due to the small size

of the auditorium, it was proving a challenge to recoup the cost of eveattezitied

productions, with shows playing to an 80% capacity still losing mé&hieyan attempt to

resolve the situation, the Nottingham Theatre Trust obtained the freehold of the existing lease

in 1955 and acquired an adjoining property from Nottingharo@arative Society. When
Nottingham City Council proposed a new site and theipiigsof a new theatre building, it

was the moment to plan a space that would be suitable for tHeé Thg. ACGB annual

report for 195758 highlighted this initiative to create a purpdmelt theatre and formally
announced that, AThe Nottingham Pl ayhouse
establishing such a high standard and reputation durifigsiteine years of existence that it

has been able to convince the City Council of the need for a new theatre in which the public

8 Emrys BrysonPortrait of Nottingham(London: Robert Hale, 1974), 169.
66 Bailey, A Theatre for All Seasond5s, 47.
67 Bailey, A Theatre for All Seasong9.
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and the company c¢ an %Despitp objeqians flom oppositiorn i ded f or
Conservative councilmembersi t i ng t he fAenor mous and unj ust
Achil dren being educated culturally on I|icen
new building project on 6th February 1961 he Stageeported that an announcement of the
successful vote made on the Playhouse stage that evening generated cheering from the
audienc€e? This is history that should be made visible by NP on its website and celebrated.

In 1958, Nottingham City Council appointed Peter Moro as architect of the new
Playhouse. Known for edesigning the Royal Festival Hall, completed in 1951, he had a
grand vision of a modernist civic building t
innovatian s’ Gne of the proposed innovations was that the new building would include a
television and sound broadcasting studio, which would be leased to BBC Nottingham;
however, this never came to pd$4 second innovation that did not make the final design
was a proposal that the new building would house flats for actors on an upper level, similar to
the Belgrade Theatre in Coventry, which had opened in 1988 ACGB continued to
monitor progress and, in its 198960 annual report, described the decision to commission

the new theatre as fAhailed by public and pro

reputation of this lively city as well as provide daions for exemplary theatre, which are

o

notably |l acking i n"Byngs0, planpveere finaliseg, amdavitheme n t

68 The Arts Council of Great Britaiy New Pattern of Patronage: The Thirteenth Annual Report of the Arts
Council of Great Britain 19521958(London: The Arts Council of Great Britain, 1958), 44.

69 iAudience Cheers News of Nottingham ProjBat Artists' Flats Are Cut Oui,The StageFebruary 16,
1961, British Newspaper Archive.

“6Audi ence Cheers NewEeStdgee Notti ngham Project, o
P The Arts Council of Great Britaif,he Struggle for Survival: The Fourteenth Annual Report of the Arts
Council of Great Britain 1958959 (London: The Arts Council of Great Britain, 1959), 20.

72"Nottingham to Build £300,000 Theatrdhe StageJuly 30, 1959, British Newspaper Archive.

3| have been unable to confirm why neither of these innovations were not pursued however it could have been
due to cost restraints as the project ultimately went £50,000 over budget; AlistaitdtairMoro and Partners
(Liverpool: Liverpool University Press and Historic England, 2021), 109.

"4 The Arts Council of Great Britairf,he Priorities of Patronage: The Fifteenth Annual Report of the Arts
Council of Great Britain 1959960(London: The Arts Council of Great Britain, 1960), 22.
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expectant tone, ACGB reported t°Oai3thduyi s nove
1963, NP held its final performance on Goldsmith Street, choosing to reproduce the play that
had inaugurated its | ife 1 ManandS8updsmamplagi ng: Ge
that NP may usefully return to the stage if promoting this element of its cultural history.
ACGB reported, AThis | ast performance was no
end of nearly fifteen years of distinguished
repertory theatres in the countr® Across its reports, it becomes clear that ACGB was
overflowing with admiration and that it confirmed anecr@ nf i r med NPO6-s st at us
established and highly successful repertory company.

NP could also celebrate its history widferencda o Wi | | i am Shakespear
tragedyCoriolanus(1609).0n 11th December 1963, NP opened to the putitic
Coriolanus Directed by Sir Tyrone Guthrié, was the first play performed in the new
auditorium. The opening night consisted of a Gala Prefaaturing scenesom Coriolanus
and civic formalities, #er whichp e opl e wer e i ntroduced to the
was bold, and those features remain now: a cylindrical concrete auditotroduced a new
form of adaptable stage that can be converted from an open to a proscenium view in a venue
with a capacity of 756. Open foyers are set over three floors, with access to each via open
staircases exposed to the beardrked concrete of trmentral drum. Alistair Fair notes that
the use of concrete was decided because it c
and colour of the g¢a tcléaededsionp mave alvaydranttee. 06 Thi s
ornate gilded spectacle typical of ¥cian theatre buildings. The only relief from the
exterior of the concrete drum is a large aluminium sculpture by Geoffrey Clark, which sits

mounted on the right side of the drum, vVvisib

>The Arts Council of Great Britairf;he Priorities of Patronage2?.
"6 The Arts Council of Great Britaifgnds and Means: The 18th Annual Report of the Arts Council of Great
Britain 1962/63(London: The Arts Council of Great Britain, 1963), 20.
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(rather than traditional -ohrahnmgnemg )toh eater ifid anhle
NP6 s b UThis tha ismsgmething to return to in its history and to celebrate as a core
value of DNPésatlultuhe. ACGBO0-4wasrespleraéntwite por t f
praise of NP6és first year in the new buildin

The hopes expressed by Lord Snowdon have fully materialised in the early months of

this beautiful theatre; it has been crammed night after night by happy, appreciative

and predominantly young audiences, and its productions have become a

conversational nessity to the public in Nottingham and for miles around. Even the

London critic®% canodot keep away!

NP achieved an 86% capacity in its first seaSon.

Assessing the new buildingds success for
article inThe Stage eport ed that community members were
night was marked as fda civic occasiono and 2
whom had voted agai nst8Thduwjustifiabdelcestfqgpsomg ect or i
Conservative councillors seemingly became justifiable once an invitation to a Gala Night was
received. The people of Nottingham were perhaps not quite so enamoured with the romantic
architectural vision as Peter Moro. One report in 1964 claimed that thedbuin g was fikno
to | ocal s @asndi Tthhee Bruenpkoerrt er demurred that, I
tough, bellicose: a battl egr outhHbwefleo andt he s ki

despite some dissent, the building was hailed and celebrated by and for the city. It was

certainly intended to look its best when in full use by the community and the positioning of

7 Alistair Fair, Peter Moro and PartnerfLiverpool: Liverpool University Press and Historic England, 2021),
113.

"8 The Arts Council of Great Britairgtate of Play: The 19th Annual Report of the Arts Council of Great Britain
1963/64(London: The Arts Council of Great Britain, 1962y, 28.

PANottingha®tPIll &y Mo uTbeStagedugust 18, 1984, British Newspaper Archive.

87{ Pl ay h o uwspThéStagesDécember 19, 1963, British Newspaper Archive.

81 John GardnefiiJohn Gardner visits Nottingham Playhoasgtratford-uponAvon Herald January 31, 1964,
British Newspaper Archive.
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the entrance at the intermediate level, between the upper and lower foyers, was designed to
encourage the movement of visitors further into the buildiddP was always conceived as
welcoming,but element®f its design would work against that feeliagd cause material
difficulties for some patrons

In 1995, Moro expresséds displeasure with how the building had been changed
when he asserted that, fiin recent years inse
building, culminating in the installation of a lift shaft in the centre of the foyer of this Grade
Il listedt h e &tWhat Maro disparaged, though, was a vital project supported by the
Nottingham Coalition for Disabled People. As Executive Director Ruth Mackenzie wrote
then, Athe best | aid architectural pl ans for
andarit st s 6 cYNeralitl they fattoy in @ccessibility for all. Alterations that increase
accessibility may not have been the basis on which the building was conceived in an era that
took less account of diversity, but they play an integral role in reducing the threséotd&t
is caused by barriers to physical access. Ensuring physical access to the building is a legal
requirement of the 2010 Equality Alctwhich, as a service provider, NP has a duty to adhere
by making reasonable adjustments to ensure that disabled people are not excluded or
disadvantage®& Although complicated by the building's Grade I listed status, NP offers
level access into the building via an entrance on East Circus Street, and the internal lift

provides accessto all floo¥SNP 6 s web pages also provide det ¢

82 Alistair Fair, Modern Playhouses: An Architectural History of Britain's New Theatres,-1985(Oxford:
Oxford University Press, 2018), 82.

83 peter MorofiNottingham Playhous@jn Making Space for Theatre: British Architecture and Theatre since
1958 edited by Ronnie Mulryne and Margaret Shewring (StratfgroirAvon: Mulryne and Shewring Ltd,
1995), 130.

84 Ruth Mackenzie was Executive Director of NP between 198 ; Ruth MackenzidéiThe Nottingham
Playhouse Space for Art or Art for Spacesn Making Space for Theatr@1.

8 Jayne Earnscliffe and Arts Council England Capital TeBuilding Access: good practice guide for arts
and cultural organizatiorfArts Council England, 2019), 6,
https://www.artscouncil.org.uk/sites/default/files/downldielBuilding_access_guide 260319 _0.pdf.

86 Whilst this section focuses upon the accessibility of the physical budling it is noted that NP offers several
accessible performance types which extend the accessibility of auditorium performances. Accessible
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about supporthat isavailable once inside the buildifgln 2019, NP worthe fiAccessible
and Inclusive Tourism Awardfrom The Nottinghamshire Hospitalityté8sin recognition
thatitiif aci |l itates remarkable physicalt®laccess de
2023, more significant strides have been taken to extend physical accesEitmilgyample
NP has expanded access information on its website incldeiag abouseat measurements,
access to ear defenders amirmation aboutvhich seats are closest to toileting facilities, a
fitting approach considering the original intent of the structure was to highlight its aesthetic
features when at its busiest.

When the Playhouse opened its new building, there was also a change in artistic
leadership. John Neville was appointed Theatre Director in 1963, and the role was shared
with another director, Frank Dunlop, and the actor Peter Ustinov. A brief perio@id9
the only occasion in the theatreds history w
How that worked precisely in situ is difficult to discern now, okriiow preciseljnow
responsibility was shouldered, but after a successful careeraasoantaking lead roles in
many productions at the Ol d Vic Theatre in L
passionate cause for Neville. He took a strong ideological position, amastibeassumed,
the primary responsibility: Al fail to see w
greedy merchants who would sell their own gr
1964, he told the publicatidbtudent Theatre

One of the main reasons that | am here in Nottingham is because, over the years |

have been in the theatre, a feeling that was perhaps latent in me before has become

performances include audio description, BSL interpretation, captioned, desfniemtity, relaxed, and reduced

capacity performances.

Nottingham Pl aNdhtotuisegh dmcRleasyshouse, 0 accessed Septem
https://nottinghamplayhouse.co.uk/yerisit/access.

8Visit Nottinghamshire, fANottinghamshire Hospitality
https://www.visitnottinghamshire.co.uk/nottinghamshhespitality-starsawards The Nottinghamshire
Hospitality STARS Awards are an fAannual <celebration
betweerVisit Nottinghamshire and the national Visit England Awards for Excellence
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much stronger, and that is the feeling that the theatre should be an essential, integral
part of community I|lifeé [I]t's all very e
a glass of comforting Guinness, it is quite another thing to do somettongiabAnd
this is, in fact, what we are trying to do h@&reve're trying to make the theatre an
essential community service. 8% tos what |
A ProvisionalSurvey of civicaided theatre in the North and Midlands, undertaken by drama
students between 1963, highlighted the efforts made by NP (as well as The Belgrade
Theatre Coventry and The Playhouse Theatre Sheffield) to involve young people in its work.
Initiatives highlighted in the survey include The Student Playhouse, which entitled members
to concession tickets and matinees during school hours, and cooperation with the University
of Nottinghamdés Students Wmnon taenedd swiStehr vti hcee
to provide ticket concessions and shows for youth clubs and school §*élgheugh youth
engagement may have been something NP was being recognised for formally, there were
instances where the methods to forge such engagement were not so straightforwardly
successful. In 1964, for example, Bemingham Daily Post e por t ed t hat fAan a
entice young people to Nottingham's new Playhouse by installing a jukebox in the theatre's
snack bar has ended in failureédo Although te
stopped spinning, 0 bphecomptaahtsgeol edet oefmav
and the teenagers' disappearatice.
Balancing the needs of different groups is still an issue for NP. In September 2021, |
observed a weekday afternoon session of the Encore Drama Group for people over the age of

55. With 11 members at this time, the group had been meeting in the Newlie, ®tut the

89 Derek Stubbs, "Provincial Revival Talking to John Nevilgttident Theatre: A Magazine of Leeds University
Students Union1964, 14Nottingham Local Studies Library, Theatre Collection.

%0 The Department of Adult Education, The University of Hull and the Yorkshire North District of the W.E.A,

AA Provisional Survey of Civic Ai68) madeiylstedantsiofa i n t he
tutorial class in drama in association withithe T ut or |, Muri el Crane, 0 1964, 32.
“AJuke box sche mg¢rmiaghamDhilg RostAugustE&1984,British Newspaper Archive.
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space was being used that day for a rehearsal for astagja production. The group had to
move to the restaurant space, where it was disrupted by a loud mechanical humming which
the facilitator, a freelance theatre practitioner, was told by a membd? ofdff was an air
conditioning unit that could not be turned off. Instead, upon investigation by a participant, it
turned out to be a refrigerator in the corner, which NP staff then advised could not be
unplugged because wine was chilling for that everibgr. The lights were not working, the
room echoed, and there was inadequate space for the activities the practitioner/facilitator had
planned. The scheduling of rooms is a mindful decision. On this occasion, a choice had been
made to prioritise rehealsspace for actors over a participation group, which negatively
impacted the quality and experience of the participants. A less deliberate way that the
buildingds use and priorities ofalsadaieescan i mp
from my persnal experience and empirical analysis. In September 2022, | attended an
evening performance of a new touring production in the Neville Studio. Written and directed
by Julie McNamara and Hassan Mahamdafliaiet Rebel$2023) uses audio, visual and live
performance to explore the stories of white workatgss women who married Black men of
the Windrush Generatiofi.It is a powerful and poignant play and one which, as one
reviewer for Disability Arts Online pointed out, focused on access:

Much of the dialogue contains elements of description held within the narrative to

give clues about the various characters as they move around the stage. Much of the

action is BSL interpreted through videography, projected onto the monolithic stage

set. Ina spirit of experimentation, creative captions are used thoughtfully, in instances

where the signer is not present. There was also an audio flyer provided before the

performance giving a clear overview of the action and charaéters.

92 Quiet Rebelsvas advertised by NP for September 222Gt
https://nottinghamplayhouse.co.uk/events/guidiels/.

98 Colin HambrookfiQuiet RebelsA Necessary Play for Our TiméDisability Arts Online, September 27,
2022, at https://disabilityarts.online/magazine/opinion/quebelsa-necessanrplay-for-our-times/
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It was at NP for one night onl y. TBaClothesn t he
They Stood Up ImMAdrian Scarborough's adaptation of Alan Bennett's comic novella), 1997
wasalso being performed. Around halfway through Act On@ofet Rebelsinterval
announcements for the main auditorium boomed into the Neville Studio, disrupting the actors
and the delicate, emotionally charged atmosphere crafted by the production, leaving a notably
frustrated audience. These are just two telling exampdesitfhlight tensions that can arise
when different groups use the building simultaneously.

The groups most disadvantaged by NP's lack of space would seem to be community
groups rather than the audience of a rsage production, and a feeling ofplgoritisation
is an inevitable result. I n 1995 ,workinéani sti c D
at mosphere where the art we °/RathMackerziea vi t al
supported his use of the word atmosphere the
that atmosphere that leads the work of the Playhouse, rather than the physical aspects of the
bui | &The grgument that creative atmosphere is what makes NP is strong; however, the
atmosphere should not privilege the experiences of individuals attending the artistic
programme over those attending participation programmes. Both the physical space and the
a mosphere of the organisation should foster
concept of 0 aothemassvprtin eonsideringiradetail becaisesvealing when
applied to community engagement at MAmeddescribes n at mo s plreunding as i a
influence that does not quite generate its o
upon At he an g thereforthe sameitmogpadreccanda ekperienced
differentlyinsofaraswemagii nhabit t he siafmeerenmthewaot| de. 0 n

physical restrictions or Awallso of the buil

94Ruth MackenzieMaking Space for Theatr@3.Martin Duncan was Artistic Director of NP between 1994
1999
9% Ruth MackenzieMaking Space for Theatr&@3.

34



resolvedwere. Thed o0 not define NP. However, fdat mosph:
impact. They are more subtle but also more divisive because difficult to discern, quantify, or
evidence. They are all the more important to discuss as a result, @t éss, | believe,
because i f Ahmed i s r i gh tffectef ahabittaton:sgnesae i ¢ wa
who arrives would stand out, would not pass in or pass through, and the difference becomes
uncomfortable by virtue of being a difference &t & Albeit, philosophical and intangible,
being aware of difficult emotions that may be harbouring in the minds of some individuals
and groupgmbarking orany theatre experience is a way NP toimagine some of the
barriers faced by the most tentative community participants, particularly people identified in
the original outline of this research projec
integration of theatre in their lives and who dat experience theatre and performance
before relationships dev el wquléabvisahatNR Not t i ngh
undertake careful consideration of the consequences on the experience of the community
groups that use the space and are welcome within it to ensure that it is always presenting its
building as available and accessible to the widest community possible.

In 2021,as part of the Built Environment Trust's 9@thniversary celebrations, the
90for90 project selected 90 leading British figures who were asked to choose their favourite
buildings. Actor, director, and now writer,
appropr at el y named Wellington Circus, Oappropr.i
and restaurant alongside the imposing gfassted Playhouse, there was always a carnival
at mosphere as actors mingl ed wietyheetoked, good f
having worked there in 1964, rested on fithe

and the surrounding areas that -modgceohhiser ed t h

®Ahmed, fAAtmospheric Watlhtps:/feminiSkiljpys.eom/B044/09/15%8tmospheric 4 |
walls/
“AM4C DTP Collaborative Doctor,@218\ ward (CDA) Marketir
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commentary resonates with how NP was then, and less for what it has become now, and
Layton acknowledged that now few theatres pr
show/posts h o w e n v P®The postehowt envivonment described by Layton is no
longer a reality, partly due to the closure of the Playhouse Bar & Kitchen, in the space that
originally housed the Limelight Bar. For decades, its popularity and outside seating ensured it
was a spaceof the community, not solely theatregoers who were the primary patrons, but as
a meeting place for all people who valued the arts. Following the closure of NP du®to C
restrictions in 2020,.eafi Group, the catering company running the bar and kitcbeld no
longer fulfil its contract and control wasturned to NP. Regaining control of the restaurant
came at a fortuitous time, as NP secured A29
Culture Fund to help turn it into a community and gallery sp@pened in June 2022 and
rebranded as Company, the muisie space featureggital screens, biolding doors, and
improved acoustic® Much-needed community space has been gained, but at the expense of
having an arethat remain®pen to the public throughout the day. There is now no café on
the premises and while the bar area opens before shows, and outdoor seating area can be used
if weather permits, the bar does not open-sbsiw. The posshow environment so fondly
recalled byGeorge Layton no longer exists. So how can NP begin to ensuredioatve
social environment may be-pgnstitutedn new ways?

Postshow mingling is valuable for debate, discussion as well as general conversation
butCarolineHeim believespogh er f or mance di sc uexdoredand i s stil |

underut i | i sed avenue for audi en Q%suallgpostshowo ut i on

%8 fiNottinghamPlayhouse: George LaytarBuilding Centre 1932021, 2021,
https://90years.buildingcentre.co.uk/building/nottinghalayhouse/

% fiNottingham Playhouse, 'NEWS: In Good Comparglebrating our brand new space for everyone,
Nottingham Playhouse, July 2, 2022, https://nottinghamplayhouse.co.uk/newsirgoggtcompany
celebratingour-brandnew-spacefor-everyone/

100 Caroline HeimfiArgue with Us! Audience Gareation Through Poferformance Discussiogd\ew
Theatre Quarteriy28, no. 2 (May 2012)198.
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discussion takes place in the auditorium at the end of the performance; after a short break, an
expert facilitates a public conversation wit
authorshipod is encouraged i wonsfrdmaghe audiencer c u mst a
and directing back comments so that what she
work collaborativelytoi n e g cat icaotmtemon meani ng for the theat
how to adapt this methdd create newormats forpostshow discussion and events could
encourage community engagement in innovative ways. Heim found that audiences were
feager to contributed and that suBAafterquent pr
discussion, posthow mingling could flow freely into Company thereby fulfilling its role as a
community fAhubo of conversation, with furthe
To do so would be to draw ayoiltrédGceittbtbenger hi s
community and celebrate it as3 en@urdgingteatre o NP6
criticism from the community was the crescendo of the speech given by Lord Snowdon on
the opening of the Wellington Circus building:

In deciding, however narrowly, that a civilised community needs as good a living

theatre as it can get, Nottingham is on the side of the future. | wish for the productions

done in this theatre not only many artistic and commercial triumphs, but many fierce

arguments in the foyer, in the buses and pubs and newspapers. | hope that acclamation

and protest will thunder round its hel¥d.
Now, we should recognise this desire as part of a wider and more complex discussion too.

When evaluating professional theatre reviews, for example, it is important to consider

the source of publication. Some psudriskiamdat i ons

WiHeim, AArgwelad.th Us!

2L ord Snowdonds speech is quot State of Rlay: THe a9thAAnnuad Counci |
Report of the Arts Council of Great Britain 1963(&#ndon: The Arts Council of Great Britain, 1964), 27,28;

The speech was quoted in full ilordAfPnh EogidgamEsningi | | be
Post December 19,1963, British Newspaper Archive.
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cultural differenced, whi ch %Thenefore,étsstrucialct t he
to seek out a diverse range of opinions and perspectives when assessing the quality of

theatrical performances to provide a more comprehensive and nuanced understanding of the
artistic merits of a production. Reviews that are lmelted on the NP website suggest that it

may be important to include more community feedback there. For example, for the 2022
production ofldentical six reviews are from traditional media outlets, and the only

independent theatre reviewer was formerly chief theatre critic at a major national

newspapet? For The Beekeeper of Aleppn2023, the five reviews are all professional, as

are those foirhe Clothes They Stood Upiin2022. NP has encouraged theatre criticism by
young people, through the Criticsé Circle gr
2009 and 2019 and was initially marketed as an opportunity for schoolchildren to get

involved. It formed part of the ACBilver Arts Award requiremerif®l n 2018, the Cr
Circle was relaunched in a video featuring Artistic Director Adam Penford. Then, members

aged 1425 would participate in a workshop before each main production, meeting director,
designers and cast, and they were invited to a fréerpgance of the play on the press night.
Their reviews were PsShilci ashededn aNPOsStwe Ips iotme
Circle suggested that the group's age range was too limited thH#tityhyou don't do one for

us ol dies tooo and @ What that btandidut’ There i@ladPlys 2 0 wer

interest in participation from other demograpif®8ut Cr i ti csd Circle rev

103 For example, see, Nikki Shaffeeulld@Reimagining Theatre CriticisiiCanadian Theatre Reviet68
(2018, 34-38.

104]1denticalwas a coproduction between NP and Kenny Wax Ltd based on theTinavBarent Trag1949)
by Erich Kastner.

105 Nottingham Playhouséjottingham Playhouse Autur@009 Brochure2009,30,
https://issuu.com/nottinghamplayhouse/docs/autumn2009_brochure.

108\ ottingham PlayhousélJoin Critics' Circled Facebook Video, January 18, 2018,
https://lwww.facebook.com/nottmplayhouse/videos/1834205763258221/.

107Social media comments were made on the following pbistgingham PlayhouséJoin Critics' Circle)
Facebook, January 18, 2018, https://www.facebook.com/nottmplayhouse/videos/1834205763258221
10850cial media comments were made on the following posts: Nottingham Playfibusé, n Cr i o i cs 6 Ci r c
Facebook, January 18, 2018, https://www.facebook.com/nottmplayhouse/videos/1834205763258221;
Nottingham PlayhouséiAre you a theatre critic in the makingRacebook, December 12, 2018,
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for only a year when a decision was made not to continue beyond 2019, with its members
encouraged to join a new creative writing group. The largest forum for theatre criticism now
is the btannual Season Reviewaflaff meeting, a forum in which to disauthe previous
season's productions. Although often focused on the logistical and operational challenges,
there are internal opportunities to debate artistic decisions too, because, as Caroline Heim
concludes, AThe audi en coanday impoctaceitoghatvdice of | cons
the arts ¥rofessional .o

There are currently no Nfacilitated forumsthough in which a wider community in
the city can get involved in theatre criticism, or debate. This is a missed oppoudity,
thereis agapin provisionthat could be filled by targeted pestiow discussion, especially
when the programme points toward@uiet Rebelsfor example, was commended for how it
Aunsettles and challenges the audience to as
Another reviewer pointed out howrfiprovokes a mucimeeded conversation about the
political systems thatimgat on wus and determine the values
|l ndeed, the real 6équiet rebelsé of the pl ayéd
the chaotic politicaldndscape of the 1960s. This begs the question, the reviewer for
Disability Arts Online raisedfPograMvmesardr e t he
individual plays point the wagnd suggest thamore input fronthe community could be an
excellent resource for NP if harnessed to showcase its relevance to the lives of people in

Nottingham.

https://lwww.facebook.com/nottmplayhouse/posts/pfbidOLaeBfmubUzHfDER6zusWQFJFarc3CNpwgF8eAlqY
0X16C8DoDCPdihJ6MwgzTTzal.

109 Caroline HeimjfiArgue with Us!0 196.

110 Christine LewisfiQuiet Rebelss a Nightmarish Vision of the Future drawn from a racist B&stcialist

Worker, September 24, 2028ttps://socialistworker.co.uk/revievandculture/quietrebelsis-a-nightmarish
vision-of-the-future-drawnfrom-a-racistpast/; Colin HambrookjQuiet RebelsA Necessary Play for Our

Timesp Disability Arts Online, September 27, 202#tps://disabilityarts.online/magazine/opinion/quiebels
a-necessanplay-for-our-times/.
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The research conducted for this thesis is
relevance to the people of Nottingham. Its role in community engagement has expanded since
the Participation Department was inaugurate2l0h3when it was formalised and observing
and assessing the Departmentds work is a key
its cultural and institutional history for how that work was undertaken in previous deltades
is important to understand that NP has been at the foreffeatious initiatives to diversify
its staff and to ensure that it is inclusive

population. That is the focug the next chajgtr.
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Introductory Recommendations
Reducing Threshold Fear

The conceptof hr eshol d fear describes the Adreal anoc
communities face upon approaching, entering and embodying the spaces of cultural

buildings? For theatres to increase community engagement and inclusivity, it is essential to
prioritise the creation of an environment in which all visitors feel a sense of ownership. This
approach should apply equally to all visitors, both kinge theatregoerand peoplend

communities attendinfpr the first time. Open Days may be opportunities to reduce threshold

fear and promote future engagement. NP has a history of holding successful open days, and

they were a common occurrence in the 1980s.

1. NP should reinstitute regular open days designed to welcome people into the theatre

without the expectation of a financial contribution.

2. The Events and Commercial Manager, appointed by NP in June 2023, should collaborate
with colleagues involved in Audience Development to suggest targeted areas of
development for new commercial relationships.
a) Focused on commercial bookings, the Events and Commercial Manager should
ensure that all business devel opment ali
to community engagement through issues such asaaidim, sustainability, and

accessibility. Attraing a diverse range of groups, businesses, and event

1 Elaine Heumann GuriaGivilizing the Museum: The Collected Writings of Elaine Heumann Gikiandon:
Routledge, 2005), 115.

2l'm July 1988, the promotion was as follows: fiOnce ag
the scenes and see how we work. At the same time browse around our Craft Exhibition. A day out for the whole
family. Refreshments Available. Admissn Fr ee. 0; Theatre Programme Habeas

Touring Theater with Peter Wilson % Feburary 1988.
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coordinators to book space at NP could encourage new opportunities for community

engagement.

The Physical Building

Architect Peter Morodbs Playhouse is celebrat
nationally and for the city of Nottingham. However, the physical restrictions of the building

mean that balancing the needs of different groups is still an issue fahNRack of space

most disadvantages community groups, not the audience for productions on the main stage,
risking a sense of dprioritisation. | recommend that NP carefully consider the consequences

of the use of space for its impact on the experiefiteeocommunity groups to ensure they

feel valued whileparticipating.

3. NP should focus on cultivating a welcoming and inclusive atmosphere for the broadest

community possible.

4. NP should focus on developing an interactive sb&iw environment which encourages
audiences to stay in the building and increases catering sales. Since the Company space
opened, there has been no designated area for socialising after shows. Haviegaa spac
NP where people can continue conversations would be beneficial.

a) To encourage people to stay, NP could consider opening a bar after performances
and offering posshow dynamic pricing, which has proven successful in other

regional theatres; this may entice more people to remain in the building.
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Encouraging Community Feedback, Debate and Discussion

I n the speech given by Lord Snowdon on NPO&s
farguments in the f oye3%Thisaaspgationt@enoewagge® nse t o pr
communityresponse supports a diverse range of opinions and perspectives when assessing
theatrical performances. Since the Chasti cso
adedicated means to foster and facilitate discussion or allow the wider community in the city

to engage in theatre criticism or debate; this represents a missed opportunity.

5. NP should explore rtroducing and facilitating a community group focused on theatre
criticism.
a) NP could develop a book clgiyle postshow group to promote conversation and
debate, tdoster a close relationship between the theatre and the participants, which

in time could elicit valuable insightghich mayalso guide future programming.

6. NP does not routinely collect qualitative feedback from audiences or community
participants, which can provide valuable endorsements and insights into why some
programming is more successful than others.

a) NP should decide when and how often to survey audiences and participants with
gualitative questions paeshow. This data would serve two purposes: firstly,
providing communityled feedback for the programming process; secondly, this data
could be shared asarketing material and used to support fundraising activities,

evidencing NPOs i mpactaudilencecommuni ty memb

SLord Snowdonds ,IhedrsCouncil of GrgatRritaigtdte afPray: The 19th Annual Report
of the Arts Council of Great Britain 1963/§dondon: The Arts Council of Great Britain, 1964), 27,28
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Racial and Ethnic Diversity at Nottingham Playhouse

In Autumn of 2020, Nottingham Playhouse (NP) initiated severaraaigsm activities,

starting with the creation of an Arff@acism Action Plan, which germinated two working
groups, thd@Diversity in the Workforce Working Grod@and thefiAnti-Racism Action

Groupo! Dedicated focus on aatacism was triggered by events that had taken place 6,309
miles away in Minneapolis, Minnesotahen, on 25th May 2020, an African American man,
George Floyd, was killed by a white police officer during an arrest. What happened was
captured on an iPhone by an onlook#irshowed white police officer Derek Chauvin

kneeling on George Floyd's neck for several minutes; Mr Floyd is heard panicking repeatedly
saying,fil can't breath@2 This desperate call for help was to become the refrain of the
summer of 2020 as the T® pandemic took hold globally. As aipilice brutality

demonstrations in America intensified, international protests began in solidariag éochl
responseto the racism endemic in other nations. The UK was no exception. A notable Black
Lives Matter (BLM) protest in Bristol, England, included the toppling of a statue of slave
trader Edward ColstohNottingham saw two largscale BLM events. On 7th June, some

3,000 people gathered to protest on the Forest Recreation Gréumii5th August,

i AnRaici sm Action Plan, o Nottingham Playhouse, Septeml
2The onlooker was seventegaarold Darnella Frazier, who at the time of the attack was walking her nine

yearold cousin to the corner storéhere the arrest took pladearnella published a statement on the-paer

anniversary of the murder describing the inciderfleasaumatic lifechanging experienééout something of

which she isalsoproud because were it notforherviddoh e wor | d woul dn 6éd&Darhelav e known
provided the evidence needed to convict Derek Chauvin for the charge of-slegpad murder and a sentence
of225yearsinprisgbar nel |l a Frazierds Statement can be read at
https://lwww.facebook.com/darnellareallprettymarie/posts/1727632277437871.

SBBC News. fA1George Floyd: What happened in the final
https://www.bbc.co.uk/news/woHds-canadab2861726.

“Haroon Siddique and Clea Skopeliti, ABLM Protesters
The GuardianJune 7, 202Mttps://www.theguardian.com/ukews/2020/jun/07/blrprotesterdopple statue
of-bristolslavetraderedwardcolston.

SPatricia Franci s, ABl ack Lives Matter: How the UK Mo
Conversation, June 7, 2021, https://theconversation.com/lNa@skmatterhow-the-uk-movemenistruggledto-
be-heardin-the-2010s161763.
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Nottingham United Against Racism (NUAR) organised a march beginning in Old Market
Sqgquare, stopping at Radford Road PofPice St at
Attention was being brought to racism in Nottingham on a scale and in a manner never seen
before.

In response to the BLM movement, organisations, businesses, and charities scrambled
to publish statements of support on their websites and social media accounts. Cultural
organisations were prolific in their responses, from the largest and most promsirainas
the National Theatre arAICE, to midscale regional producing theatres, including Leeds
Playhouse, Bristol Old Vic, and Liverpool Everyman & Playhouse. The content of these
statements varied biitwas usually separated into two sectiofise firstis a general
statement as an expression of solidarity with Black communities, including condemnation of
the murder of George Floyd, acknowledgement of systemic racism in England, and, in sum,
commitments to holding an actively angicist standpoint. The sand section, if present,
consists of specific commitments or actions to be undertaken internally focused on
addressing equality, diversity and inclusion (EDI) within the organisation, summarised by
Leeds Playhouse as people, programming and ways ofngdrkess commonly, a third
element would be introduced whereby a British theatre would acknowledge that it had
contributed to racism as an institution, apologise, and commit to undertaking some form of
reformist antiracist activity® NP& statement included an acknowledgement of

underrepresentation antcexpressedbothregret and resolvéiwWe acknowledge that we have

SRevolutionary Communi st-NGtbobupgha®l Makchj deReWMal tueron
Group, August 17, 2020, https://www.revolutionarycommunist.org/branches/midlandéB@g&lives-matter
nottinghammarch.

"Leeds Playhouse,-LeRldac WPI| laiyyhwesi sMatSttean ement , 0 Leeds Pl
23, 2022, https://leedsplayhouse.org.uk/latest_newsHilaekmatterleedsplayhousestatement/.

8National Theatre, fATwitter Post,o Twitter, June 20,
https://twitter.com/nationaltheatre/status/1267497737286823940¢ d s Pl ay hous e, -Lée@sl ac k Li
Pl ayhouse;Brtiasttearle nQl,d Vi c, ABl ack Lives Matter, o Bris
https://bristololdvic.org.uk/press/bristold-vic-statementLiverpool Everyman and Playhouse Theatres,
AStanding Together, o0 Liverpool Everyman and Pl ayhous:e
https://www.everymanplayhouse.com/standiogether.
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not done everything right, despite our best intentions, and recognise that we need to
improved® This short statement introducesfamitial draftbo f N P éRacisi Adtian
Plan. What this introduction does not draw attention to is the long history of EDI work at NP
that my research has uncovered, why specific and strategi@aisti theatre work had not
continued once initiated, and, by extemsivhy and how any impact it may have had on the
institution has since been lost.

This chapter assessa®viouswork in the areas of EDbecause the events of 2020
did not constitute the first social trigger for NP to engage thigise issuesThe theatre has
been here before. It also begins to unpack w
has beemlack British African and Caribbean communities in Nottingham because
underpinning this discussion is the awareness that NP needs to diversify its focus to build
connections with other global majority communities. Nottingham is a diverse city; the 2011
Cersus shows 35.6% of the population as BJasianand Minority EthniBAME), an
increase from 19% in 2002.1f NP hopes to develop a stronger relationship with the British
Asian community, which c dBAMEdGcemensnitylldelidv8s of No
that much can be learned from its multiple and different endeavours to engage African
Caribbean and African communities in Nottingham over many decades. NP has had an
extended and sometimes successfuhistory of participation and engagementis work,
predominanthywitht h e Black opransunities, must be understood and analysed in detail
to inform current and future antacism work in the hope that meaningful learning and
change will occur. Through archival sources and loisdory interviews, | have identified

what | ahimgecnoridntsimtige theatre's history where progress was envisaged and

9 Nottingham PlayhouséiAnti-Racism Action Plar.
“Nicol a Kirk, 2021 Census Nottingham City Ethnicity,
Council, 2022)
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sometimes made visibkEx ampl es include NPod6s role as a f
Regional Black Theatre Initiative in 199BeBlack Regional Initiative in Theatre in 1999,
andits involvement in developing and hosting The Eclipse Conference in 2001, and its
subsequent support of Eclipse Theatre.

The hi st or-yacistdulturdl Wérlsis uaaven iand sporadic, often responsive
to funding initiatives and always reliant anindividual member of staffvhich is an issuin
itself that this chapter examindgeflection on what may have worked and why initiatives
failed has not always taken place. One of the greatest barriers to reflection has been, and
continues to be, the cultural policy landscdpetween 2019 and 2021, Leila Jancovich and
David Stevenson undertook research designed to expiiesue of failure in cultural
participation. The FailSpace project uncovered and exposed a cultural participation policy
landscape, across the UK, that is not yet conducive to critical reflection. As a result, they
assessed that the major consequente®far of failure is that it A
the cultural sector might implement the structural changes needed to engender greater
e g u i*?tf heredis a tendency in the cultural sector to prioritise and reproduce only
narratives of success while avoiding opportunities for meaningful learning from less
successful ventures and outright failures, it is a systemic problem, but not one thia$ perta
theatres alone because it permeates the culture of many other organisations. The FailSpace
framework encompassing four stages and its toolkit are designed to be used from planning to
evaluation of culturdoased projects. Stage 2 and 3forwhichsugt use of a Awhe

failureo tool encourages institutions to con

11 A hinge moment is a concept in physics has its application in aircraft engineering. A hinge moment is a result

of the aerodynamic forces on control surfaces such as flaps and rudders when placed in a stream of air. Here it is
used to describe a moment wéé¢he history of the relationship between Nottingham Playhouse and global

majority individuals and groups shifted, the angle of travel was impacted, and progress was either widened or
narrowed.

ZLeila Jancovich and David St evenson |nteid&ienal Journab Se e ms
of Cultural Policy27, no. 7 (February 24, 2021): 978.
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purpose, process, participation, practice and profile and participants are encouraged to
complete their own wheéf.Embedding evidenebased tools for critical reflection into

future projects and learning from failures is a practical way for all institutions, including NP,
to ensure that they do not fall into a cycle of repetition and can evaluate why if they seem to
do so.For various reasons discussed below, theatres have often escaped the responsibilities
and attendant criticisms levelled at other kinds of institutions. If this has afforded space to
experiment by introducing initiatives to augur institutional change, they, was

organisational change not sustained, beyond making intermittent inroads into creating racial
change at particular moments in NPOsSs history
individuals and communities through its latest ARtiasm activities, and as culpability has
become increasingly difficult to avoid due to increased scrutiny on cultural as well as all
other organisations with the resurgence of the BLM movement, how can meaningful learning

take place as a result of criticafflection?

13| eila Jancovich, David Stevenson, Lucy Wright, Malaika Cunningham, and Lizzie Ridley,
fiFai | Space Ttpsi/Wwww.culturahale.arg.uk/wp
content/uploads/2023/01/Failspateolkit-2022.pdf
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The Arts Britain Ignored

In 1976, Naseem Khan publish&€te Arts Britain Ignoredlt is asignificant milestone in the
historiography that is traced through this chapter via works that focus on the failure to be
inclusive of cultural diversity in arts organisatidriss recommendations presaged by many
decades ACEOGs requirement in 2006 that cultu
diversity strategy in place in order to be eligible for its fundiKdan was born in
Birmingham,where hefather immigrated from India; her mother wasG#rmanheritage
and had a privileged life, attendiRRpedean private schoahd completing an English degree
at the University of Oxford before working as a journalist and becoming theatreddfter
London arts magazinEme Outin 19722 In her memoilEverywhere is Somewhe2017),
published in the year of her dealkhan recalls a conversatiovith her father that took place
in 1973whenshe explained to him that she had met with the Arts Cowsnilthat it had
commissioned her tondertakesome sort ofesearchbecaus¢he Council had identified that
i t dikabw about immigrants df theyfave culture that the Arts Council maybe
should know about? It was a basic and flawed beginning in the assumption that migrants to
the UK could possibly be understood asoanogenougroup but the researéthanbegan
after leavingherpositionat Time Outwould inform her reporThe Arts Britain Ignoredn
1999, she would be awarded an OBE for services to cultural diversity.

To understand how the arts of global majority communities in Britain could have

come to be ignored, it is I mportant to situa

1 Naseem KhariThe Arts Britain Ignores: The Art of Ethnic Minorities in Britglondon: Community

Relations Commission, 1976.

2The Changénstitute,i Cul t ur alami A@E sd d wyr n e Ipstitute, Januay 2aQ06&A n g e

SDomi ni que Gracia, fANaseem Khan: Journalist, Activist
August 22, 2023, https://www.english.ox.ac.uk/nasé&bamjournalistactivistculturathistorian; Naseem

Khan,Everywhere Is Somewheftdebden Bridge: Blue Moose, 2017), 126.

4 Khan,Everywhere is SomewherE27
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|l ate 1960s and early 1970s. | niRivets ef Blaal @ er mat h
speech in 1968 and The Immigration Act of 1971, the British government was more

concerned with restrictinfhonwhited Commonwealth migration than migration from the

European Economic Community that the United Kingdom had recently jpinet®74, the

Labour Party led by Harold Wilson came into power with a manifesto committed to

addressing issues of sex discrimination. Within a year of being in government, the Sex
Discrimination Act of 1975 was successfully ratified by amdthe governmenbegano

address the shortcomings of the, already outdatedipoorly worded] 968 Race Relatian

Act.® Measures needed to be taken to strengthen the Act for how it could ensure cultural

inclusion. In February 1976, the Race Relations Bill was published, and on 22nd November

1976, the Race Relations Act 1976 received Royal Assent. The new Act introduced the

concept of indirect discriminatiofiyhere everyone is treated the same, but there are

conditions or requirements which put members of a particular racial group at a disadvantage
compared to otherd. Despite legal intervention, advanceminthis areavas not reflected

or adoptedn all aranas of public life. The faright group, the National Front, particularly

activein resisting the Agtfoundspaces in the East Midlands to disrtisocial change that

was being mandated into | aw. Now Leicester i

cities, but in 1976, 14,000 people voted for the National Front in local elections securing the

5 fiRivers of Blooais the title of a speech given by Conservative MP Enoch Powell to the general meeting of
the West Midlands Area Conservative Political Centre dh/gfil 1968. See, for example, Evan Smith and
Marinell a Mar mo, AThe Myth of Sovereignty: British I
NineteenS e v e n Histoecal Résearcl87, no. 236 (January 17, 2013834 69.

6 The 1965 Race Relations Act created two statutory bodies responsible for race relations in the UK, the
Community Relations Commission and the Race Relations Board whintditated 7 regional conciliation
committees established to deal with complaintdisérimination. With judges exhibiting what Baroness

Gaitskell describes dwerbal contortions and legal acrobatidbwas clear that the Act needed to be updated.
The ambiguous wording as to what constituted a public or private space led to several legal challenges, most
notably in the 1974 case Race Relations Board v Dockers' Labour Club and Institute Ltd [1974] UKHIL J1016
at https://vlex.co.uk/vid/raeeelationsboardv-792867473, RACE RELATIONS BILL [H.L.], HL Deb 3

February 1975 vol 356 cc6#l, 3.36pm

MThe Race Rel &®Race & Qlasd8Ann.t4 (Aprid IDH7)A,
https://doi.org/10.1177/030639687701800407.
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partyl8.5% ofthepolfl n Khanés view, the f odpwblem®or t oo
andndisadvantagesof immigrants though,and this is wher&he Arts Britain Ignorebegins
its argument.

Khan establishes a tone that is informative and authoritative, part record, part
recommendationlhe Arts Britain Ignoress divided into sectionghat appear to have been
designed to move readers past mere recognition towezdsng materiabpportunities for
inclusion, with a synopsis of recommendations foréath an 6s approach was r
belief that the arthadserved a liberal function, and that increased inclusivity would make
diverse groups visible and address the problefipefpetuating differens® Cognisant of
the sociepolitical environment in which her words would be weighed, Khan argues that so
called ethnic minority arts must be understood beyond a negative rhetoric typically used by
the media whereby immigrants wdia best a conundrum to be valiantly solvadworst an
incursion that will hopefully be ejectedf positive changes immigrant groupsought to the
UK were rarely recognised officially in the 1970s, by extension, neither were the arts of
ethnic minority Britons, but Khan demonstrates that degpiglecd andfilack of
acceptance wi t hdthelegetohaetivitg was Bigh.sSheraddcesiseadoa
putativeclaims that fostering ethnic minority arts would be divisive, citing three facts.
Firstly, the desire of secorgfle ner at i on i mmi gr antudured o honour
Secondly, that Britain isotand has never beé&mogenous and to consider it sdisth
erroneous and a failure to acknowledge differences in culture across the nations and regions,

and thirdly that the arts have always developed through creative responses to cultural

8Reg Harcourt, AATV Today: 26006ATY76MaMACES onhO®7 &)Y ont
https://www.macearchive.org/films/ateday-26051976nationalfront-leicester; Events such as The London

Spaghetti House siege, which took place between th&@8tember and thé?®ctober1975,and the 1976

Notting Hill Carnival riot are examples of police attitudes wiiee Arts Britain Ignoresvas published.

9K h a negtimnsemcompas€hinese, Cypriots, East and Central Europeans, Indians, Pakistanis, West Indians

and the African Contribution.
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influences, with the Notting Hill Carnival a valued exam{Slé.minority arts were
supported, she contends, they could ani mate
made for whafiethnic minoritie could contribute to a country with a relatively rigid view
of high culturet!

In 1976, Khan argued that a more inclusive arts landscape would not only add
fivariety and colour to the texture of lifeut would enhance nationdnowledge and
understandin@.Ethnic communities in the 1970s were playing catch up from a position of
underfunding, lack aupport or arts infrastructure, and an absence of attention from
policymakers. An attendant concern was that a lack of sensitive support would lead to diverse
British communities stagnating, turning towards preservation over development, and taking a
defersive rather than a forwaildoking position, andherebyfiturn in on themselves through
rejectiond The cultural lives of communities from what is now recognised as the global
majority were being stifled by the absence of engagement from funding bodiéshend
ACGB did not support new artistic expressions and outputs, Khan argued there could be no
justification for calling Britain a multcultural society. Khan closed the report by reiterating
that,fiThe root cause of the Ielevel ethnic arts support is the lack of effective contact
between newBritish and nativeBritish.0? Khan's use of such colonial terms is
uncomfortable for readerow; the terms nativ@ritish and nomative Britishthat areused
twenty-four times in the report enduretime literature of th@ritish National Party (BNP}3

However, Khan was aware of the language she needed to use to engage with civic and arts

10 Naseem KharThe Arts Britain Ignoress, 11, 7.

1 Theconcept of high culture is contested hiudorresponded in this context to the art forms prioritised by the
leadership of the Arts Council of Great Britain and by the cultural establishment in the 1970s and 1980s, the
anthesis of the community arts movement. Conservative Party minister Normahwabhin outspoken critic

on this matter and in 1985 described the organisation as elitist and politically. biased

12 Khan, The Arts Britain Ignores?, 8, 11, 127.

BForexample,éadl i nes from the British Nat i iNat@eBrtPartydos wetl

Et hnically Cleansed fr ondhBer iBtraitn éssh SNeactonodh aBi gPgaerstty QiBt

Et hnically Cleansed from Britainb6s Second Britsggest Ci t
/.

ethniccleansedrom-britainsseconebiggestcity
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leaders and the establishmantvhichshelevelled her critiquen theArts Britain Ignores.
Analysed with hindsighthough,she risked reinforcing a colonial sense of mission in order
to integrateinewd immigrant communities and failed to be inclusive of individuals and
groups born in the UK. Khan combined overarching proposalsspéhific
recommendationfr awide range of civic groups, from government departments, including
the Home Office and Department for Education Services, to the Race Re@dimmsission
and Community Relations CouncitsMost significantly,aconcrete outcome € h an 6 s
report was the foundation of the Minority Arts Advisory Service (MAAS), which was
founded on the shared understanding that ethnic minority arts had been virtually ignored
when agreeing funding priorities and that they had suffered firemhation, diffidence, and
lack of expertis@!™® Khan wasselected to direct the service.
Concurrently, a separate enquiry was undertaken by Lord Reedisdtel, the Master
of University College Oxford, into the structure of arts funding in England and Wales.
Support for the Arts in Englandand Waled 9 76) was funded, as Khani
Calouste Gulbenkian Foundation and initiated at the request of the Standing Conference of
Regional Arts Associations and tA€GB.®* RedcliffeMaud 6s enquiry makes |
to the arts ofiethnic minoritiesd though, except to refer readergimateur musitand via

a footnoteonly, to TheArts Britain Ignoresf readerswished tofunderstand the position of

14 General recommendations were made to the following grédmse Office, Department for Education

Services, Inner London Education Authority, Arts Council, British Council, Race Relations Commission,
Community Relations Councils, Regional Arts Associations, Greater London Council, Schools Council, Local
Authority i general, via its education, youth and community and adult education services, via it arts and leisure
services or locally funded arts councils/associations, via its libraries, art galleries and civic theatres, Radio and
Television Media, Poetry SecretdriBritish Federation of Music Festivals, National Federation of Music
Societies, Youth and Music, National Association of Youth Clubs and National Association of Boys Clubs,
Crafts Advisory Committee, ethnic minority cultural groups and individual agisisMinority Arts Agency.

5The Change Institutédy, Cu |l t ur aT AnBCEJeurnsyp3t y

18 The Calouste Gulbenkian Foundation was initiated in 1956 by the last will and testament of Avipognian
CalousteSarkis Gulbenkian. ThEoundation acts in four statutorily defined areas: arts, education, science and
social welfare. The UK branch of the foundation has focused on issues of access to culture and has promoted
this via grarmaking, partnerships, and through the funding andighibh of researciCalouste Gulbenkian
Foundation(2023, athttps://gulbenkian.pt/ubranch/aboutis/thefoundation/.

53



Ethnic Minority Artso!’ The A”Community Art® section ofSupport for the Arts in England

and Walesnerely notes thérecent developmeabf the Association of Community Artists

and its work teestablish links with théethnic minorities art movementNo further details

are provided? The report does not mention distinctfocusedunding forfiethni® theatre or

arts either. The publication of two reports in the same year, with one largely excising Black,
Asian andotherglobal majoritytheatregroupsand practitionerfrom the funding landscape

and the other urging equitable consideration across the UK, suggests how contentious arts
funding was in the decade t dardpgntseotbavded NPOs
national recognition of the need to create morgtaflerace relations would need to drive
change towarsladdressing undeepresentation, even as local pressures were increasingly
apparent.

By spotlighting Naseem Khan and the pressure that MAAS began to exert on the
theatre sector, some progress in ensuring diversification and representation began to trickle
into the collective consciousness of people holding positions of influence, byeé&xe after
publishing her report, in 1980, Khan presented a paper erfiitteal Arts of Ethnic
Minorities in Britaino Khan suggestethenthat theRoyal Society of ArtsRSA) revisit The
Arts Britain Ignoredor how it might still facilitate the examination of arts practice and
policy change ifits recommendations wefeo | | owed more cl osel y. Kha
attention to Asian communities for whom the diteske on a significance beyond the
aesthetic. They become signals of what is seentainly in the Asian viewto be a saner
societyd'® The idea of being seen, to be represented in UK arts and, at base, in British society

speaks to the importance of visible representation, and is a cogent reminder now that to

17 John RedcliffeMaud, Support for the Arts in England and Walésndon: Calouste Gulbenkian Foundation

UK and Commonwealth Branch, 1976), 131.

18RedcliffeMaud, Support for the Arts in England and Walksy .

Naseem Khan, fAThe Art s oJburndofitha Royal SdcietyoffAlt&S,in@ 5290 n Br i t &
(1980) 677.
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highlight one group, Black or African Caribbean communities in the wake of the Black Lives
Matter protests in 2020, is also to risk invisibilising other commurtiiasarestill labelled
fiminority ethni® more thoroughly. That risk still pertains and textures the analysis in this
chapter.

Vacillating between where responsibility lies, whether at a national level of oversight
or at locallevels of community engagement continues to stymie the possibility of ensuring
sustained attention to smlled minority communities in the arts landsaapand evidence of
incremental change asaresultn 1995, Andrew SitheAC&@B r 6s soci
| ooked back over the periodMatdtas ,infoedprdootve d Kh
chart relationships between tBeuncil, the Treasury, and politiciaffsNow, it affords
insight into how the arts of global majority communities were viewed in the 1980s before a
centralised ACGB model of funding shifted towards regional and local devolution. It was felt
by consensus théethnic minority arté were too fragile to be devolved to local
responsibility: AOn the policies of social w
Arts Counci l could not devolve suchapmr obl ems
1989, the ACGB agreed to make a specific additional allocation of £500,000 from its central
budget to Black artists and arts organisati@nhis financial acknowledgement
demonstrated the Council's role in providing a platform for Black arts, and it invited its
departments to identify priorities and development needs for Black projects. Racism
awareness and cultural awareness training wangiwACGB staffand clients to this end,
and Sinclair notes th#tadvocatedhe sameraining to other public organisations, including

the BBC and the British Film Instituf8 Over the decades, it becomes clear that strong steers

20 Andrew Sinclair Arts and Cultures: The History of the 50 Years of the Arts Council of Great Britain

(London: SinclaifStevenson, 1995), 296.

2Adjusted for inflation using the Bank of Englandés i
£1,264,197.81in SeptembeR023.

22 Sinclair, Arts and Cultures296, 297.
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from nationallevel organisations have been significant triggers for creative thinking in
theatres about diversity and inclusion. What is less apparent is where theatres have driven
change locallyand wherdghat has impacted thinking at the national leVéhere thats

evident at NRs teased out below.
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Nottingham P | a y h cEngagerent with Global Majority Communities
Nottingham is referenced only twice directlyTihe Arts Britain IgnoresA Polish theatre
group is alluded to, and Nottingham appears in afistties that have held West Indian
carnivals. The number of mentions is few compared to other cities in the Midlands: Leicester
is referenced sixteen ti mes tandfilnncdliuadoe darcatmav
andof fourteen mentionsder by, most hi g hlUkrgrahs 6 Poddks, Sel
allusions to Coventry relate to activities at Sidney Stringer Community College. It would not
be reasonabl® draw a conclusion solely on the basis that Nottingham figures bautbly
reportthat therevas a dearth of ethnic minority arts and culture in the city, but this does
suggest that groups and initiatives may not have been visible to observers outside the city. NP
had begun to facilitate engagement with Black theaia&ers and audiences in tlagel
1970s.The Sociable Theatre Youth Opportunity Programme, Black Theatre of Nottingham,
Youth Theatre and Arrow Community Theatre are missing from natiewal reports but NP
was able to facilitate their colheiBoyFrienbget her
(1953) in 1978 for the Nottingham Festivah annual tweweeklong programme of arts and
cultural events that had been running since Htthostedby venues across the cityuch as
The Albert Hall, Nottingham Castle and NFFhe collective retitledts productionThe Black
and White Boyfriendnd hired NP as a rehearsal and performance space, as Alan Hescott
recounts in his book about community theatre in the Thy, Feast of FoolEL983):
We filled the Playhouse, not an-allack audience, not an allhite audience but a
black and white audience to sBlee Black and White Boyfriend was the real

festival show for Nottingham someone said later. It was also our festival show. It

1 The Nottingham Festival (1971883) is not to be confused withe Nottingham Playhouse Arts Festival,
which ran annually between 1965 and 1967 and which was run solely by and for NP.
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celebrated a fraternity of black and white actors and diverse companies in
Nottingham?
The play was a success on three froiitst, as the collaborative effort of four Nottingham
based theatre companies; second, for the racial composition of the ajdgenoted by
Hescottlwhich reflected that of the city so that a diverse community was reflected back on
itself; and third, because this performance was the catalyst for the creation of the Pigment
Multi-Racial Theatre Company. In turn, Pigment created eighd jatiz actors, alirector
and an administratdrand received grants from the Manpower Services Commission and the
Commission for Racial Equality.
ThePigmentCompany toured community venues across the East and West Midlands,
developing a house style @éthnic dance, mime and mask stylisatiorhilst presenting
plays thatit believed would béitopical and relevantto audienceg.In 1983, Pigment also
toured secondary schools in Leicestershire with a productidheNine Nighfunded by a
grant from the Commission for Racial Equalitfhe Nine Nighby Black diasporic
playwrightEdgar Nkosi White was first performed by the Black Theatre@farative at The
Bush Theatre, London, in April 1983This production should be recognisedaalcal
precursor to Leeds Playhouse anddN§&-pr oduct i on of Nat aNinea Gor dc
Night (2018) at NP in 202Zndpresented as part ddmaica Societyeed sCut of Many
Festival which celebrated 60 years of Jamaican independe@eer d play @lmout a

traditional Jamaican Nine Night wake is desc

2 Bob HescottThe Feast of Foold_ondon: Calouste Gulbenkian Foundation, 1983), 60.

3 Hescott,The Feast of Fool€§1.

4 Hescott,The Feast of Fool$§2.

5The Black Theatre Goperative was established in 1978 by playwright Mustapha Matura and director Charlie
Hanson. In 199MNP collaborated with theo-operativetccopr oduce a pl ay badcedd on Ray
(1993). Pllowing a successful run at Nthe play touredive theatres between JanuanydMarch 1998. In

1999 the company was seamed Nitrofi Bl ac k T-Oereat a te Co@@anion ta Gontemporary Black

British Culture ed. Alison Donnelll{fondon:Taylor & Francis,2001), 4849; Michael PearceBlack British

Drama: A Transnational Storft ondon: Taylor & Francis, 2017), 39.

6 Natasha Gordori\line Night(London: Nick Hern Books, 2018).
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generational gat hering packé€8adwaltpdrformanses c, f o
of Nine Nightwere cancelled due to the sudden death of actress Josephine Melville who

fpbassed away backstageo at issuedastdiemeneshariigx ec ut i
her condol ences and describing the,evening a

commending both the Nine Night company and the NP teamjagetheii managed t he

o

situation with e mp &WHilethisgartitulap prooldcteosveas maught i s m.
to a tragic end, it does have a historical precursor in the 1983 productiofheuBiack and
White Boyfriends a clear example of NP having facilitated productitwas have been
devel oped by artists in the cityosthiskihdhck con
of more inclusive and diversmiltural workbeingproduced by NP in the 1970s and 1980s.
That is not to say that geroduced work is of less value; however, it does speak to where the
Playhouse wished to spend its time and manekie 1970s and 80as one of the few
remaining regional producing theatres in Britain

Therefore, it is vital to distinguish between NP as a building, its space as a temporary
space loaned so that others may create, and NP as an organisation. As | discuss in other
chapters, the lines are often blurred, but how the building has beehyusetipanies and
touring productions whi ch asyseeminotherelemengr al p a
to consider for NP in working throudésues of equality and diversity. There are certainly
moments where the programming of touring wor
strategy; however, there are also moments where the building is just a venue. One reason why
NP may have stggled to create or sustain intercultural access and space is identified by
Claire Cochrane via a comparison between theatres in Nottingham and Birmingham.

Cochr aneds Udisterculturbbistplrppseful@mdé notable departure from the

"LeedsPlayhousefi Ni ne Ni ght, o Leeds Playhouse, accessed Augus
https://leedsplayhouse.org.uk/events/minght/.

8George Torr, fi J eEsaespt hE nndee rMe |Avcitirlees:s HBBGNewsBetabdr 82t age af f
2022, https://www.bbc.co.uk/newshgkglandnottinghamshiré63349581.
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more frequently used term multiculturalism. Sociologist Riva Kastoryano posits that

a matwihddaslt | eve

1]

mul ticulturalism focuses on
interculturalism emphasises fithe | ocal becau
among groups that f acintetcdtaraismddefmédagaue and e x
facilitatory practicecould be an important practical aim for NP but historically it has been
stymied by lack of space in a Gralddisted building.As discussed in the IntroductioNP is
widely regarded as fAone of t hobutthebsiltdingBhayi t i s h
still detract fronotherwiser eal i si ng some of NP&6s aims for ¢
Afarchitecture, theatre and cultural democr ac
cultural artefact which both manifests and embodies poweraatad®. o

Cochrame wrote in 2010, that without the benefit of a designateldonse studio, NP
Ahas never had the | uxury of maint-scaleni ng con
productionsd Thehistorical lack of designated-imouse studio space has meant that NP
could not always or easily affotte kind ofaccess which Cochraseggests hasllowed
Londonbased Black and Asigheatrec o mpani es to forge Atheir re
ma i n s t*frUatii2@1.3,0NP could only offer the Ustinov Rooms (capacityattoff-site
rehearsal space. Perched above the café/bar, The Neville Studio is a performance and
rehearsal space that seats up to 100 people, but it is somewhat disabinoectee main
building. To enter the Neville Studio, you must either walk through the first floor of the main
building, outside onto the roof of the café/bar, and then into the studio, or enter via a separate

side entrance around the corner from the maindifice entrance at grouddvel. Theatres

Riva Kastoryano, #AMulticulturalism and Intercultural
Comparative Migration Studie® no. 1 (May 17, 2018)

WAl i stair Fair, f@dANottingham Playhouse, o Twentieth Cer
https://c20society.org.uk/buildirgf-the-month/nottinghanplayhouse.

Kar | Fal coner, Steven Hadley, and Jon Moor house, ABui
Democracy at Li v eStugies m Theatre dhd PegornmaiBepembeol7, 2022, 1

1Cl aire Cochrane, fdAOpening up the Garden: A Compari sc

Theatre in Bir mingfte@lomofithe QdrmdiRegional Theatre and the Arts Council
19842009 ecs. Kate Dorney and Ros Merkin (NewcastiponrTyne: Cambridge Scholars, 2010), 130, 131.
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with alternative performance spaces, like The Door at Birmingham Rep, haveditsn

able to nurture developing work by Black and Asian compameeause their space is more

conducive Reopening in 2022 after closure due ta%; The Door continues to function as a

space that Associate Director Madeleine Kludje belieagsirefledt] stories of the city!?

The i mportance of the fAperf or matisargued, nat ur e o
Abecome vital i-pmioritisiagcvaluge s desgned wp adalress the irgersectional

nature of power systems afflicting the cultural sector and enabling citizen usage of cultural

s p a ¢aconer, Hadley and Moorhouser gue t hat Aremoving the de
social and per f or man ddemxrptisatianal a theiatte vendearald t o g
reduced sense @bthernesgfor communities®*Wi t h Li ver podselbs Pur pl eD
described as Athe UKOs ©bDitisantexampleeot(how heatr e an
intentional and thoughtful use of space by theatre companies can encourage community
engagemerdnd may be a useful comparator because althBugbleDoolis yet to open it

will be avenuethat prioritises community spadehasalsoconceptualised t h e
responsibilities offimowmiswclts pagpdr tandi,t iiens ta
within the changing high street, to deliver a theatre which is essential to the resident
community. o For NP which has occugnitmay t he s a
be time for the organisation to reflenbre onthe space it owns. An integral part of the
responsibilitythatPur pl eDoor 6s space will f uihdrdeto i s t o
Aprovide a platfor mtf gruscto namu ntsethygs afc or heecseipa ni ,0 |
guestioninghe purposes of performance spatay be useful allP considers if itspace can

be used toeflect its commitment to community engagement andreassessits

institutional values through antacism initiatives. The physical space shoulégkamined

2Birmingham Rep, AProductions Return to the DOOR, 0 Bi
https://www.birminghanrrep.co.uk/news/productionsturnto-the-door/.

13 Karl Falconer, Steven Hadley and Jon Moorho@Bejlding theatre, making policy: materiality and cultural
democracy at Livo8&rpool 6s PurpleDoor,
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for anyways in which it may present barriers to creating successful intercultural

relationships.

The Black Regional Initiative in Theatre (BRIT)

If there are historical examples of moments when NP either facilitated or engaged directly
with the Black communities of Nottingham, they need to be understood and analysed. The
examples | have recovered are situated in the context of the cultural gaipedod when
funders, notably the ACGB, were beginning to wake up to the need to support diverse
communitiesand their responsibility in doing $6As the 1980s gave way to the 1990s and
the ACGB evolved into ACE, NP, alongside two other theatres, became involved in a radical
project to embed diversity not only into its artistic programming but also its institutional
structure. Between 1994 and 1988, was a part of the Regional Black Theatre Initiative
(RBTI) andthenits successor, the Black Regional Initiative in Theatre (BRIT), from 1999 to
2005. The overarching aim of both initiatives wa#deate a more equitable black and

Asian theatre in Englandt® This culturalwork was assessed in 2006 in a report entitled
AWhose TheatresAvhich was the outcome of a consultation commissioned by ACE and
prepared by Baroness Lola Young, a Black Professor of Cultural Studies at Middlesex
University (19922001), Head of Culture at the Greater London Authority (Z2024) In

2001, shereceived an OBE for services to Black British History. The report summarised
BRIT asfian initiative designed to improve the opportunities for theatre practitioners within
The Secton'® However, in a chapter hopefully entiti@iloving Forwardo among

recommendations made, Baroness Yopaoigted out that, it would have been helpful to have

1 Following the publication oThe Arts Britain Ignore$1976), the Minority Arts Advisory Service (1976

1995) was commissioned by ACGB, Calouste Gulbenkian Foundation and Community Relations Commission

to maintain registers of artists, give advice to artists and arts organisations, and publicise activities.

BHel en Jeffreys, fAThe Black Regi200#aBl I nitiative in Tt
Lol a Young, fAWhose Theatre? RepolohdomAns olmel Sust ai ned
England,2006), 6.
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fia clear analysis of the successes and problems encouriigrB&IT.1” Seventeen years
after the report's publicatiohrevisit BRIT in this chapteto assess its work at NP, its
successes artdeendemic problems that made such an initiative necessary in the theatre
sector more broad)yecause understanding what it achieved, as walhgdifficulties and
failures, is of a renewed importance in the current social and political climate.

In 1994 the ACE Drama Advisory Panel comprised sixteen weljarded British
theatre makers and managers. Its role, as describi B¥air, theatre producer Thelma
Hol t, was ({tlbe umhilinatcord loetweea the afitist and the decisiom k eBy . 0
referring to herself and the panel as decisiakers Holt providessomeinsight into the
power the group helt? The panel identified aulturegapin the form ofa dearth of
opportunities for Black and Asian artists in English regional theatre, and RBThivaied
as aresult, with £180,000 allocated for its work. RBTI was imagined into being in order to
improve Black arts programming in major whigsl institutions by funding Black associate
directors and producers in regional theatfdnitially, just three regional theatres
participated NP, West Yorkshire Playhouse and HaymaiKetatre Leicestet’ Thenew
role ACE funded was targeted at arpsaictitioners whose own, tineir familiesdorigins
werespecificallyfiAfrican-Caribbean or Asian?! BRTI was designed to embed Black and
Asian Britons intakey creative and managerial rol#$ The first appointments made in

1993 were Garfield Allen as Black Arts @odinator at West Yorkshire Playhouse and

Young,Whose Theatre38.

BDavid Lister, AExit Left atshelAdepesdenMayl® t994, Dr ama Panel
https://www.independent.co.uk/news/ebdgft-asartscouncitdramapanetresigns1158718.html?r=70527.

®Barnaby KingCanmiTheeadrd rli cdeamt i t yNevaTheatretQuaaterlonrp.l2i sh St age
(May 2000, 132; Adjusted for inflation £180,000 in 1994 is according to the Bank of England Inflation

Calculator equivalent to 862,921.31in September 2

20 Jeffreys,The Black Regional Initiative in Theatre Revigeport 5.

21King, fiThe AfricanCaribbean Identity and the English Stagkg2.

2]l sobel Hawson, f ChWhatpees thaBamme@hReadP Stratggyg and Policy Challenges

That the Council Has Faced i n Rel atNewS3tagdsConferereamat r e, D¢
Norsk Kulturrad ed. Shanti Brahmachai¢rway: NorskKulturréd,2001),29,
https://www.kulturradet.no/documents/10157/5766{8&=a-4ac6.
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Andrew CaleyaChetty as Afro Caribbean Arts Producer at NBetween 1993 and 1999,
the main activity of RBIl would be to fund and support this role.

Before taking on the RBTI post at NP, Andrew Cal€yeetty spent thirteen years in
the arts sector in Nottingham, running his own theatre performance company and the NOW
Festival, an annual festival of contemporary art and new perform#&tdasing spent two
years as a trainee producer for NPOG6s Theatre
fistraddling the two rolesthe Afro Caribbean Arts Producer role represented difné
commitment in an environment in which, he recalls néagencies, venues and
organisationdwere endeavouring to lfgrusting and collaborativé?®> When interviewed by
the Nottinghantvening PostCaleyaChetty explainedfiT hey 6 ve empl oyed me t
di fferent per spectdomnunity, Bk@avdawstedeal vatimt ahdhown t h e
to gear the Playhouse up to the commuaf§His words suggest a realistic assessmént
the roleand an optimistic mindsefaleyaChetty also touched on a pervasive issue for this
chapter when he observédl,t 6s | ong been credible to send t
[produce it for] the main stage. House doors are often closed to innovitmalsoasked a
pertinent questioml s n6t there a danger that bdack artyv
Representation in main stage productions was considered vital to ensure that members of the

Black community would see themselves reflected in the work oft\Nwais and is butone

23 Haymarket Theatre, Leicester appointed an Asian producer to work on what would become the NATAK
Asian Theatre initiative. It is unclear why this work waisially undertaken under the umbrella of BRIT as a
Black theatre initiative or how it dovetailgllut it does suggest that insufficient attention may have been paid to
the diversity of global majority communities

24The 2003 NOW Festival is described BBC Newsasiit wo weeks of the buzz of urb:
opportunities to get creative, think BSBC-fNbtetnghamt , be s
Culture- NOW Festivalll nt r oducti ono (BBC News, September 24, 201

https://www.bbc.co.uk/nottingham/culture/2003/10/now_festival_introduction.shtml.

25 Andrew CaleyeChetty, interview by Laura Ewart, August 11, 2021.

%Al nterview wi CheAnhgr éewNGatepwgham EvenPlaygouseost, Sept e
Scrapbook November 198@ril 1995 Nottingham Local Studies Library Service, Nottingham Central Library,
Nottingham.

2T fiinterview with Andrew Caley&hetty, BNottingham Evening Past
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factor, though, in a much larger occlusi8Ec hoi ng Naseem Khanos fear
ethnically diverse arts woultbntinue to be considered onlyfgarlour artd CaleyaChetty

was emphatic that fiBlack artworlo were to become integrated into the ethos of NP and

presented as British theatre, it had to be let in thrdtlghhouse door&? In the early 1990s,
CaleyaChetty was acutely aware of the burden of representation he carried and that of the
ethnically diverse work he programméthe theatre has to be geared up to the black

communi ty i f 08l &suleof RBJI, the mower ofirapresentation was a

tool that Caley&hetty could wield to create a more inclusive, welcoming environment at

NP. Engagement with Black communities was at the forefront of the endeavour, and, in his
ownwordsfivwe wer enot bul |l shitt o*hCaleyaCahnedt twed sf oal pl porvoe
was not to focus on main stage programming a
instead to focus on fAwhere the flexibility =c
diverse touring dance theatre allowedto Caleyaet t y t o fAexperi ment wi't
programmeo as it was fAonly dewenegk ornuen.oor Atlwoon i
the dance programme Cale@aetty was organising artist run workshops within community

and cultural centres around Nottingham. Calépatty is particularly proud of the

collaboration between NP and Black Mime The&ndy Reality(1993) alongside which he

coordinated dance workshops for young people including alayavorkshop with director

Peter Brook. Caleya Chetty recalls feeling supported in his role, in particular highlighting the

%See, Deirdre Osborne, fAWriting Black Back: An Overvi
Studies in Theatre and PerformarZ& no. 1 (January 200&6i 29.

®The parlour room was commonly used for formal famil.y
furniture and decorations. Khan héranp | i es t hat et hnically diverse arts r

utilised and integrated into the wider artistic landscape of Britain.

Naseem Khan, fAThe Arts oJoun& ofitha Royal SdcietyofrAdtR8,in@ 5290 n Br i t ai
(1980) 681.

30 fiinterview with Andrew Caley&hetty, Nottingham Evening Past

31Where possible to find, aRBTI andBRIT postholders at NP were contacted for interview, but not all

responded, and some declined. It is possible that the nature of the role and the difficulties recounted by other
interviewees may not wish to be revisited by those who declined my invitatienefore, this chapter cannot

be inclusive of althe experiences of all those involved with the BRIT programme at NP.
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role |l eaders can play fAthe whole wider team

comes down to the leadership. If the leadership and the vision are expressing inclusivity then

thatculturei c k1 es down i n%NPshadldlexamiseghe momentsanfwhicht . o

EDI work began, why they began, and why they were not sustained. Doris Eikhof and

Suzanne Gorman identifghe BRIGHT LIGHT momeriwhereby visual representation

becomes a catalyst for insight and ambition @ndof that a career in the performing arts

was possiblefor individuals. In their view, representationoge ofthe ways for an

organisatiorto demonstrate that BAME communities matter andfitiegir voices are

credible enough to be heanhore widely3® But, if this work relies on kepotes and these

roles are only ever reliant on fundersd init
When Isobel Hawson joined ACE in 1996 as Senior Officer for Theatre, a role she

would retain until 2010, she became responsible for overseeing thieffieB its second

year. She told me that her initial assessment of the initiative wagdhatnall amount of

money had been put into identified projects. Basically, no companies, no sts&tagison

evaluated that RBl needed direction, and, with colleagues, focused on augmenting the

strategy. Choosing to continue the work of the RBTI and build on iewwasasured decision

and not the norm in the theatre initiative space where, in her assessment, too often, the

novelty and potential uniqueness of a proposed intervention were esteemed above all else. In

this instance, Haws on oaversgh sfthé RBdlpandashecduldE af f o

see that it had potentidiVe started to look at how we could link up specific things that

already existed across the country because i

finding it hugely difficult to be ecognised. We decided that we had to develop what had

32 Andrew CaleyeChetty, interview by Laura Ewart, August 11, 2021.

#¥Doris Ruth Eikhof and Suzanne Gorman, fiWhere Am | ? E
Art s, Research Report for t h/€lor€R0AT) 2, hitps:/decheuk/s hi p Found:e
/media/uol/docs/researéhstitutes/cameo/whetami.pdf.
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already been done, and out of that came B&4Tn 1999, RE| was restructured as The
Black Regional Initiative in Theatre (BRIT) and would prove to be a key strategic initiative
for ACE3° BRIT was much larger in scale and ambition than its predecessor. At the centre
were nothree organisationsut eleven, which together represented some of the most well
regarded British regional theatres, including the Bristol Old Vic, the New Wolsey Theatre in
Ipswich and Derby Playhouse as well as W&dressing the New Stages Conference in 2001,
Hawson summarised:
BRIT is an initiative that brings together a range of people: The artists and their
individual needslt looks at professional development and training, the venues
connecting maihouse theatre with the black arts venues in the same town. Touring
has created a safe network where black and Asian artiskeecsecure, and where
audiences, through New Audiences, can be developed. Programming the placement of
key-personnel in influencing programmes connecting with Black and Asian artists
and communities. And connecting funds that are available across thegundin
system:®
At NP, a change in personnel was already underway, though. @heyty had become
frustrated; he spoke of an emerging shift froniafrican, Caribbean or Asiarpractice in
his work to aiBlack British voice and practice aesthaiiBut this was not sufficiently
understood in situ. Aftethe successful production d@irty Realityby Black Mime Theatre in
1993, a group of theatre practitioners calling themsdivVas Clam approached various
organisations for funding but received rejections based on their wish to centre Black British
practice3” One way to understand this is suggested by Stuart Ha@uttural Identity and

Diaspora (1990), which sets out two broad ways of thinking about Black cultural identity:

34|sobel Hawson, interview by Laura Ewart, June 8, 2020.

35 Tyrone HugginsThe Eclipse Theatre Stofipswicht New Wolsey Theatre, 2006), 26.
% sobel €EGhwsges &dand28Challenges, 0

87 Andrew CaleyeChetty, interview by Laura Ewart, August 2021.
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essentialisandanti-essentialistor pluralist). If the formersugges thatfipeople of the

African diasporaé have a ,othedattesfatusésiorshowor vy, c ul

communities aré@displaced, fragmented, hybrid and scatt@radth Hall concluding that
ficultural identity, in this second sense, is a mattébetomin@gas well asbeing 16 belongs
to the future as much as the paStin the 1990s, the anéissentialist position came to
dominate Black British art¥. However, it was not embraced fihe old guarg or the
elders, including individuals who were board members at NP. When Caltetty
approached the board for support, it was not forthcoming and a catalyst for his departure
from the BRITroled and from the theatre sector. He confided ldténvas a bigger fight
than | had to put up witl° A job advertisement was placed in the NottingHavening Post
on 25th May 1995iNot t i ngham Pl ayhouse élooking for
develop and extend theirork with Nottinghamshirés African Caribbean communitiégt
The role name had changed, Huhere is something to be learned fr@aleyaCh et t y 6 s
experience, it certainly includes monitoring the role of board members and internal groups as
gatekeeperagainst change

In 1995, Tony Graves was appoint&filican (Caribbean) Arts Producer. Graves'
most significant work at NP was its contribution to Africa 95, a nationwide season initiated
by the RSA. The festival was an ambitidgsulti-artd andfimulti-venue celebration of the
continent of Africa, spanning twenfive cities, and was conferred patronage by Queen
Elizabeth 1| President Nelson Mandela of South Africa, and President Leopold Sedar

Senghor of Seneg&l.The programme included conferences, workshops, literature, film,

Stuart Hall, #ACul t uFraméwork38@99@).i ty and Diaspora, 0

¥Gl enn Jordan, fABeyond Essenti al ilntemationdldourBadafiart Hal I

Cultural Studiesl9, no. 1 (August 24, 201,325.
40 Andrew CaleyeChetty, interview by Laura Ewart, August 11, 2021.

C

M Nottingham Pl ayhouse ReNpttingharm Eveng PoiViaya2, 1995Britsh Pr oduc e r

Newspaper Archive.
2Bl ack History Month D6bdbdr 31, 20180AS Libeary and Speddaf r i ca 95, 0
Collections, https://blogs.soas.ac.uk/archives/2014/10/31Ablistdry-month2014archivesof-africa95/.
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visual and performing arts and mu$icChe NottinghanEvening Post e por t ed NPO& s

contribution by contrasting the depiction of #fican continent infistark images of war,

poverty, starvation, violence, social unrest

offer, iencompassing visual arts, dance, theatre, cabaret, film, music, literature and

storytelling with workshops and performan@#$The most notable performance in terms of

community engagement was t IDieyReditylyasequelf Bl

which ran from the 13to the 18 November 1995 as dxploration of city life and
black/white relationshipe®®l t c el e b r aBlaekdritishivaice and preeticei
aestheticG6hehay RabHdepaen trying tdongain
Gravesalso experienced difficulties, though, astduggled to balance what he felt were
competing pressures in the rodow he explainshat:

It was a very challenging role because BRIT was opening up placesoiftadtiam

Playhouseand ot her theatres to Bl ack Yomeatre

were partly trying to be the bridge between the community and the organisation and,

at the same time, trying to deand were essentially a member of that organisation

because you were employed by it. So, you were really caught between a rock and a

hard place?®

Sara Ahmed recognises this same tensiddrirBeing Include@2012), an exploration
of racism and diversity in institutional life, by drawing on the stated experience of diversity
officers in academic and corporate settings. Ahmed idenfifissitutional inerti& and

contendhg with the opposing force of anstitution asa common experience of diversity

“Nancy Van Leyden, fdAfrica95. A Critical Cahisrsess ment

D6 ®t udes 36 hor 14Ic(HODGRI.S

ack

supp

(

C

“Lynne St Claire, #fAfr i cEreniSghPosiBepteintes?29, 3% rt , 0 Notti nghae

45 St Claire,fiafrica Shows its Hearb.
46 Tony Graves, interview by Laura Ewart, May 13, 2020.
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practitioners’l n Ahmeddés analysis, the appointment
fian absence of wider support for diversibecause institutionalising diversity requires
finstitutional efford that cannot reside in a representative individual atdAdrican

(Caribbean) Arts Producers were expected not only to diversify the artistic outpthestre

but, somehow, via osmosis, to deliver the diversification of the institution they were working
within asevidence ofnstitutional change. It does not seem an overstretch to conclude, as
Ahmed doesthatdiversity work has all too oftelbeenequated t@idoing within institutions

what would not otherwise be done by théthTony Graves was doingulturalwork that

might not otherwise have gainecarchase ilNP6 s ¢ bult eéxpemercing internal
resistanceHawson was similarly aware of the pressures on the role holder to work within a
designated theatre structure whilst simultaneously expected to prise open its usual processes
in order to encompass communities and audiences that had traditionally beeokaderShe

spoke candidly about the challenges faced by the different individuals appointed to the BRIT
role: AYou put a Black person into a whilied organisabn, and their role was really hard.

You cannot change a whole organisation when the board are all white and the management is
all white. You are waving your banner and your flag, but there were too many batiers.

The language used here is noteworthy because if the flag is seen as being waved by a Black
individual, but itwas notthe banner of the wider orgaation, it is unsurprising that an

initiative like BRIT failedto be sustained by a theatre via its dimancialresourceonce

funding endsilf the Black Theatre practitioner is visible to the community as if somewhat
disconnected from the organisatitimpugh,this alienates the practitioner from the

organisation too. When Sonya Dyer, in a provocation tellingly enfiéeced o (2007),

4’Sara AhmedQn Beingincluded:Racism and Diversity in Institutional Lif®urham, NC Duke University
Press, 2012), 26.

48 Ahmed,On Being Included?8.

4 Ahmed,On Being Included?5.

50|sobel Hawson, interview by Laura Ewart, June 8, 2020.
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asks if diversitybased funding is ailanthropological exercigen which practitioners must

be seen tddemonstrat@andfperforno their ethnicity within the boundaries ddiversity

scheme® she sheds light back onto initiatives that operated for a while but failed to create

sustained chang® Both Andrew CalyaChetty and Tony Graves allowed that the

RBTI/BRIT role had been challenging but rewarding; neither had expected it to be an easy

experienceThe role needs to be critically reassessed now, not least because it led to some of

the finest examples of community engagement
Hip-hoperaPreshh(1997)is an example ofommunityengaged work that wasd by

Tony Graves$? Preshh(Jamaican patois, or nation language for pressialé the story of

Ezi-P, afitalented Black rapper destined for stargowho struggles to marry his fledgling

music career witlivhat he feels and believes dmis icommunity responsibilitiee>® The

production was a collaboration betwdéR, Nottingham City Challenge, the Vocational

Training Agency and the European Social Féfhdoung people aged sixteen to tweifdyr

described by thdlewark Adertiser asfimostly unemployetdlwere invited to audition for a

role in thefloperad®® A group of fifteen core performers and a chorus of twding were

selected to take part, with two members of the cast, DJ Feva and Joseph Hall, gaining Equity

cards®® iDJ Fevais the alias of Stephen Richards, now a professiongidypDJ and

producer, who describé¥esshas pivotal:fiPreshhgave me hope, belief and opportunities to

51 Sonya DyerBoxed In(a-n The Artists Information Company, 2007), 6, https://www.a
n.co.uk/research/boxad-the-scopeof-diversity-policiesfrom-theradicat80s/.

2Fr ank Eggi n sPreshh NbhetStagehdgApr h7, 1997British Newspaper Archive.

53 Nation language is a term originated by poet, activist and historian Edward Kamau Brathwaite. He positioned

the term in contrast to dialect whichcenttesEn g | i sh | anguage. Nation Language
rhythm and timbred of Afri can aRodsD&rmitUnibeisgtyafn her i t age;
Mi chi gan Press, PeshitSuyr eJ ¢ me MY aly e Wieding PdastApNIa@t1997.n g h a m

54 For the details of the Nottingham City Challenge prograpgsmee Roh N. E Bl ake, #ANotti ng
Challenge: Policies and Programmes, 13997 Blommest Terres du Nord (1997, 25-30. For details of

the European Social Fund, see Jacky Biingppean Social Fund and the EU: Flexibility, Growth, Stability

(Sheffield Sheffield Academic Press, 2002).

®ASpotlight |1 s oNewarkddentiger Apal 4, 8997 Brittsh NeWspaper Archive.

%Jer emy Preshisiusr,e 6t o pl ay well . 0
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move forward into the music industdy’ After two performances on thé4nd 3" April,
Aisha Edwardsvrote a glowing review in thBLetters to the Editars e ct i on of t hat
NottinghamEvening Postdescriling it as afjoyous tal® with fiebullient high spirits
erupting into unrestrained irresistible enjoymélThesucces®f Preshhled to the decision
to produceAvalanchg1998) by Beji Reid and Cheriartin, with a cast of forty young,
unemployed local peopR8 Workshops took place at the Aff@aribbean National Artistic
Centre (ACNA), the Meadows Boysd Club and Ra
support young people to develop skills that could help them into employment, ofiepeq
Credit Unit® which could be used to support admission ather Education course$? It
is clear that NRvascommitted to supporting young, unemployed people in the commianity
the late 1990sand thaPreshhwas a success in this regard. The issue of youth
unemployment is still relevanin 2023 the current unemployment rate fori P&-yearolds
in Nottingham is 2.798! This may not be a high percentage, as recorded, but asghef
living crisis ensues, it can soon increase, and there is an argument for being seen to champion
young people now in precisely the way NP succeeded in doing previdusigtre can be a
powerful tool for empowering young people. Providthgmopportunitesto participate in
theatre, could help them to develop skills that could lead to employmenEartherand
Higher Eucation.
After Tony Gravesod6s departure in May 1998

worked with NP asssociate producer programming the autumn ¥®hce Week held

57 Stephen Fever Richarésnailto LauraEwart, November 21, 2022.

®Frank Eggi nsPreshaMotti ngham,

®Sean Kirby, fdJobl ess Gé&tenimg PStDecanber 29h189Bdtish, Newspaper t i ngh ar
Archive.

80 Avalanchg(1998) was produced in partnership with The Vocational Training Agency, European Social Fund,

Arts Council Arts 4 Everyone Initiative and ClarendeiCollege Nottingham

8Nottingham City Council and The Department for Work
Strategy 2022 024, 0 2022.
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the role of African Arts Produce® Prior to a career in the theatre, Edwandssthe first

Black female dancer employed by the English National Ballet in $¥9Béwards's time in

the role was short livedhough,andPaul Moore and Stuart Brown shared the role of
African-Caribbean Arts Producer between 1999 and 2003. Unfortunately, it has not been
possible to locate Brenda Edwards for comment, andNaoite passed away in 2016. Stuart
Brown did not elect to be interview&tiThe decision to appoint to a shared role, in this case
between a Black actor, writer and musiclaore, anda Brown awhite theatre producer,

both Nottingham born and bresljggests that sharing responsibility may have been judged as
a possible solution to the burden of responsibility felt by a single post holder. The issues
raised by BRIT postholders began to be formally recorded in 2004 in the féith@Black
Regional Initiative in Theatre Review Repomvhich suggests just how isolated individuals
were and felt themselves to be. The repésbdrew attention to a structural issue that limited
their remitiiThe post holder was situated outside of the planning and programming
management structures of the theatres which were only serving to increase their sense of
isolationo Referencing NP specifically, the report states that whilst BRIT was a thriving hub
of activity between 1994 and 2001, since 2002, it had made little impact and was still not
necessarily seen as a mainstr eamerghip.Mhe of t he
section on NP ends by explaining tlitite threat exists th#éhe work of the BRIT post holder

will remain on the periphery of the organisation and its activifies.

It is inevitable thafireliance upon one individual to further diverse policy and

1 Gol den St ar t Retfood, Gamsiordbigh & $Vorksppdlimdsine 20, 199@ritish Newspaper

Archive.

Sani de Mae Bourne, fiBlack British Ballet Race, Repr e
64 Sharon Monteith recalls that Stuart Brown dired®adl Moor e i n B a BUSH th&earty fL39@ and

that it was staged in the community. Moore would write and perfonc k6 n 6 iRRtbel city tod, avithd a n

Brown directing, before it was filmed by Channel 4 i
dramatisation of his father,Jamaican immigrant to Nottingham in 1956, nicknamed Rock 'n' Roll Jordan

because his favourite recording artist is Louis Jordan. Moore depicted the racism his father encountered in the

city and his own upbringing too, playing both roles. Monteith saw theéyction a number of times as a close

friend of Mooreds and the MolytLaraEvwamiudust4, 28har on Mont ei
5 Helen JeffreysThe Black Regional Initiative in Theatre Review Repdst
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practicé will hamstring institutional chang®.The toll this cultural work took upon each
postholder is evidenced in their responses to my questions about the complexity of the role
and the skilland diplomacyequired to carry an institutiderward towardconcreteacial
change, not only in theatraaking but in community work with groups and individuals who
may havepreviouslyhad little or no inclination to engage with a theatre. Graves summarised
that he felt this was complex work because hefivas y i ng t o mend bridgesé
relationships with a whole range of pegpMhilst maintaining Is integrity in the Black
community and at NP’ The BRIT postholder was expected to seek out, develop and nurture
relationships with communities that had had no prior involvement with NP and, as a result,
may also have had no wish to become involved. The assumptidBlaicatpeoplan
Nottingham would benefit from engaging was underpinned by the idea that the arts are
instrumental to change when seeifiservice of broader social agendeBut the individuals
at the heart of the enterprise were expected to opasates instruments of charfgerather
than the institution as a whole. With the popularisatioftloé diversity agendaa phrase
used by Hammonds and Bhandhg driving force in this historical moment, some Black
artists and arts administrators felt thvegre instrument®f an organisation and felt
demoralised as a restft.

Tony Graves felt strongly that his position, by its very nature, was conceived to exert
pressure on the theatre. Of his successors too, he asgi#ssed,quite tricky in many ways
to accommodate the role within the building because a lot of the people running it were
always fighting against the structure of the Playhouse. The people were supportive, but the

Playhouse was a big old operatighd The language is telling because it would seem to

66 Jeffreys,The Black Regional Initiative in Theatre Review Refbrt

57 Tony Graves, interview by Laura Ewart, May 13, 2020.

Wi 11l Hammonds and Lakhbir Bhandal, fiWhere to next foc
Engl anddés Race Equality and Cul t uwouandlofPdlioy Resesaicliiy Pol i c
Tourism, Leisure and Everi3s no. 2 (July 2011194.

89 Tony Graves, interview by Laura Ewart, May 13, 2020.
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divorcefithe Playhousigas an institution from the individuals who make up the organisation.

This is an issue at the heart of any aatist cultural work that aims to increase diversity and
representation and to benefit communities as a result. Graves believed the rolesitzsyine

divisive insofar asiilt was the intention that there should be tengionsaARHE wasfitrying

to encourage the Playhouse to think differently. | do not mean to suggest that [the BRIT role]
was not of value or that it did nathieve good things, but I think it often struggled. It

depended on how good a politician the person was in thé{§dkan organisation does not
recognisdiindividualo accomplishments dsnstitutionab accomplishments and risks side
lining the success of an initiative that 1is
in role, this kind of initiative cannot work in the future eitter.

The experience of individuals who held the BRIT producer role contrasts with that of
Eclipse Theatre producer, Steven Luckie, resident at NP in 2004. The Eclipse Theatre
Initiative began in 2003 as another project desigite@ddress the absence of Black Theatre
on the regional middiscale touring networ&’2 A report that details the struggles of the
BRIT role post holder simultaneously exalts the benefits of the Eclipse producédiTiode:
residency of the Eclipse Theatre Producer at Nottingham Playhouse has had a positive impact
on the organisation as a whole in that diversity has been integrated into the infrastructure and
awareness of the compao¥t.It is unclear why these two very similar roles should have been
assessed so very differently or what evidence was used to draw such a conclusion. However,
the expectations placed upon the permanent BRITFpmlder to enact systemic
organisational change were much heavier tharexpectations @ more transient residency

position focussed solely on Eclipse Theatre while maintaining adeéhed and separate

°Tony Graves, interview by Laura Ewart, May 13, 2080bel Hawson, interview by Laura Ewart, June 8,
2020.
" Sara AhmedQn Being Included?3, 24.

?AHiI stEely pse Theatre, 0 Eclipse Theatre, n.d., https:

73 Jeffreys,The Black Regional Initiative in Theatre Review Rep#t
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relationship withall theatres involved in the Eclipse consortidvith Tricycle Theatre, NP

coproduced Mus Playpoy af theNdestundi€b@38), a Caribbeaset re

wor king of I ri sh [pldyoyoitha Vgestdarn Wor(d®D.7) ai®lyNR g e 6 s

found an opportunity to use the programme to share a synopsis of the role of the final BRIT

producer, Bea UdeliiHere at MttinghamPlayhouse the BRIT Programme Produéeirole

is to engage African and Caribbean people with theatre in a holistoreaiive sense. This

is done in various ways such as mentoring theatre artists, exploring the possibilities for

touring smaHscaleBlack work into the citydo’* It was the final description of a role that had

been sustained since 1993. BRIiding ceased, and with no ringfenced funding for the

post, it was deleted in 2005. Giles Croft, Artistic Director between August 1999 and

November 2017, has since explained why he felt the organisational change brought about by

this role was not sustaide
What we | ost was a coordinated approach.
than others. What was really powerful about it was that five or six big theatre leaders
worked on this project so that we could feed each other in some way. That is what we
really lost, the connection and the impetus for chafige.

Loss of coordination on a macro level of cooperation between regional theatres damaged the

impact of the change at the micro level at NP. A review of the workforce of U.K Theatre and

the performing arts sector un deishoridekmismo i n 201

and recogniseditda sy mptom of a sector foc®sed on de

Al though the reviewbs focus wamismoigoftenhe wor kf

passed oto community members who engaged with projects dei/éry individuals in

4 Nottingham Playhouse programme Riayboy of the West Indiegitten by Mustapha Matura, Janua§

12,2005, 5.

S Giles Croft, interview by Laura Ewart, April 27, 2021.

Al i stair Smith and Nordicity, AWor kforce Review of t
(Nordicity, June 2017) 50.
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shortterm roles When external funding ends for a position, stennismusually means that

the projects overseen by that pbstder also end. Coordination betwehratres islsobuilt

on personal relationships and informal networks, and the loss of these, as demonstrated by

BRIT, can have devastating consequences. What is clear is that assigning the responsibility

for increasing diversity work to a single individual role withinaganisation is a flawed

strategy. SteenLuckie describes the end of BRIT as a time of upheaval for ACHEaautlde

theatre sector as a whole, particularly since A@Estructuring includgthe dismantling of

regional arts boards, and mass redundancies were underway. Reflecting on the end of BRIT

in 2006, Luckie suggested that @hdan el ement o
creativity, o but that wepinlordis dificeties andodenpset an o
although it could alsbeinterpreted as a more cynical acknowledghwdrihe fact that

progress is often difficult and halting, and that even-imdintioned initiatives can fail. The

upheaval and chaos that surrounded BRIT's demise did not lead to a new and more effective
approach to diversity work in the theatre sedtwstead, it set back the progress that had been
made.lsobel Hawson described BRITbsingi over t akeno by another in

the beginning of chahge, and Eclipse took ov

The Eclipse Initiative

In the late 1990s, as BRIT continued at NP, the idea for a conference was formed during a
discussion about the responsibility of regional theatres to ensure cultural di(Evsityu

Dhupa, Executive Director at NP (192001) andithe first Black person to run a regional

producingtheatre in Britaifp was pivotal in the development of the conferefid®@.h u p a 6 s

" Isobel Hawson, interview by Laura Ewart, June 8, 2020.

8 Stuart Brown, Isobel Hawson, Tony Graves and Mukesh Badtipse Report: Developing Strategies to
Combat Racism in the Theat(Arts Council England, Theatrical Management Association, Arts Council of
England, East Midlands Arts Board, Theatrical Management Association and Nottingham Playhous8, 2002)
®MarielaineChurch,i Ve nu Dh up a TheNoginghain Blayhoase Marielaine Church Collection
(unpublished manuscript, 2006), 12.
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professional background was as an actor who moved into producing, spending five years at
the National Theatre as &ducationOfficer. Dhupa identified a problem in what she
describechs a mixture of &william Morris view of cultur®whereby everything equates to
culturefwhether you are a carpenter or an adahd afiMatthew Arnold [or] Arts Counad

view of culture, which she perceived as the drive to biigapd quality theatre to the masses

in a patronising sens#? Under DhupaNP would lead from a position dfheatre practice

not ACE strategy oasfocused on funding basa way of thinking that helped to germinate
Eclipse.?! The Eclipse Conference was subtitfelkveloping strategies to combat racism in
theatr® and that was its primary aim. It was designed as a féhoough which the senior
leadership of theatres across England could join together to address racism in the specific
context of theatr& Organised by NRhe conference was a joint initiative with ACE, East
Midlands Ars Board, and the Theatrical Management Associationasheld over two
consecutive days, Tuesday"and Wednesday 13th Jyre 200183 The programme

comprised panaliscussions, workshops, question and answer sessions, as well as keynote
addresses by Police Sergeant Robyn Williams, one of the most senior female-African
Caribbean officers in BritairDr Vayu Naidu, a British Indian storyteller, writer and

performer, and NBased actor and performer Tyrone Huggils® featuredThe
conferenceds success wo uiflitdchibved itereenatdenie e d by
fistrategies to combat racism in theatre and to explore ways of developing our understanding

and knoviedge of African Caribbean and Asian theafte.

80 ChurchiVenu Dhup a . MatheaArnold @8221888)5%vas a poet and cultural critic who wished
to enlighten the social consciousndasCulture and Anarchy1869) hearguel that culture iia study of

perfectiord andfi e best which has been thought and éaithtthew Arnold,Culture and Anarchy and Other
Writings, eds. Stefan Collini (Cambridge University Press, 1993), 37.

81 Tyrone HugginsThe Eclipse Theatre Stqr6.

82 The Theatre 2001 conference was organised by the Independent Theatre Council (ITC)/Theatrical
Management Association (TMA)/Society of London Theatre (SOLT).

83t is unclear from the conference report what role each of the named organisations took in the funding and
logistical arrangements of the conference. The Working Party responsible for the conference consisted of Stuart
Brown, Isobel Hawson, Tony Graves)dMukesh Barot.

84 Eclipse Report4, 24.25.

78



After |l eaving the Pl ayhouse, Tony Graves,
New Audiences Programme (20@D03) and acted as the consultant for the Eclipse
Conferencé® He identifiedrithe legislative context around diversity and thestrespecific
relation to the murder of Stephen Lawrence and the consequent publication of the McPherson
Report agikey drivers and catalys@sbecause in the Report the concept of institutional
racismwasidentifiedin terms of public organisations, in terms of the police, and the whole
spectre of prisons and the justice system, education and.b&&éhfact that theatre had
finever been the spotlight hithebtwas a driver for Grave®.Now, he believes that before the
Eclipse Conference, the issue of rfidiut howtheatre is institutionally racist had been
ignored by senior leadership teaimgheatresA position statement included in thEclipse
Reporbtook a gentler approach to encouragedinyysuggesting thaimost of us would like
to do something about the issuand that by havindthe will or the opportunity to work
togethejo the conference would develdipractical solutions to help shape a national
strategyo?®’ The idea that theatre leadéyad been apathetic towarithe fact ofracism echoes
criticism |l evelled at the perceived tokenisn
Will Hammonds and Lakhbir Bhandal summarising that many Black artists considered
ACEO6s commitment rominal in practice.

Tony Graves prepared a critical analysfishe conferencan the form of a personal
narrative which is included as an Appendix to the Eclipse Report. He observed:

I found that the del egates fell Il nto two

definition of racism as defined by the Macpherson Report but could not recognise it

85 Heather Maitland and Arts Council Englaidhvigating Difference: Cultural Diversity and Audience
DevelopmenfLondon: Arts Council England, 2006}, 2

8 Tony Graves, interview by Laura Ewart, May 13, 2020.

87 Eclipse Report26.

88 Will Hammonds & Lakhbir Bhandafwhere to next for diversity? Aassessment of Arts Council England's
race equality and cultural diversity policies and emerging tigddsirnal of Policy Research in Touris3,
(2011, 193.
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within the theatre, and the second éwhol e
application to the industr§p.
Of 125 theatres invited, 31 werepresentedOn the first day of the conference 49 people
attended and 48 on the second, it is unclear how many people attended b8t Haysast
majorityd of UK theatres did not even respond to the invitation to participate. Some theatres,
though, clearly did not see diversity as even an issue to be managed, let alone a problem to be
solved; this would correspond to thdiversity deficib identified in a report commissioned
by the Joseph Rowntree Foundation in 28006/hen Federay Holmes, a Black actor at The
Globe, was asked what an ardcist theatre could look like, he turned the question back onto
the theatre industry as a material question about institutions, rather than an abstract hope. He
wanted to be able tenter a building and see that as an institution itfivasy confident in its
role as an investigator dedicated to unearthing how racial disparity, how racism, how
historical racialisation of different groups has suppressed, has blocked our expression, our
own human expression, our access to @athh e rfacusedldréthe invisible spaces,
behind doorgin any institution, in the belief that decolonising the theatre can only begin
with its executive§? The role of senior leaders keeps returning in this analysis, whether in
individual theatres or overarching roles and that many theatres opted out of participating in
an initiative designed to address equity and diversity is telling.
In an effort to address the disappointing turnout for the Eclipse conference and to

embed its recommendations, the publication of the Eclipse report was followed by a series of

89 Eclipse Report67.

°Eclipse Reports.

91 The diversity deficit is described in theport as stemming from a discourse that is distinctly British around
diversity that is apologetic, the British people werce
is something that @Amadeo PhilWaeod Grares Lacdy,apdlJeed Bloomfidld,t i r e s or
Cultural Diversity in Britain: A Toolkit for Cros€ultural Co-Operation(York: Commedia and Joseph

Rowntree Foundation, 20Q63-6.

2Such Stuff Podcast, fAHow Whiteness Dominates Our The
https://cdn.shakespearesglobe.com/uploads/2020/09¥hitenessof-our-stagessuchstuff-podcast

transcript.pdf.

80



bespoke seminars for senior staff members held in each region of Eftjlsmioel Hawson
recounts howfiEvery Saturday for 18 months, we went around the country to every single
funded theatre building and compaimiow she assess#sat,fiThere was much resistance.
The equality section was a morning session to create a greater understanding of how to begin
from an equal start lin&Ve would then talk about how to advertise, indirdgrview.0 The
effort to institute change in theatrémat has been part of the cultural landscape since the
summer 02020 needs to be understood as reigniting previous iterations of effort to produce
similar results. Hawsondés memories of acting
revealing:fiway before the Arts Council started an equal opportunity plan, we engaged with
theatres to create their own diversity action p@isVhy did that commitment lapse when,
as a result of the Eclipse Conference, racism in the theatre was being debated, and not only in
theatres but also in The House of Lords?

On the 30th June 2002, Labour peer Baroness Ruth Rendell of Babergh rose to ask
Her Maj estyo6s Go v dgatsiia@dwiith thewrogrdsdineade inicontibgt a s
racism in the theatr@What ensued was a cheur seventeeminute debate that comprises a
snapshot of how racism in theatre was viewed twenty year\aguvelist of renownshe
summarised that

Unfortunately, the view of some who attended [the Eclipse conference] was that the

employment of black and Asian people is a financial fisley give as grounds that

their presence on the stage or in management fails to attract potential audiences. Some

active hostility was shown. The old objection to casiirigr example, Afre

Caribbeans in roles originally intended for white adhois still being put forward,

despite such prejudice having been shown in the majority of cases to be unfounded.

9 The regions identifiedreYorkshire and Northern, NoriWest, East England, Sodtiest regions, West
Midlands and Southern SouHast England.
94 1sobel Hawson, interview by Laura Ewart, June 8, 2020.
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Baroness Rendell praised initiatives like thesppnsorship of the Theatrical Management

Association and Barclays Bank of -racismmspeci al

records. 0 She cited the Lyric i mcludAmmemer smi t h

Voiceand theAsian Timesas well as initiating a positive action training programme.
Nevertheless, Viscount Falkland countered, in a way that has historically stymied racial
change in theatres, thatT h e Ma cRepore defsitiom of instiitional racism does not
necessarily apply to the theatre. o6 He f el

Il n the

3t

attempted to remand to the past:
and hold audiences. That must be balancathagthe problems we are discussing today.
Understandably, much of the ethnic theatre is didactic and political, which is not often
appealing to audiences, particularly in this country, who look for amusement and
di st r ®ln & deoiab thabinstitutional racism can be found in theatres and a failure to
acknowledge thato-called e¢hnictheatre is a diverse genigit should be considered a genre
at all, Viscount Falkland reprodudelamaging stereotypes. Ethtieatre is no more didactic
and political than the Western theatrical canon. All theatre is to some extent didactic just as
all theatre provides some level of amusement and distraction.

Tucked in the middle of a programme foB Company production in 2002, when
the debate was being had in the House of Lords, is a page with the liddiErads way in
combatting institutionalised raciso® The context for the assertion is an announcement that
a play by Errol John written to provide opportunities for Black actddosyn on a Rainbow

Shawl(1957), would be programmed and produced in February 2003NRittommitted to

% House of LordsRacismin The Theatre(Hansard HL Deb, 30June 2002), vol.640, accessed Zptember
2022 at https://hansard.parliament.uk/Lords/208:30/debates/dafbefeac01-46889532
49bdb940ddf6/RacisminTheTheatre

9% Theatre programme for a productionfok n n e s s e e Sutdenly ILastsSomemird., Document
Reference MS 809/1/7/39, Theatre programmes and related material collected by Tony Churct206520
theatre sound engineer and radio producer; ®05, Manuscripts and Special Collections University of
Nottingham Li br ar mpus, NottiKghamg 6s Meadow Ca
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spendingionefifth of its production budget for the year on this project alo@me could be
persuaded that by publishing such a confident statement, and acknowledging institutional
racism in theatre, the leadership was genuinely committed to cmglihie issue. However,

whilst a public commitment to eproducefithree major pieces of Black theairhould be
commended, ther@r e stri king parallels between this
Racism Statement, both in content and circumstance. Three months prior to this statement in
2002, the Micpherson Report, based on the inquiry into how the Metropdhtdine

managed the investigation into the murder of Stephen Lawrence in Eltham on 22nd April

1993, defined institutional racism #s]he collective failure of an organisation to provide an
appropriate and professional service to people becafutheir colour, culture, or ethnic

origin.0’” One of a number of cultural responses to the inquiryMm@sColour of Justice
(1999),Richard NortorT a y | o r Osatiordof taermgutiry. From Wednesday 28th

September to Saturday 2@attoberl 999, West Yor kshireTh®l ayhous
Colour of Justicavas staged at NP.Reporting for the NottingharBvening PostNic Ridley

witnessed a moment of sombre reflectitin:the Playhouse, all rise to remember the

murdered black teenager; to show respect for the fafilyhere are further parallels to be
drawnwiththel 98 1 Bri xton Riots and the subsequent
essayfiFrom Scarman to Stephen Lawrea¢E999) describes a similar urge to make a

difference to that witnessed in 2020, as institutions began to be perceived as beginning to act

to address racism and the undepresentation diminorityo groupsbecause of a specific,

tragic event

97 William Macpherson, The Stephen Lawrence Inquiryndon: Stationery Office Limited, 1999), 49.

%¥Nic Ridley, #AKill i nBurtdniaily Mal Septenkber 25 E098atishuNewspaper o
Archive.

®Jeremy Lewi s, 0T MNetnghar Evaning PasBeptdmber 30, 1988yitish Newspaper

Archive.

05t uart Hall, #AFrom Sc HistarydMorkshap JoBrhaé8pnb. @81(19008ViPE nc e, 0
https://www.jstor.org/stable/4289641.
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Following the Scarman Report, a Black British cultural commentator, Kobena
Mercer, noted that thpolitical expediency the need to be seen to be doing something
was a major aspect of the benevolent gestures of many public institutions, now hurriedly
redistributing funding to Black projecéd®! This could be a description of what happened in
the summer of 2020. Mercer had already focused critical attention on the intricacies of this
phenomenon in relation fiblack creativityo: fiPolitically, the eruption of civil disorder
expressed community protest at the structural marginalisation of lack voices and opinions
within the polity, and this renewed anger encoded militant demands for black representation
within public institutions aa basic righth He observediCulturally, this demand generated a
veritable renaissance of black creativitypressed across a variety of media in literature,
music, theatre and in photography, film and vig&8 While Mercer closed this statement on
a surge of Black creativity, the same commitment to support it ensues in different historical
moments notablywhen the ravages of racism on British society peak and general notice is
taken,but alsosometimes for longer periods when demands for Black representation within
public institutions swell, sometimes infioivil disorden and always iriicommunity protesb
and cultural organisations try to respdndnstituting cultural change. There was little
indication until RBTI and BRIT that NP felt external pressure to consider racial and ethnic
diversity within the organisational structure or the workforue issuethatkeeps intervening
in my mapping of this historig that theatrebaveoftenbeenconsidered, andave
considered themselves, somehow exempt from criticisms levelled at other kinds of
institutions. Perhaps it was convenient to situate theatre outsidgvaith institutional
racismthat has been raisedpeatedly in the hope and expectation that public institutidhs

listen and learn. The events of 2020, however, have shifted the desemurswitched it up

WiKobena Mercer, fiRecording Narratives of Race and
Bl ack Cul t uWealdomeld thedungles New Pasitions in Black Cultural Sty@eford: Taylor &

Francis, 1994), 77.

102 Kobena MercerWelcome to the Jungl&7,79,80.
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becausehe callfor antiracist action was coming from a larger more vocal group and the
consequences of denad delay are séb be more damaging than engagement.

A powerful example of the potentially positive impact that derives from accepting
that theatres are institutions, and using that as a starting point foa@stiactivities was
suggested by Baroness Blackstone, Minister of State, Department for OMkalie,and
Sport,on another occasiom 2002 when she saifiye should ask ourselves the direct
guestion: is the theatre racigid her view, racism was not deliberate, the risk was that it
may be fiunthinkinglyo the casé®Her recommendation was fiensure that theatre, like
other art forms, properlseflects the diversity of the population. She bel flamare d it
helpful starting point than accusing the theatre of rac$fVhy might accusing theatres of
racism be unhelpful@White fragilityband t he uncomfortabl e nature
prejudices may mean that admitting and changing systemic institutional issues appears an
overwhelming and continual task. For Robin DiAng&loiting in 2011, white fragility isfia
state in which even a minimum amount of racial stress becomes intolerable, triggering a
range of defensive movés®® But the state is not new and is often hidden; manifestations of
firacial stres§often go unreported, which is one of the reasons that lone individuals find it
difficult to change institutions, and that evidence of racism is difficult to convBgroveo
One example presented itself in the form of a revielwhe Stage f NP & s premi er e
Shebeel(2018) whee a white critic expressed disapproval of the behaviour of the majority
Black audience. Such instanca®, in my viewmissed opportunities for theatres to act by
challenging public statements that disparage dévatsliences that a theatre is engaging and

would like to see returmdP did not publicly denouncthis view when expressed about a very

Baroness Blackstoneo6s remark is taken from the same
1044ouse of LordsRacismin The Theatre(Hansard HL Deb, 30th June 2002), vol.640,
https://hansard.parliament.uk/Lords/2600230/debates/dafbefe@c01-4688 9532

49bdb940ddf6/RacismInTheTheatre

Robi n Di angel o,Intefnstbnal yairndF of @rigidal IPédagpdy, 6o. 3 (2011)54,
https://libjournal.uncg.edul/ijcp/article/viewFile/249/116.
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popul ar show for t he tocomyentsoul@BHazedden asmalibu ni t i e
activist step toward challengifgw diverse audienceare disparageé& f f i r mi ng NPO6 s
commitment to diversity and inclusioim the future NP could publish a statemena®eries

of blog-style poss$ to sharewhy diversity and inclusion are important to the theatretars
audiences, host a panel discussion or workshop on diversity and inclusion in the dheatre
partner with other theatres and organisations &eraiareness of the issue and promote

diversity and inclusion in the industry. By taking these or other dipsould show its
leadershipand demonstrate to a wideunblic that the theatre stands with its diverse audiences

and that it values their voicdsthink that on the basis of its institutional history and current
advocacy, NP couldcaas a thought leader for the industry by working with partrfiensiers

and sponsors, lIkACE andNTU.

The introduction in 2022 of a racism reporting system at NP demonstrates a concrete
commitment to supporting anyone who experiences racism or racial abuse related to any and
all NP activities, but there were earlier moments when NP could have led tHerway
regional theatres in response to discussibather in government or as recognised by
funders!® There are lessons to be learned from what happened twenty years ago. Eclipse
Theatre, a separate entity to the Eclipse Conferengstallised after three years of
discussiorbetween Venu Dhupa and membershafboard at NP, including Charles
Washington, an African American who was a board member from 1992 to"2001s
fimajor Black theatre initiativ® was instituted by NP in Janua@02in association with the
New Wolsey Theatre in Ipswich and Birmingham Repertory Theatre, with funding from

ACE. Between 2002 and 2009, Eclipse produced five productions, the first of which opened

MNottingham Playhouse, fiReport a Racist Incident, o N
https://nottinghamplayhouse.co.uk/repaiacistincident/.
107 Tyrone HugginsThe Eclipse Theatre Stqrg6.
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atNP®Er r ol Mdom bnrRaisbow Shayl958)was one of the first plays by a Black
Caribbean writer to be produced in Britain and so successful that John wohsberer
Award for Best New Playwright. It was fitting that it became the first Eclipse production,
opening on the 6th February 2003 and then to
| p s wiNewhWholsey Theatre, and South Hill Park\€entre, Bracknell ending its run at
the Northampton Theatre Roy&P.The play was well received, with tiBgitish Theatre
Guidereviewer assessing thiadverall it is a slick, enjoyable production which should help
Eclipse Theatre enormously in its aims of raising the profile of black theatre and encouraging
youngsters, especially young black people, to see their productiStiswas considered
positive start for a fledgling theatre compaltys intriguing then, that the next play chosen
by Eclipse was theatre standar8,e r t o | t MoBher €Eautage @red Her Children
(1939) Premiering in February 2004 at NP, the play was adapted by Biiggrian
playwright OladipaiDipoo Agboluaje, who has said that he represents Africa on the British
st age Gitadedi ant he mainstream of British theatr
British actress Josette Bush®lingo, and produced b$tevenLuckie !** Luckie had
previously worked has a producer with the National Theatre aoddioated CE6 s Bl a c k
Directors Course for the West Midlands EChe wasappoirtedinto the role of Eclipse
Theatre Producen 2001 a role in which he remained until 20886.
Where Brecht was protesting Hitlerds war

contemporary catastrophes such as Alldfensetting the play in modern Africa. It was

108 The five plays produced by Eclipse Theatre wdm®mn on a Rainbow Shawy Errol JohnMother Courage

and Her Childrerby Bertolt Brecht, adapted by Oladipo Agboludjitle Sweet Thingpy Roy Williams,Three

Sistersby Anton Chekhov, adapted by Mustapha Matura,Aamgel Housdy Roy Williams.

109 Moon on a Rainbow Shawon first prize in theéObserved s 1957 pl ay competition.

St eve Orme, fTheatre Review: Moon on a Rainbow Shaw
https://www.britishtheatreguide.info/reviews/rainbowshagul. htm.

11S50la Adeyemifi WriteasaPahf ri can: A Conver sat i AfricanRérforlmané2l adi po A
Reviewl0, no. 1 (2018)8.

22AMaj or Theatres Respond to Eclipse Report,o ArtsPro
artsprofessionato-uk.ezproxyf.deakin.edu.au/magazine/33/article/newsjor-theatresresponeeclipsereport.
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well-received with positive reviews locally and nationdfi§The Left Lionin Nottingham
observedfiThis is an example of the Playho&sbest kind of production, relevant,

accessible, thougitrovoking and entertainingLuckie observed thafjSales fothe show at

NP, and on its UK tour, prove that this is the kind of culturdilyerse work audiences love

to seed!'* Mother Couragavas considered even more successful than its predecessor, with
Steve Orme assessirntEclipse havésic) done an outstanding job wiMother

Couragewhich should help enormously to raise the profile of black theatre even more
thanMoon on a Rainbow Shawido'>CEO Gi |l es Croft described
Brechtasfisurprising andfichallenging. He was unequivocal when talking about Eclipse:

fAThis initiative is going to have a profound influence on the future development of Black
work on the middlescale. It will provide opportunities for the development of Black
practitioners alongside mainstage productions and help to grow new audienogsoidamnt

work. That three such significant theatres have given this sort of commitment is a sign of real
change. 06 But htihatMotbebCowagewasfiabl®ta atttadt large audiences
without compomising our ambitioaiis striking.*'® Behind this comment is an unspoken
assumption that a case needs to be taded still proved for Black theatre if an

institution considers itdifferen® and a risk, with (white) theatre audiences assumed to

conform to the same ideas of wisabuld be seen on a main stagether Couragevas

N F

WAl fred Hickling, #f#AMot haheG@dianFebgiary 12,2004, ske.Stagé,hi | dr en, 0
https:// www.theguardian.com/ stage/ 2004/ feb/ 12/ theatr e

Her Children at Nottingham Pl ayhouse and Touring, 0
https://lwww.britisttheatreguide.info/reviews/mothercourage.

B

pLeftLion, AMother Courage and Her Childrene (LeftLi

content/mothecourageandherchildren122/#.Steve N L uc ki e q uNottingtchm Stage Mothidd C
Courage and Her Childrend B B CNottirgleaen| accessed August 23, 2023,
https://www.bbc.co.uk/nottingham/stage/2004/02/mother_courage_review.shtml.

115 Steve OrmeiiMother Courage and Her Childrerd

6Croft quot ed iRespoidMaj Bc | T pA&raRrdeespmaiSepteraber L002,at
https://www-artsprofessionato-uk.ezproxyf.deakin.edu.au/magazine/33/article/newajor-theatresrespond
eclipsereport Theatre programme for a productionMéther Courage and Her Childremd., Document
Reference MS 809/1/8/26, Theatre programmes and related material of Tony ChurchZ0A®2 theatre
sound engineer and radio producer; 22005, Manuscripts and Special Collections University of Nottingham
Li braries, Ki ng Bottinghdbenadow Campu
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featured i n AQBWW4 highlightingdhle natioagb tour that followed the

pl ayds openi it wasnonhhatedtfor Begt Playfheatre Production for an
Ethnic Multi-Cultural Media Academy (EMMA) Award® It was spun out into @mpanion
production calle® Tales of Couragehich toured secondary schools in Nottingham.
However, itwasalsos een as a ri sk that rambitohoacifo mpr omi s
Black cultural production ificonfined to a paradigm of ethnicityhat fisupersedes artistic
identity 6''° An Eclipse aim was to programme more Blde#t work on the migscale

touring circuit. However, it was not proscribed that the content be linked fettnac

identityo of actors. The unspoken assumption that programming Béactheatre would also
involve programming plays that centre issthest are particularlyelevant to Black
communities served to keep Eclipse plays firmly in their place. If attention to Eclipse
productionsvas avisible step towards embedding an inclusive workforce inside a ¢héasr
decisionmaking structures, was it a victim loéing seen in an aesthetic silo, or set according
to putativeartisticboundaries™ so, to what extent were these set externally or internally, or
both? These are questions that can be explastorically,and they are useful to return to
now becausthey continue to have relevance and resonance for whatdyBecide to stage
today and in the future.

From 2004, Eclipse Theatre tried to create a new productioroyegear.The third
wasLittle Sweet Thig (2005),a new playwritten by another African Caribbean playwright
Roy Williams which centres a schootgirl Tash and her brother Kev, who has recently been
released from prison and is struggling to stay away from crime and gang culture. Directed by

Michael Buffong,who becamé&EO and artistic director of Talawa Theatre Company

WArts Council Engl and, -InfAl ard $ottedydDistnibution Anfial Répartradd Gr an't
Accounts 2014/1% (London: Arts Counci l England, July 1, 2015
https://www.artscouncil.org.uk/sites/default/files/downldaef Arts%20Council%20England%28%20Grant
in-Aid%20and%20Lottery%?20distribution%20annual%20report%20and%20accounts%202 piif

BABBC Mot her Courage and Her Children,d BBC Local No
19Will Hammonds and Lakhbir Bhand@wher e t o next for diversity?,0 193.
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2011, It opened at NP i n Fliee SistenslP00)2aidpted by Ant on
Mustapha Maturahifted theplay& settingto Trinidadin the 1940sandit opened at the

West Yorkshire Playhouse in LeedsMiarch2006.Angel Housevasthe second original

play written for Eclipse, again by Roy Williams, anlike Three Sisterst wasdirected by

Paulette Randallt is set orfictional Angel Housgalondon housing estaté follows two

brothers Franklinvho is facing imprisonment on drugs charged Stephea lawyer.Angel
Houseopened at the New Wolsey Theatre Ipswickébruary2008.Eclipse was an

initiative that immensely impacted the theatre professionals involved. Steven Luckie left the
Eclipse Producer role in 2006 to pursue freelance directing, writing and producing. Luckie
directed a 2006 production Bboty Callby Nigerian Mancunian Segun Lee French. Aside

from The Gift(2000), which premiered at Birmingham Rep, Roy Williams' work had not

been seen outside London unhiiitle Sweet Thig (2005) at New Wolsey, Ipswidk® Eclipse

was fundament al i n getting Wi lliambés plays i
had the opportunity to see his work. Williafmsscontinued to be a prolific writer, The Black

Plays Archive attributes 29 plays to hiddIn 2008, Williams received an OBE for services

to Drama. Paulette Randall directed two Ecl i
Eclipse should producehree SisterdBetween2003 and 2005, Randall was the Artistic

Director of Talawa Theatre Company; a successful move into TV production followed.

Randall was associate director of the 2012 London Olympics opening cerdmang3,

Randall became the first Black British woman
Fenced 1987), in Londondés West End. Il n 2022, <co
developed during Eclipse, Randall directed Roy Williaplay The Fellowshig2022) at

Hampstead Thegd

120Tyrone HugginsThe Eclipse Theatre Sto¢ipswich: New Wolsey Theatre, 2006), 56.
2IBl ack Plays Archi¢ydatiRaogl Wirheaams), accessed Octob
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Stephanie Sirr and Giles CraiftlebratedEclipse agia unique collaboration of
English producing theatr@svhich had run successfully for four years gahned tgroduce
fiquality Black productions, with high production values by Black apdigités commitment
to the initiative perBusinedsPld??Buhin20l0, XlpsL9 as pa
Theatre Company Ltd. was formadd it definedtself as ainew companywith a
permanent home in the Crucible Theatre in Sheffield with Artistic Director Dawn Walton at
the helm!?3 The transition from Eclipse as an embedded project to a theatre company
produced what Croft describes as a fAprobl ema
he expressed that the project has no#% challe
Ultimately due to a lack of clarity of how the joint legacy of the Eclipse project would be
sustained it was losit will be important to ensure that-g@voducing partnerships are secure
to be assured of sustained work in #iea unlessIP integratesnorediverse programming
into its repertoire and sustains it as a norm. As Eclipse Theatre was establishing itself
independently, the legislative landscape was changing, not least with the introduction of The
Equality Actof 2010whi ch provi ded a new | egislative fr
work in promoting equality of opportunity and reducing barriers to engagedore
audiences, artists and the workfoté&The Equality Act brought together 116 pieces of
legislation intoasingle Act, and identified nine characteristics protected by law from

discrimination, notably in this instance, rdééln 2002, the Eclipse Conference report was

22Giles Croft and StepiB¥riae Biusi heBBclPilpae TNNeatiaghal
123 Eclipse TheatrefjHistory 0

124 Giles Croft, interview by Laura Ewart, April 27, 2021.

25ConciiumResearch & Consultancy, fAEquality and Diversity
Engl and, 6 accessed August 23, 2023, https:// www. art s
file/Equality_and_diversity within_the_arts_and_cultural_sector_in_BEdgtalf.

126 The nine protected characteristics under the Equality Act 2010 are age, disability, gender reassignment,

marriage or civil partnership (in employment only), pregnancy and maternity, race, religion or belief and sex

and sexual orientation. In the Equalkgt race can include any of the following: your colour, your nationality

(including your citizenship) and your ethnic or national origins, which may not be the same as your current
nationality; Equality and Human dalityand duméndrights s si on, A
Commi ssion, 0 February 19, 2020.
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explicit in its concern that theatres were in danger of falling foul of the law in this area, with
Sergeant Robyn Williams quoted as sayiiigis only a matter of time before someone

brings a case of racial discrimination against a theatre which financially could be very
expensive for the theatre in questidd’ The Equality Act ensured and formalised the legal
rights ofpeople with protected characteristics to be treated without discrimination and with
reasonable adjustments.2010, a further level of external pressure emerged fromIiACE

theformofanewley ear strategic framework, AGreat

Ar

pl edged to invest only in arts and cultur al

di versityo i n b amthbeproducten othep WarkcACE also tookdhe d

decision to extend the characteristics identified by the Equay Act t o- i ncl ude

economic stat%s and educationbo

After Eclipse Theatréeft its close association witP in 2010, eight years passed
before highly visible, Blacked work was produced agaim. Shebeei(2018) Nottingham
basedplaywright Mufaro Makubika, focuses on twestur hours in the life of a Jamaican
couple, Pearl and George, in 1958. How the play camewsitienis a story that sits at the
intersection betweecommunity engagement and programming for Black communities.
Makubika had been working at NP, initially as a bartenaledsaidthat fin the bar there
were alwaysneeting® and t hirgterestingepeopie'e® Oné of tlose people was Kate
Chapman, Creative Director of the Theatre Writing Partnership, a scheme that involved
Midlands theatres, based at RPPMakubika asked for her feedbagk the idea for his play

andwas provided with support and opportunities through the Writing Partnership to develop

127 Eclipse Report2002, 5.

28Arts Council England, fAGreat Art and Cul t3a4re for
https://www.artscouncil.org.uk/sites/default/files/downldiefGreat_art_and_culture_for_everyone.pdf

129 Mufaro Makubika, In Conversation with Mufaro Makubika, interview by Angharad J&ifés Word

Theatre and Nottingham City Librarie8pril 12, 2021, https://www.nottinghamcitylibraries.co.uk/in
conversatiorwith-mufaro.

1309 The collective of producing theatres involved in the creation of the Theatre Writing Partnership was New
Perspectives, NP, Northampton's Royal and Derngate and Leicester Haymarket.
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his writing 3! Makubika would write fourteen pieces of theatre between 2010 and 2016, six

of which premiered at NF2l n 2012, Makubi ka was |l ooking fo
area of Nottinghantil wanted to write about the people who have called it home and still do

to this day. I h a'éIn 20d iwhen demenatratibrerouhdeEinglands t or y . 0o
weretriggered by the death of Mark Duggan, shot and killed by police in Tottenham,
Londonitheybr ought Dback into focus the violence o
epicentre of a rac@iot. & Tensions within Nottingham had been buildmgcausén the

proceeding 18 months there had attackBlack peopleon Nottinghand streets and they

were fAbecomi ndg®Onthe 28 Afugeigu e dtO58, an incident
involving a racially mixed couple proved to be a catalyst for violence as a estmthted at

more tharL000 gathered and violent clashes ensued for many kKStster Fyer was

among newseportersvh o wi t nessed whldted 9 epeptl et lseh olult d ;g
records that only 24 people were arresfédlakubika was curious to learn more about this

period with playwriting themediumthrough whichto share h e  storiésyNotingham

Black Archive (NBA), having developed lorgjanding relationships in African Caribbean
communities, and having already told many of the stories that Makubika wanted to hear in

the form of oral histories, was asked by Makubika to fatéihis play by undertaking

BlMuf aro Makubi kBEpi 869Hde Rbwveeal Shebeen, o YouTube, Jul
https://www.youtube.com/watch?v=rVJIrQE70jW4&ab_channel=NottinghamPlayhouse.

132The six plays performed at NP whe@p me t o Wh e(NR¥ Painés mlough) 20aRremature(NP/

TWP) 2011Waiting for the Tide/ApathfNP) 2012 Common LandTWP/NP) 2013/2014Good Teache(NP)

2013,How to BreathdNP) 2015.

3B QAwi th Mufaro Makubika, o Alfred Fagon Award, acces:
https://lwww.alfredfagonaward.co.uk/featuresiggh-mufarc-makubika/.
B¥isee, for example, Clifford Stott, John Drury, and S

Articulating Structure and Coll ecti veTheABritishJoutnal The 20/
of Criminology57, no. 4 (April 8, 2015 968.

135 peter FryerStaying Power: The History of Black People in Britéi®84;London: PlutoPress third edition,

2018), 377.

¥EmMi ly Cousins, fANottingham Riots (1958),0 Black Pas
african-history/nottinghanriots-1958/.

137 Fryer, Staying Power377.The Nottingham riot is cited as a precursor to the much I&tggingham Hill

RiotssChri stopher Hilliard, AMapping the -Wert tBrnigt adiid,lo Ri
History Workshop Journ@3, no. 1 (April 15, 2022), https://doi.org/10.1093/hwj/dbac012. 51aBee

Kennetta Hammond Perrigpndon Is the Place for M@xford: Oxford University Press, 2016).
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communityfocusedresearchFounder of NBA, Panya Banjoko, put in place a roadshow of
wor kshops visiting Black communities in the
Nottingham to that entf8

As Bridget Minamore, reviewing for t@uardian wrote ofShebeemi So met i me s
theatre reveals itself to be aware of growing tensions in communities before they make the
n e w$° Just two months before the opening nighNPin June 2018the Windrush scandal
began to break theEnglishmedia The iWindrush Generatianarrived in the UK from
Caribbean countries between 1948 and 1973, most often by invitation from the government
to take up jobs affected by the British pos&tr labour shortage. Throudjerinvestigations
journalist Amelia Gentlemanncovered thatundreds oBlack Britonshad been wrongly
detained, deported and denied their legal rights based on a lack of documentation held by the
government that proved their right to residency then and British citizenship thet&dfte
2009, the UK Border Agency began destroyiingllions of paper documentsincluding
landing cards and registry slips, in order to comply WittData Protection Act, leaving
many peopleinableto evidence that they were in Engldedally.1*! An independent review
published in 2020 summarises th@the 1971 Immigration Act entitled people who had
arrived from Commonweal th countri @swhatef ore J
wascalledideemed | eaveo ,buthegeveramemsuedno docthimentdtd

demonstrate this status. Nor did it keep recottiThe review identified 164 people who

138 For more information about Nottingham Black Archive see, http://nottinghamblackarchiveamga

Banjoko, interview by Laura Ewart, May 9, 2022.

¥¥Bridget MinamorédloiishabhdeRaBevi ewWindrush Generatio
11, 2018, sec. Stage, https://www.theguardian.com/stage/2018/jun/11/sheieerwindrushnottingham
playhousemufaremakubika.

149The Joint Councifor The Welfareof|l mmi gr ant s, fAWi ndrush Scandal Expl ai
Welfare of Immigrants, 2020, https://www.jcwi.org.uk/windrestandalkexplained.

“lGeorgina Lee, fAFactCheck: Who Destroyed the Wi ndrus
2018, https://www.channel4.com/news/factcheck/factcivalotedestroyedthe-windrushlandingcards.

2Wendy Williams,Windrush Lessons Learned Review: Independent R¢kawion: Home Office, 20209,
https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachment_data/file/876336/6.557
7_HO_Windrush_Lessons_Learned_Review_LoResFinal.pdf.

94



had beenvelcomedinto the country before 1973ut detained or removed since 2092.
Many members of the Windrush Generation had made their homes in Nottingham, and this
became the broader soec@lltural context of the plaghebeethatNP produced in
association with Theatre Royal Stratford East, which allowe&li@beemo have both a
regional and London premiere. Winning the 2017 Alfred Fagon Avilandis weltreceived
by the majority of audiences and theatre critics.

The Shebeen project was commurigntred insofar as it developed W&, butit
also came together as a resulsobstantial input from NBA for thiecal and broader
historical context interlaced into the play's creation becass®BA evidencedt was
interwoveninto Black experiencgin Nottingham. However, there was little to be seen of the
legacy of the play in the community of the research that underpinned it. Panya Banjoko
shared her personal disappointment with how the legacy of the play was mdiTduped:
should have been some kind of continued dialagtfeShe observed thaiShebeemad a
great response from the wider Nottingham commumliyt shereceived phone calls from
participants in the research she had undertaken by gathering oral histories to share with the
playwright. They | amented what they felt and
inauthenticity for them insofar as it did not reprasthe subjective history that they had
shared towards its creation. While a playwright is afforded the freedom to imagine and to use
poetic licence, having asked Black people in the city to share their stories, suggests a
responsibility to whatvas contained in thenkEnsuring that future communigngaged
projects will have a tangible legacy for communities is something that NP can learn from

Shebeen

143Wendy Williams,Windrush Lessons Learned Reviéw
144 panya Banjoko, interview by Laukawvart,May 9, 2022.
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Shebeempremiered in the year that marked the 40th anniversary of the publication of
Naseem Khan'§he Art Britain Ignores In fiThe Arts Britain Still Ignore® (2018), Jerri
Dabooassessed homuchprogress had been made in the intervegigays now that
institutional racism waBacknowledgea Sheflagged familiar concerrthatpersisted,
enumerated asiack of representation and visibility on mainstream stadask of funding
expensive ticketsand a perception that theatre buildimgmsainelitist spaces. Daboworried
that theatre programming was sfifiot relevant to diversecommunities anthattheatre
buildingswerestill perceived asbeing for white people as well as the middle class and
highly educated'*® These are all issues that have been identified many tuegsnany
years when assessing whetBé&ack and Asian Britons feel welcomed into cultural
institutions,of whichtheatresare only a single examplté® Instead of focusing solely on
diversifying audiences, theatres should work towards decolonising of their strdétures.

In 2018, NP was the venue chodgenthelaunchof A C E 6 s -2Q@10 divérsity
report,Equality, Diversity and the Creative Cage Data ReportThe report contains data
collected about ACRhe organisations it funds and their audierié&Bata and reporting
focused on four of the protected characteristics identified in the Equalityf R6tL0:
ethnicity, disability, sex and sexual orientation. Sir Nicholas Serota, Chair of ACE, described

Not t i ng h a-grondng cityivdath & yausig and diverse population of which nearly 30%

Jerri Daboo, 1iThe AStudissinBrhedatteand PerfSrndrgeino. 1 @pmildd, e s ?, 0

2017) 5.

“Daboo identifies The Warwick Commission, AEnriching
University of Warwick, 2015); Helen Jermyn and Philly Desais-Wh at 6 s i (London: YAfts ICaufcil

Engl and, 2000); @AOpen Conversations: Devel oping, Str
Et hnic Communitieso (Voluntary Arts, 2016), https://\
lives.org/Handlers/Download.ashx?IDMF=038 1043 -4f49-ald-5ac97b06b349.

¥ Daboonotesakind fpofist col oni al angsto which if it persists n
ideas with theirideaj®aboo, fAThe Arts Britain Still l gnores?0 5.

148 Equality, Diversity and the Creative Case: A Data Refloshdon: Arts Council England, 2017), 9; The

report specifically analysed data on: The workforce of National Portfolio Organisations (NPOs) and Major

Partner Museums (MPMSs) including the diversity of people in key leadership roles and at different job levels.

The Creative Case for Diversity ratingsNPOs. The diversity of individuals and leadership

of organisations receiving investment in the last year through our Grants for the Arts fund. The diversity of the
Arts Council dés workforce and | eadership and audience
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areaged12 9, while nearly a third of YHeis group
suggested that for both the arts and cul ture
come when change in the composition of the workforce feeds through to the leadership. We
need to see t%Tlheentc onmatwriansg Wpe.tdween Dabooods a:
that of the Chair of AE is striking The disconnect can be viewed through the prism of

ShebeenOn the one hand, it is an example of progress in the area of community engagement

as a successful Nottinghaed project, promoteddy NPand awarewinning. On the other,

the project received a racist review to which NP did not respond, members of the Black
community were unhappy that what they shared in interviews was not visible in the final

play, participants were not invited to the opening performaacd,thaino attention was pdi

by playwright or theatre toreating degacy of community engageméftThese are

moments thamerit reflectionto ensure thahe synergy betweed P gblic commitments

and the lived experiences of global majodgmmunitiescan benefit bothandto consider

whether and how tmcorporate the perspectives and insightdieérsecommunities into its
decisiormaking processds maintainpositiverelationships whethen the form ofdirect

partnershipspr community consultations.

YNicholas Serota, AEquality, Diversity and the Creati
2017), 3.

10 Nicholas Serota, Equalitiversity and the Creative Case A Data Rep8rt

1 The Stageemoved the racist comment and has since uploaded an edited version of the review to which is
appended t hEediftoolrldosswinmogi:e:fi t hi s review was wupdated on
ot her audi ence me mb e il ®ntadtadfhe Stageo refuest a cppy of the ariginaldon myo

research but did not receive a response and cannot reproduce it here.
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Anti-Racism Activities, 20202022
Claire Cochranebserved in 2010 that there was giiie problem of the prevailing
whiteness of employment patterns within the organisational structures of biblasegl
theatrey! SinceNP began taeflectmore openly and criticallpn how it can become an
antrracist institutiorfollowing the resurgence of the BLM movement in 2GB@ye have
been a number of activist interventionssactoral practicefressurdnascome from
individuals and groups in the theatre industry, with nogbleexamplebeingan open letter
published by The Black Theatre Collective and addressd@8itoi t ai nés Arti sti c
Directors/Executive Directors/Producers and Members of S®OLAesignatoriesalled for
five commitments to the sector, expressefiHise and Retaifp fiHair and Wigsd fiMakeup
and Costume@ fiReview® andfiOutreaclo. The most pertinent is the firstfifh]ire and retain
diverse teams across all departmgntdrganisations werkeingcompelled asvell as
encouragedo move beyond statements conda@mgmacism in society toward acknowledging
their positionality as complicit in institutional racism. Employees publicly shamed cultural
venues whose responses fell short. A notable example is the Royal Opera House, whose
Technical Director Mark Dakiwrotean open letter summarising the view of many in the
sector:fAfter all these years | have no more tears only an exhausting, burning rage and
desolate sadness that still nothing has chang@&tiere wasnountingpressure to respond

and to respond well. Posting a black square to the theatre's Instagram page would not satisfy

IClaire Cochrane, fABeening up the Garden, o

2The remaining commitmengpecify: Ensure that wig heads of department and their deputies are trained in afro

hair by summer 202 Provide appropriate skin tone malp, underwear and physio strapping for performers.

Make space for a broader range of publications on press night to ensure works are critiqued by a diverse

audience and to do outreach work with young people from miremifydisadvantaged backgrounds; The Black
Theatre Collective, AAPJUPRE20,Letter to British Theatr
https://alettertobritishtheatre.wordpress.com/.

SMar k Daki n, -ainMaQ pke nCSahgei Bightaccessied August 23, 2023,
https://www.stagesight.org/madakin-anopenletter/.

98



Black communities that Black Lives mattartheatre* NP& statement was published
alongside gublic facingonlinefAnti-Racism Action Plabwh i ch begi ns: A We ac
that people from the Black community feel underrepresented at NP, and we are striving to
address this. We acknowledge that we have not done everything right, despite our best
intentions, and r ec og°Thissagmissidmag notwreusualehed t o i n
comparedo other similarly sized Nottingham based cultural organisations such as
Nottingham Contemporgmwho published an AnfRacism statement with seven
commitments to their websifeCity Arts Nottinghamsimilarly published to their website
ABl ack Lives Matter: Our Commitmentsodo which
action! NP also sharedn/initial draftd of an AntiRacism Action Plan and eleven
commitment$ NP is not the only theatre to take this approach; other notable examples
include Lyric Hammersmith Theatre, which instigatediantion Plan for Changeand
National Theatre Scotland, whoS&nti-Racism Action Planis split into four distinct
sections: people, programme and artistic development, audience and communications and
creative engagement and schabls.

In March 2021, the Commission on Race and Ethnic Disparities recommended that
the UK government stop using BAME, Black Asian and Minority Ethnic. The commission

found the term BAME was demeaning and reductionist. The recommendation called for a

4 #BlackoutTuesdawasa viral display of allyshipThe idea was initi@dby two music industry professionals,
Jamila Thomas and Brianna Agyematugtake a day of reflection orf®2une 2020t morphed into a wider
display of allyship with 28 million Instagram users posting a plain black square on thsir feed
SNottingham PIRaxheus é&ctiAmtiPl an. o

6 The webpage was last updated June 13, 2022, with details of progress made towardsomegtitngents

madein2020Not t i ngham ConRampesmar $t afiédment , Responses, Re s
https://lwww.nottinghamcontemporary.org/record/aatismstatementesources/.
Suzannah Bedford, AiBl ack Lives Matter: OQur Commit men

https://cityarts.org.uk/blackives-matterour-commitments/.

8NP explicitly states that the eleven commitments will be developed and refined as tearaed Therefore

the wording in this text may hawwolvedsinceand may diffemow from morecurrent material relating to the

Anti-Racism Action Plan iN P diterature.

National Theat rRaoifsmchdtliamnd,PlisAm,td accessed Septemb
https://www.nationaltheatrescotland.corszationplan.
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di saggregation of the term to highlight the
groufdd. ad he fineed to disti nWhiitseh pepg weatni eaddo
the report recommends the use of the terms 0
ethnic minoritieso where appropriatems,Althou
another has emerged. The term gl obal maj or it
opposed to terms such as ethnic minority, it
6 n-ovih i ' Ehe t@rm has faced criticism for being collectivist and homogenising groups;
however, originator Rosemary Campk®tephens clearly states that global majority is not to
be used when describing the specific backgrounds of individuals or groups as dde shou
make fievery effort to describe ethnicity in
selfi den¥$Heg .Duggests that gl obal maj ority has
the majorityo through di s rracipmadctiviiesdnigef i ci t na
reference Black communities, and although it is appropriate to identify specific ratial an
ethnic groups when specifically targeting action towards the particular needs of that group in
this instance, it is unclear why the delineation has been made. Why the commitments made in
the AnttRacism Action Plan are not beneficial for all people obgl majority communities
is unclear. NP would benefit from adopting consistent terminology inRatism literature
to demonstrate if commitments are for all or a specific and targeted community.

The eleven points of the NP Arfi@acism Action Plan encompass several
commitments to initiating antiacist practices. Point One aiifiBo set up a working group to

take the lead on, oversee the development of and ensure that tftasistin Policy is

YCommi ssion on Race and Ethnic Disparities, AThe Repc
(Cabinet Office, March 202132.
11Rosemary Campbett e phen, @Gl obal Majority; Decolonising the

about Race, 0 2020, 3, AJmedaffiles/s¢chbolsachooltedueation/bnedeeklse t t . ac . uk/
beckett1102globatmajority.pdf.;A wide and varied number of organisations such as National Museums
Liverpool, the Womends Equality Party, Connex, The I
the acronym GEM (Global Ethnic Majorjty

2CampbeSt ephen, Gl obal Majority, o 3.
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communicated to, understood by and adhered to by all employees, freelancers, participants.
This has been satisfied by the creation of the-Raitism Action Group (ARAG). However,
how this group h dsnti-Racismnpaliogitoeraplogeds, fiddPadcers, and
participants is unclear. As @ctober2023, there have beamneshort updates to the group's
page on the NP websitéA short mission statement for ARAG, written by its members, was
included with the October 2021 update:
The goal of the ARAG is to ensure NP is an actively-gattist organisation. We are
doing this by auditing the Playhouseds cu
a representative range of stakeholders, and researching and evaluating bess practic
both withini and externai to the theatre sector. This work feeds into our ultimate
action: crafting and applying a set of new active-gatism policies that are bespoke
to the organisation's needs; the staff, freelancers, audiences the Playlgagss en
with; and the wider communities the organisation seeks to serve. We believe in NP
being a safe and welcoming space for all. Our progress is regularly reported on the
Playhouse website.
It is unclear when antiacism policies will be published, that is to say, the timescale that the
group has agreed and whether it is on schedule, and how the policies will be disseminated
when the work is completerécommendssigningimescaleto when these polices will be
in place, rather than risk returnees to the website assuming that progress is slow.
Point Two of the AntRacism Action Plan ian intentiomit o i ncr ease t he
ourworkforcec ACE' s fifth annual diversitifrstreport
time statistics from individual organisations, specifying the gender, ethnicity, disability, and

sexual orientation of the workforce in edéhrrom 1st April 2018, ACE introduced a new

BNottingham PIRayxhosus é&ctiiAdamt iGroup, 6 Nottingham Pl ayho.i
https://nottinghamplayhouse.co.uk/abostantiracismactionplan/antiracismactiongroup/.
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four-point scale to evaluate succe%ot met, met, strong and outstandinghis isanother
reasorwhy 2018 is an important year from whichneasuredNP6s pr ogr ess t owar
goals. For the period 1st April 2018 to 31st March 2019, NP statistics revealed that
permanent staff identified as 90% White, 2% White Other and 9% BA&4Hing to a
creative case rating émebi.e. the secordbwest rating:> ACE publicly shared its
expectation that all NPOs in Bands 2 and 3 commit to achieving a ratisgarfig by
October 20228 In 2018, when NP was the venue chosen to launch the PDRMCE
diversity reporit was in the context dhe city's racial diversitput in 2020 ACEhighlighted
it as anexample of disappointing statistics on ethnic diversi#ks ACE published the data
for its Annual Diversity Report of 2012020, then, there was a marginal decrease in non
white identifying permanent employees (5% Black, Asian or Ethnically Diverse, 93% White,
1% White Other and 1% Not Known). September 2020tb& creation o& dedicated
Diversity in the Workforce working group at NP, whose purpose is
Assessing the impact of Positive Action. Devising a programme of change to deliver
at least 15% representation in the permanent staff ke Nottingham Playhouse
in the area of staff who are Black, Asian and ethnically diverse. Delivering the
programmeand evaluating it against the ultimate aim of ensuring that the workforce
of Nottingham Playhouse represents the diversity of the community we'8erve.
Although the data for 2022021 looked much more promising, with 12% of permanent

employees identifying aiBlack, Asian or Ethnically Divergg88% White, 1% White

BArts Council England, fAEquality, Diversity and the C
17, 2020) 33 https://www.artscouncil.org.uk/sites/default/files/download
file/ACE_DiversityReport_Final_03032020_0.pdf.

®Arts Council England, AApplying to t Ibacceéésetd Augustal Port
23, 2023, https://www.artscouncil.org.uk/sites/default/files/downfdadnvestment_process FAQs.pdf.
"Georgia Snow, fdAMajor Theatres Put on Notice by ACE c

0Di sappoi ntTherStagePebroaryd8, 20200 hitps://www.thestage.co.uk/news/ntlagatresput-
on-noticeby-aceoverdiversity-asannualreportrevealsdisappointingpicture.

B¥Nottingham Playhouse, fADiversity in the Workforce, 0
https://nottinghamplayhouse.co.uk/abostantiracismactionplan/diversityin-the-workforce/.
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Other), ACE warned that due te1® closures and restrictions, data couldbexidirectly
compared due to different sample sip€sTherefore, the most wip-date information

regarding workforce diversity at NP can be found on the Diversity in the Workforce working
group webpagdiEmployee Representation has marginally improved as of 31st March 2022:
employees identify as 2% Asian or British Asian, 9% Black or British Black, 5% Dual,
Mixed or Multiple Heritage and 85% White° The improvement is attributed to an updated
recruitment policy and an influx of new staff, with 23 vacancies advertised between February
and July 2022for example Although the 15% target has been surpassed, it is unclear if
statistics refer to permanent staffvainether theynclude freelance practitionetsl

recommendNP make this data more transparent by explaining who is included in these
statistics, even if that means acknowledging some of the difficulties involdersifying

the workforce.

Points Eight and Nine reference career development opportunities for Black theatre
practitioners. Point Eight commits to developing a mentoring programme for Black people
wishing to develop a career in theatre, but it is not clear wiltdcko identities arencluded
in this commitment. As oDctober2023, this programme has not been instituted. Point Nine
commits to continuing to provide opportunities for freelance artists to engage with NP
through the Artist Development Programme, Amplify. There is no menticacefor
ethnicityregarding this commitmenRoint Ten is the only point to reference the work of the
Participation Department directl§iTo ensure that the work we present on our stages and

create in our participation programmes reflects the communities that webSerige.

¥Arts Counci |-21FAnmydl Rivedity Repd0 0Arts Council England, Jun
Nottingham Playhouse, f@dDiversity in the Workforce Ju
August 23, 2023, https://nottinghamplayhouse.co.uk/absfantiracismactionplan/diversityin-the-

workforce/.

211t was confirmed to me by NP Director of Participation Martin Berry that the statistics refer to permeant

employees only and are therefore comparable with ACE statistics. However, this would be unclear to a member

of the public and therefore remains asuis of transparency.



commitmentmay havebeen metn many wayssince the inception of the Participation
Department, but it is surprising that this commufggingDe par t ment 6 s remi t d
figure more prominently. The final poiriiJo ensure that all marketing material is using
appropriatdanguage and imagepresents no guidance as to who will be accountable, or
how fappropriaté may bedefined internally, whether thdarketingDepartment alone is
responsible, or whether all departments will contributilitbassessment.

The AnttRacism Action Plaiis in many ways, a superior attempt to engage with anti
racism activitiesMany other British regional theatresthout any public antracism
activities include Bristol Old Vic, Curve (Leicester) and Sheffield Theatre. Hownezg
are no time scales specified for the operation of the. Rlamesmay beattached to items
internallyso that individuals obepartmentsreresponsible for specific actioase clear in
their responsibilitieso NP, butit is unclear how the twé.ction Groups are working towards
implementing the points the Plan and this would be useful for the public to kée
evident that the work currently being undertaken at NP is desigriedféat representative
changeéfor the Black community but, it is unclear how it will affect changeBiotish Asian
communities, the largest in the city, monBritish white communitie$? One clear measure
that has been implemented is the Racist Incident reporting system, launched in 2022 and
available via the NP's webs#elt is not mentioned in the initial ArfRacism Action Plan,
but the AntiRacism Action Group has developed and implemented a way for anyone,
internal or external to NP, to report a racist incidéhte Report a Racist Incidepage

provides clear information on how the Racism Reporting Group will process reports and what

22 According to the 2011 Census, titssian Pakistatiet hni ¢ group, which made up 5.
population, is the largest global majority community in Nottingham, with five other groups having populations

of more than 2% of the city's totdiAsian Indiam; fiBlack Africard; fiBlack Caribbeag fiPolishd; andfiAsian

Chinese ®hefiPolishd ethnic group (6,031 people; 2.0%) walnaite-i ncategory and by far the largest of the

groups not covered in the standard detailed breakdowrfiNfi-Racism Action Pla.

2Nottingham Playhousep AReport a Racist Incident
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kind of response can be expectéd mechanism for employees to report a racist incident is

not unusual; it is a legal requirement to protect employees from racial discrimination, because
fracais one of Hprotected characteristidsovered by the Equality Act (2010). What is

novel and a clear example of good practice is that the mechanism is available to the public as

an outward and open indication that NP is committed to creating a safe theatre environment.

24 As of October 2023he Racism Reporting Group consists of: Sairah Rehman, Chair of thRdgiim
Action Group. Natalie Gasson, NRustee and Chair of the Diversity in the Workforce Working Group, Neena
Sharma, NP Trustee and Independent HR Consultant (Secretary of the Racism Reporting Group)
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A Postscripti Aladdin

As part of my research into the influence of the NP board of trustees on community
engagement, | began interviewing board members in early 20@0.establishing the board
members' understanding of their role dneir thoughts abouhe work of theParticipation
Departmentinterviewsmoved on to focus ontié P 6 s r & £-h% After ¢he
publ i cat i o+Racsrh AchibR Blan, | Asked board members for their thoughts on
antiracism activities, and how, if at all, they had engaged with the wdHedwo anti
racism working groups. Responses tended towards proud recognition of this cultural work
but, beyond thatuggestedittle interaction foror fromthe board of trustees. Beyond
quarterly updates fromthe AvdiRaci sm wor king groups on NPOGs w
the public to know what impact the groups are having eltiiéis pattern of responses
remained until one interview in which it was disclosed that the-Ratism Action Group
had been involved in the choice to change the 2022 pantomimeAfeatdinto Dick
Whittington

As is tradition, during a pantomi meds run
go on sale. On 3rd December 2021, NP revealed that its 2022 pantomime wAldddir
The Middle Eastern folk tale is a stalwart in the traditioparitomime with its first recorded
performance in 1788, aritdhas remained popular with UK audiences ever sifidés would
not be the first performance Afaddinat NP; there were productions in 1951, 1989, 2003,
2008, and again in 2016. It is common for theatres to cycle through pantomimes, repeating
the most popular stories every few years. For 282#jdinwas to be written and directed by

Adam Penfordvho wrote in a press releas@éladdinis one of my favourite panto titlesddt

1 Anti-Racism Action Group updates were posted to the NP website on the following dates: March 2021, May
2021, October 2021, January 2022, April 2022, July 282ptember 2022, Feburary 2023 and May 2023.
Updates occurred on average every three months.

2VC Clinton-Baddeley Some Pantomime Pedigre@®ndon: The Society for Theatre Research, 1963) quoted

in Milly Taylor, British Pantomime Performand@ristol: Intellect Books Ltd, 2007), 70.
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a beautiful story with the perfect balance of adventure, magic and rorafoe stage was

set, but in April 2022, a statement appeared on the website annouiicing, s y ear 6 s
pantomime will be changed ick Whittingtono Aladdinwas to be, the statement explained,
fput on hold to allow for more development tigtelhe language useslould seem to

conceal the reasoning behind the decision, wbarhesponded to concerns raised by the
Anti-Racism Action Group.

Members of this group, as well as Adam Penford, raised concerns with the board of
trustees, querying the choiceAiddinand wanting to ensure that the adaptation was
sensitive to the cultural context of the source material. A board member redthens,was
a discussion about all the kinds of cultural issues, where it is set, and what sort of cast
members they should have faladdin all those types of thing®.Adam Penford raised
concerns, having discovered that other theatres had faced criticism for racist and insensitive
adaptations oAladdin Pantomimes hawecentlyfaced criticism for being sexist, racist,
ableist and for reinforcement of stereotypes thratagting patterns and character dialogue,
and inappropriate routingsuch agiThe Walb whereby a male actor would look up the skirt
of the female actdt Conversely, pantomime has also been the chosen theatrical art form of
the antiw o k e b riculiuee dvardd Gontroversial broadcaster and provocateur Piers
Morgan on the ITV morning news program@eod Morning Britainsuggested that

pantomimesihave been the last refuge of political incorrectriégsticles inThe SunThe

SSarah James, ANottingham Pl ay@estEneTheagddeBambeg®& Al addi n
2021), https://www.westendtheatre.com/104632/news/nottingilaymouseto-stagealaddinrpantein-2022/.
“Nottingham Playhouse, #AAladdin (in Person), o Notting
https://nottinghamplayhouse.co.uk/events/aladdin/.

5 Nottingham Playhouse Board Member, interview by Ldtwart,July 21, 2022.

SFor Ablism see: Erin Pritchard, iGet down on Your Kn
P a nt o nbisabdity $tudies Quarterl42, no. 1 (August 18, 2022), https://doi.org/10.18061/dsq.v42i1.7576.

For racism see: Simon Sl ad e mBrtishilieatre Gudelane d2, 2020eForé s T al k
sexism see: Baz Bamigboye, i P 3he Daily NBa) BesembeB& 2017st Japes

"For more, See, Bart Cammaerts, AThWolkédnOulmalrni e aWa rod
Di scour s e Discourst & 8ocidig8,,n@. 6 (May 12, 202273071 743.
Piers Morgan, fAShould Panto Be Pol it i c &Blitdn, | Good Mor

November 26, 2019ttps://www.youtube.com/watch?v=RDTkIBSCOEO&ab_channel=GoodMorningBritain.

107



Expressand particularlyrThe Daily Mailexpress concerns over the inclusion of trigger and
content warnings and specifically the role of the pantoniitiaened Contradictorywiews

about pantomime suggest that it is too controversial for some and not controversial enough
for others. Writing fofThe Stageén 2018, Simon Sladen, SeniBurator of Modern and
Contemporary Performance at tetoria and Albert Museum, advocated for pantomime to
be updated and citedladdin in particular BedworthCivic Hall, only one among many
controversial productions, faced criticism after naming characters Chow Mein Slave of the
Ring/Villager and PC Pong Pirfgn 2020, Forum Theatre in Billingham was condemned for
having an alwhite cast, despite the characters being describéth@a<hinese Police Mén
(sic).1? Any adaptation ofladdinwould need to be aware of the cultural context of the
source material and ensure that the representatibiidolie Easterrand Chinese characters
did not fall into racist tropes.

A board member shared that NP had chosen to conceal the Adaddimhad been
postponed indefinitely aneikxpressed theish that the theatre had engaged with ticket
holders:fil think that it might have been interesting in terms of how that was perceived by
audience®r The same board member shared this decision as a positive example of the work
of the AnttRacism Action Groupfil do not think that this would have been a conversation
that would have been had necessarily in that way béfohe board member concludéi,
do think that conversation really might have been hard without that group, but I think it was
discussed fily in the groupd!! Transparent conversations are a powerful tool for
encouraging accountability and trust amongst communities and inside organisatioed. R

Marsdena theatre director, is quotedTmeStage for example, advocating thdt,la$ an

Neil Johnson, fils That Racist? Oh Yes It Is! Panto a
S| a vThe TamesAugust 23, 2023, sec. news, https://www.thetimes.co.uk/artithefisacistoh-yesit-is-
panteatbedworthcivic-hall-pulls-advertfor-chow-mein-slavedndwbsn7x.

M ucy Lillystone, @AAladdin Pantomi me Accused of Raci s
21, 2020, https://www.indiependent.co.uk/aladdantomimeaccuseebf-casualracismwe-cando-better/.

11 Nottingham Playhouse Board Member, interview by Ldtwart, July 21, 2022.
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industry we still believéladdini s a strong story, weANPed t
believes it can produce a culturally sensitive productiofdladdin, then one reading of the
failure to share its thinking with patrorssthat it is incongruent with its current public
commitments. To cancel quietly and without explanation suggests that the production team
does not feel equipped to produce an adaptation that will not inevitably veer into racism, and
this will certainly reluce the selection pool for future pantomimes. An alternative reading is
that NP has made a shrewd decision allowing the production team time to study the source
material and develop stnger relationships with Chinese and Middle Eastern performers in
order to do a production justi@eand to express its commitment to social justice. | hope NP
audiencesnay have the opportunity to watédladdinin thefuture, and | think that sharing

how this cultural work is changing programming is a useful way for NP to engage with the
public, and perhaps to invite more expertise and debate into the discli$®anore openly

NP engages this work and shares its ideas along the way, while learning finistortg and
celebrating its longtanding commitment to diversity, as this chapter explores, the sooner it

may evidence the materiethange it is working to effect.

2Si mon Sl aden, fAWhy Pant omi me MIhs Stagieveritbpr@®2 2088 f or
https://www.thestage.co.uk/opinion/historigaimonsladenwhy-pantomimemustbe-updateefor-the-modern
age.
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Racial and Ethnic Diversity at Nottingham Playhouse Recommendations
This chapter has provided a detailed critice
where progress towards increased engagement with Black communities was envisaged and
sometimes made visible. The recommendataresmapped alongside the eleven
commi t ments whi c h-RacismAstion Rlanvhese apprie@iste THeset i
recommendations are grouped into eight themes: Increasing Trust and Transparency,
Improving Organisational Memory, Failing Well, Accountability, Engagement with- Non

Black Communities, External and Internal Communications and Physical Space.

Increasing Trust and Transparency

If NP wishes once again to enter a successful period of engagement with global majority
communities, | recommend that it focuses on increasing trust and transparency with these
groups. Research undertaken within a university setting has found that aisatigameeds

to have a culture of transparency to encourage trust in the commitment to stated diversity
goals? For example, the cancellation Afladdinin 2022 was an opportunity for NP to raise
the issue of representation in theatre inftien of a public conversation or staged debate on
stage.These recommendations work towards ptineeof the NP AntiRacism Action

Plan3

1 A nRagism Action Plam,Nottingham Playhouse, n.d. at https://nottinghamplayhouse.co.ukfasi@unti
racismactionplan/ A copy of the AntiRacism Action Plan is included as Appentigf this document.

2Molly B. Pepper, Linda Tredennick, and Raymond F. RejEsinsparency and Trust as Antecedents to

Perceptions of Commitment to Stated Diversity Gaalsurnal of Diversity in Higher EducatiaB, 3(2010)

160.

3 Point three of the action plan isTaimake a commitment that we acknowledge past mistakes and will learn

from them and make sRiasctiasinm afbcltei ocnh aPlgaens,. 00 Ndontttii ngham P
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1. To build trust through community engagement, NP should seek to create a public forum
for challenging discussions.
a) NP should explore the appropriate format for supporting and encouraging
discussions in response to both artistic programming and organisational decision
making. Dialogues could be achieved through prgostshow talks, press

releases, podcasts, and sbonedia.

2. NP should increase transparency about how and why decisions are made about artistic
programming, organisational structures, and community engageimsrdould lead to

greater participation as well as trust from global majority communities.

3. There is currently no formal way for community members to influence desgisaking
at NP directly. | recommend that NP explore how to introduce a dialogue with
community members.
a) NP successfully encouraged feedback from young people via the NP Youth Board
established in 2021. This model could be replicated on a wider scale with the
creation of an NP Community Advisory Board. Community Boards are an

established model that has beancessfully applied in cultural organisatidhs.

Improving Organisational Memory

‘“For an example of a cultural organisation that has e
Tullie - Museum & Art Gallery, accessed October 12, 2023, https://tullie.org.tikigat/ed/community

board/; The Urban Institute, a tifaised think tiak, has produced a guidebook of tools and resources for

establishing and integrating a Community Advisory Board Be&e Arnos, Edward Kroll, Emma Jaromin,

Hannah Daly, and Elsa FalkenburgéiT o ol s and ResBaseeésCdmommuProyehsdvi sor
Washington DC: The Urban Institute, October 2021

https://www.urban.org/sites/default/files/publication/104938/t@wld resourcedor-projectbasedcommunity
advisoryboards_0.pdf.

111



Interviewees identified a lack of recorded institutional memory as a factor in the loss of
learning and outcomes from past projects, initiatives, and former staff meilyenessearch
has resurfaced the previously undocumented history of engagement with Black communities

at NP. These recommendatioaddres$oint 3 of the NP AntRacism Action Plan.

4. The analysis in my chapter brings NP up to the present day and will be publicly available
as a resourcé&.hroughout this research, | have amassed oral history interviews, making
available some transcripts in the foafnan Appendix, to afford opportunities for NP to
reflect on and learn from past initiatives and to begin to provide a resource to strengthen

organisational memory.

5. I recommend that all digital content concerning the /&dcism Action Plan, Arti
Racism Action Group and Diversity in the Workforce Working Group is archived

regularly, and that some is made publicly accessible as evidence of progress.

6. To further strengthen institutional memory, | recommend that NP acknowledges any
group, initiative, sessions or schemes that have ended in the last year and, if appropriate,
include the reasons for ending them.

a) | recommend that, where possible, this information be includ#dte annual review
published on the NP website. Including this information serves as a formal
acknowledgement of participants and provides transparency about why a group may

have disbanded, especially when a decision is made to institute a new group.

7. TheAmerican Theatre Archive Project (ATARas produced an archiving manual for
At he busy theatre makero that aims to help

sensibility that saves time and money while preserving and making accessible records of
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theatrical p r NP showdd cansider thisresadiraedfdr how it could
support future research, i mprove organisat

impact on the community.

Failing Well

The current cultural policy landscape is identified in the chapter as a barrier to learning from
failure. The chapter evidences historical examples of NP moving on without having the time,
or having taken the time, to consider how learning from thosatimgs could be taken into
future work.This recommendation works towards point 4 of the NP-Rattism Action

Plan.

8. I recommend that NP embed tools and activities developed by FailSpace, an AHRC
funded research project which aims to support the cultural sector to better learn from
failure 8

a) FailSpace tools and activities support cultural organisations to recognise,
acknowledge and learn from failuM.orkshop tools are free to access and take as

little as 30 minutes to 1.5 hours to complete.

Accountability
The present f eRacmma Actiom PlanNhBludaes fe oppartunities for
demonstrating proof of tangible progress. Of the eleven points, none includes a target

completion date or a responsible staff member, and no specific outcomes are assahiated

SSusan Brady, Ken Cerniglia, Maryann Chach, Brenna Edwards, Jessica Green, Helice Koffler, Sharon Lehner,
and Tiffany Nixon, APreserving Theatrical Legacy: An
Theatre Archive Project, 20210), https://www.americantheatrearchiveproject.org/resources/preserving
theatricallegacyanarchivingmanuaifor-theatrecompanies/

6 FailSpacePr oj ect |, AAbout Fail Space, 0 2020.



points. The current systemofaont hl y updates on the action
show progress towards actioning the PTEmese recommendations work towards point 7 of

the Action Plan and its implementation as a whole.

9. Irecommend that an expected date or timescale for completion accompanies each point.
It is currently unclear how progress is being measured. Therefore, the community cannot
track the progress made by NP towards satisfyingadhn@amitments publicised in the
Plan

a) The National Theatre of Scotland provides an example of how NP may choose to
approach this recommendation, by specifying an action, target/steps and a deadline
via their websit€.By sharing more detail, the wider community can see intiea!

that the commitments made in the plan are being fulfilled.

10.To increase accountability to the community, and perhaps to accelerate the outcomes, |
recommend that a named person is responsible for each point of the Action Plan.
a) This recommendation is supported by guidance from the businessiunity
outreach charity Business in the Community (BITC), which recommends within its
Race at Work Charter that organisations appBk&cutive Sponsors to provide
6visible Ileadershipd on i sseeChafered ace a

Institute of Personnel and Development (CIPD) also recommends the appointment

of afirace champiobwi t hin a | eadership team?®o0o 6t al
A AnRaci sm Action Plan, o National Theatre of Scotland.
https://www.nationaltheatrescotland.com/about/mfeare/reportsanddocuments/aactionplan
S Race at Work Charter, o0 Business in the Community, 2

atwork-charter/
‘iDevel opirmg i st a&he Cramtteeed Ipstitdte of Personnel and Development (CN2®),24,
2021, 8.
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Engagement with NonBlack Communities

NP is located in the Radford and Park ward of the city, wilteBlack and Minority Ethnic

Group® comprise 48.6% of the population, with the largest group being 17A8%n/Asian

Britisho the largest individual communities being 7.9% Other White and 7.1% Pakistani.

According to the 2011 Census, tiesian Pakistari ethnic group, which made up 5.5% of

the Cityodés popul ation, i's the | argest gl obal
ot her groups having popul atali(idsisIndief Bhackr e t han
African, @Black Caribbean @oliglo andiAsian Chinese dhefiPolishd ethnic group

(6,031 people; 2.0%) wagwrite-in0 category and by far the largest of the groups not

covered in the standard detailed breakdéWrhis recommendation addresses a potential

deficit in the AntiRacism Action Plan.

11.Where relevant and appropriate, the AR#cism action plan should be updated to

include specific actions for Pakistani, Indian, Chinese and Polish communities.

External and Internal Communications

External marketing and communications are, for the most part, how the public sees and

interacts with NP. Director of th@entre for Cultural Value, Ben Walmsley, suggests that arts
marketing has become an increasingly valased exchange relationshi-low NP is

promoted and communicated via NPO6s soci al ch
communities engage with the contefftese recommendations work towards point 11 of the

NP Anti-Racism Action Plan.

10 Nottingham City Council, Ward headline&thnicity - Nottingham City, Census 2011Ethnicity, n.d.

I Walmsley argues that the transactional model based upon four core elements (or 4Ps) of product, place, price
and promotion is now outdated and proposes that a new paradigm based upon aspects of experience, exchange,
environment and engagement (4Es) hasenged. Ben Wal msl ey, fiThe Death of
Shift from Cons unitsandthe Marged, BEmlr(A0OhiBe nt , O
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12.1 recommend that external communications accurately réflé¢td s out put and

and span of work undertaken by the Participation Department.

13.1 recommend that internal communications keep staff updated with progress made against

the AntrRacism Action Plan.

a) All staff should be aware of when positive progress is made and what they can
expect to see change or develop because of theRaaism Action Plan, Arti

Racism Action Group and the Diversity in the Workforce Working Group.

Physical Space

If NP is to reassess its institutional values through itsraictsm initiatives, the physical

space should be considered for ways in which it may present barriers to creating successful
intercultural relationshipdistorically, NP did not have an-imouse studio space, which

limited access to diverse practitioners and artistic outputs not typically seen hstagen

productions.

14.1 recommend that NP maintains an awareness of how the physical space of the theatre

building and any spaces used by NP are best optimised for inclusion.

11€
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Harnessing Change: Investigating Dynamic Shifts in Nottingham Playhouse's

Community Work, 2019-2023

On an average week at Nottingham Playhouse (NP) in 2019, you could attend oneof the 1
weeklyclasses for people over fifty on a Monday. On Tuesday, you might have met a friend

for a coffee in the café bar, and on Wednesday attendedrag Company session. You

might have taken your undéve-yearold to a Story Explorers show on Thursday. On

Friday, you could have been one of twenty university students undertaking a placement at

NP. Many of these activities would not be defined aditicmal theatregoing. The Theatres
Trust Act of 1976 defined a theatre as fAany
or mainly for the ptNoW,iheatrgs bavefsorpassediegad of pl avy
requirements as they were understood back thedividuals and communities who may still

view theatres only as buildings in which they pay to watch a performance that has been
developed and performed by a group of professionals fromagaleed seat are missing out

on the rich community offer occung off stage. Theatres are multifaceted venues offexing
myriad of experiences beyond the main stage. In 2019, NP also undertook its largest

community engagement project to date, producing the@bmgm Boywith a large

community cast but during 2020 and 2021, d¢t®seto undertake its community engagement

! Theatres Trust Act 1978976, Chapter 27, Adopteds2lanuary 1977, accessed January 16, 2023,
https://lwww.legislation.gov.uk/ukpga/1976/27/introduction.

2The Theatres Trust Act 1976 used the same meaning of
1968: (a) any dramatic piece, whether involving improvisation or not, which is given wholly or in part by one or

more persons actually present andganing and in which the whole or a major proportion of what is done by

the person or persons performing, whether by way of speech, singing or action, involves the playing of a role ;

and (b) any ballet given wholly or in part by one or more persons cpnasent and performing, whether or

not it falls within paragraph (a).
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activity during a global pandemic, which saw government lockdown restrictions in place for
fourteen months between March 2020 and July 2021.

Now, the organisation confronts new challenges, including the impacost @f
livingcr i si s that was building then and the eff
policy intended to make the UK a difficult place to live for immigrants, whilst, as always,
balancing the expectations of its largest funder, ACE and deliveringitsés Cr eat e st
for 20202030The Let 6s Create strategy is focused
Cultural Communities and A Creative and Cultural Country. To inform its investment
decisions and organisations in receipt of funding, ACE has adopted four Investment
Principles: Ambtion and Quality to ensure an emphasis on improving the quality of creative
work; I nclusivity and Rel evance to ensure th
organisations supported and the work produced; Dynamism which enables organisations to
respond to different challenges; and Environmental Responsihilitisis chapter | bear
these principles in mind as | argue for and evidencetiwgtres shoulde conceptualised as
sociccultural and community venues in the context of community engaderoevities
between 2019 and 2023. NP had previously undertakendagege, standlone community
projects but usually in partnership with other organisations. Mass Bolero in 2014 stands out
as a collaborative partnership with Dance4 and the ConfettiaM&aebup, a group of five

creative, digital and entertainment businesses, including Spool, a film production company.

Sl nstitute for Government, ATimeline of UK Government
for Government, accessed August 29, 2023, https://www.instituteforgovernment.org-uk/data
visualisation/timelinecoronaviruslockdowns.

4 Forfurther explanation athe Hostile Environment sgel72, for relevant literature see Fr ances Webber ,
the Creation of the B#é&Clads0one.4i(201p 76BT Bdphiea n\Wekenet al.,6 0

AThe Negative Health Effects of HoseécliohatSelgicevi r onment
Eval uation of Humanitar i aWeltbmaOpenReseardanoPLO9qduly 2 on i n tt
2019)109, https://doi.org/10.12688/ well comeopenres. 1535
Hostile Environment: D e @ritical iSacial Pdicydl,mm ¥4 @anaaty 1102021Cont r ol , ¢
521 44.

5 Dance4 was founded in 1991 and continues to lead and contribute to city projects. Founded in 1994 by Craig
Chettle, the Confetti media Group exists under the aegis of Nottingham Trent Univeaitggham
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The project was conceived and directed by Fiona Buffini, Associate Director of Nottingham
Playhouse (2013 to 2018) as a tribute in celebration of tha@@iversary of Jayne Torville
and Chri st oph e rwinDrgdigu@ skatiggoptogrammme ak thé 1984 Winter
Olympics. Nottingharb or n Tor vi | | e and Dean trained at
have maintained strong connections to the céyrning often to perform and make press
appearancesChoreographed by Jeaneflran Charles, a Black British creative and leader of
multiple global projects, 46ommunity groups, schools, colleges, sports teams, businesses,
andcharities across Nottingham and Nottinghamshire participated in a version of the Bolero
figure skating performance as it was adapted into a community dance performance. The film
premiered at NP and launched the Nottingham European Arts & Theatre Festatal) on

23rd May 2014; it also launched Notts TVh March 2020 in response to the pandemic and
while moving to sharing digital content, NP publicised the video via inclusion in email
newsletters and a dedicated webpagésonwebsite? Bolero was a very successful project

with a tight agenda,; the sophisticated film belies how much preparation took place to create
it, but in 2019 | observed a looser and very different kind of community projectitsom

inception.

Pl ayhouse, -aMassbBoeeto Torvill & Dean, o YouTube, Ma)
https://www.youtube.com/watch?v=8WOO6qoEcgo&t=6s.

8 For example, in 2012, Torville and Dean returned to the National Ice Centre to perform with the Olympic

torch as part of the relay. In 2015 the duo filmed the documeltfginkat the Centre. They retuned again in

2018 to promot¢he Dancing on Ic&ive Tour.

" A project shared between Nottingham Trent University, Confetti Media and Inclusive Digital led to OFCOM
awarding a licence for a new television channel in tt
Neat14 Festival Is Back withaBang ThisMayi sit Nottinghamshire, 0 Visit Not
https://www.visitnottinghamshire.co.uk/blog/read/2014/04/nottingharmat14festivatis-backwith-a-bang

thiss-may-b4446.

SNottingham Playhaude, buMas $ oBdloewvao | | & Dean, 0 Nottin
https://nottinghamplayhouse.co.uk/news/maskeroa-tribute-to-torvill -dean/#videemodal.



The Coram Boy Community Theatre Project (2019)
As a revealing case study, the Coram Boy pro
community engagement more broadly. Unlike previous projects, of which Mass Bolero is the
most renowned, Coram Boy was the first community project undertaken spllly, under
the leadership of Adam Penford, Artistic Director since 2017. Penford is credited as the
director and he underlined in a press releas
exciting c¢ommu nilifolpweg theocpnamurity caso fromh eetearsaldto
performance, paying attention to how people shared in the experienadflared to issues
now highlighted in arts evaluation: loneliness, wading, creativity, and positive mental
health outcomes.

CoramBoy( 2000) i s a novel by Jamila Gavin, a
heritage who believes fAstories are an essent
members of olUrt cwommutnrhiet yha t bread Prize for |
Adapted into a play by HelenEdmd s on i n 2005, Gavin describe:
of wi s h 4Perfofmed witteboth prodessional and community casts, the play has
been consistently reproduced in the fifteen years since it premiered to favourable reviews. Its
success is evidenced in the National Theatre production in 2005, its run at The Imperial

Theatre on Broadway in 2005 and nomination for six Tony Awailds2019, the novel was

INottingham Playhouse, ACoram Boy: The Story so Far, o
https://lwww.nottinghamplayhouse.co.uk/news/coitzay-the-story-so-far.

2 Nottingham Playhouse, "Coram Boy: The Story So Far."

3 Jamila GavinCoram Boy(London: Egmont Books, 2001). Jamila Gavin, "Why Children Need Books and

Why | Need to Write Them," Address to The First Festi
Republic of Iran, 2004, accessed February 1, 2020, http://www.jamilagavikiwriting.html.
4Helen EdmundsorGoramBoy( London: Nick Hern Books, 2005); Jamil a

March 28, 2021, http://www.jamilagavin.co.uk/cordmmy-astheatre.html.

5 Performances dforam Boyhave been undertaken by various theatre groups, for example, the Cotswolds

Theatre Group in 2019, Sharnbrook Mill Theatre Trust in 2016, Bristol Old Vic in 2011, and York Theatre

Royal's Youth Theatre in 2010.

Favourable reviews of the 2005 National Theatre prod
Nati onal T h eThd IndependdnDecednben 21, 2006, https://www.independent.co.uk/arts
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introduced as a set text fGCSE English Literature in response to student and teacher
feedback about the lack of diversity of the authors selected for study. The whitewashing of
the UK education system despite the diversity of pupils was underlined when in 2015,
Pearson highlighted he novel 6s inclusion for Key Stage
change pervasive white norms and ideolb@oram Boyhad already been expected to carry
significant weight as a standard bearing text, then, before it was selected by NP. The story
Gavin tells has resonated with audiences internationally, and it has been the subject of literary
criticism; when arguing th&foramBoynay be read as fAcosmopolitart
Germain Buckley notes how its gothic imagery may be used to interrogate Britain's imperial
and colonial historyFor Gavin, the story exposes a hidd
eighteenth century were routinely brutalised... It was often entirely a matter of luck if a child
was kindly and lovingly reared, and it was to redress this that Captain Thomas Coram opened
hi s hospi £Hetfictibmforehyrduhds thé@role of private philanthropy in addressing
issues that were largely neglected at the level of government and it introduces readers and
audiences to the work of the Coram Foundation, founded by Captain Thomas Coram in 1739
in London. A potted history of the Charity was included in the programme produced by NP
for its project:

Thomas Coram, a successful sea captain, had returned to England after ten years

living in America. He was shocked by the sight of destitute and dying children left

entertainment/theatrdance/reviews/corafnoy-nationattheatrelondon6 2 2 9494 . ht ml ; Philip Fi
Review: Coram Boy at Royal National Theatre, OIlivier
2023, https://www.britishtheatreguide.infeviews/coramboy ev ; A Cor a m THe &GtageR@y i e w, 0
https://lwww.thestage.co.uk/reviews/2005/cofaay-review-at-nationattheatreolivier-london/.

6 The educational publisher Pearson situlesasm Boyf or , firecogni sing the importan
literaturedo see fiPear son -1IE)d efxrceerh 260CISE, E nRd d rssho rL,i t 20 1a%
https://qualifications.pearson.com/en/qualifications/edegcees/englistiterature2015/teachingupport/mew-
diversetexts.html.

Chl o® Germaine Buckley, ot iFondam€ht adrBndsi &Sbt Natuesm
Pedag@Glgiyl orends Lit &9(2a018)3, =Coiam Boghdsumarsy gath@ elements,

enumerated by Buckley as fghosts, hauntings, body hor
types, o0 24.

8 Gavin,Coram Boy n.p.
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abandoned on Londondés streetsé so he star
Ohospital for the maintenan€Eoel7gdars,poor and
Coram petitioned the King for a charter to create his Foundling Hospital. He was

finally granted royal approval in 1739 and, two years later, the Foundling Hospital
opened its doors in Bloomsbury, &on area a
was to give children a roof over their head, a healthy diet, access to healthcare, and a

practical eduation so that they could work to support themselves as they grew up.

Today, the Coram Thaveltygp,s delsisvem amsdtmpmr omo
support of vulnerable children and young peo
matters most for childree,r e at i ng better chance8Gawinddsa br
novel i's grounded in this social justice pro
community project resonated, | would argue, because from the relative safety of historical
distance, it commented meaningfully on fin@stile environmeiitfaced not only by

newcomers to the UK but also by established citizens like members of the Windrush

generation. If such politicised commentary was oblique and may not have been a

consideration at all for some audiences, it is unsurprising because irdérecontext, there

is considerable linguistic slippagte matound t
leastbecause 0 Whi te Paper introduced it: AThere i
definition nor clear aims and objectives. The policies are spread across various Immigration

Act s, rul es, and regul ations, afTHeatre tcam N g n u me
and, | would assert, should intervene in such debates, and can do so sensitively but

meaningfully. The emphasis on health and social care is indisputa®tgam Boy and,

thereby, in the community project inspired by the novel.

The Coram Foundation, f@dAbout Usus.d0 n.d., https:// www.
YMel anie Griffiths and Colin Yeo, AiThe UKOGEritiddlost i | e E
Social Policy41, no. 4 (January 11, 2025p1.
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Gavin emphasised poverty and precarity. In its eighteesnitury Gloucestershire
setting, the stage play opens with a man called Otis promising a destitute new mother that he
will deliver her baby to the Coram Foundling Hosplfdl is a lie. It quickly transpires that
Otis is killing and burying babies but taking money from their mothers for their upkeep.
Otisbébs son Meshak falls for a local girl, Me
Ashbrook family, and makes a frientiAlexander Ashbrook, who is struggling with his
fatherés decision to stop his musical educat
Aaron, Meshak takes him to the real Coram Hospital without her knowledge. As Act Two
begins, Aaron is 8 years odohd living at the Coram Foundling Hospital with his best friend
Toby, the son of an enslaved African, who is sent to work for Mr Gaddarn, who is selling
children into slavery. When Toby escapes, Meshak realises that Aaron is being tutored in
music by his &ther and takes Aaron with him to find Toby. Captured by Mr Gaddarn and
taken aboard a slave ship, it is finally revealed that Gaddarn is Otis in disguise. Meshak,
Aaron and Toby jump from the ship, but Meshak dies. Despite the tragic end of the character
who has protected the boys throughout, the play ends with Aaron reuniting with his parents.
The plot is centred on family and does not shy away from tacklingHitiny issues,
including infanticide, slavery and people trafficking. The importance oflissrstaying
together is at the heart of the play, but only private philanthropy makes this possible in
Gavinds story. NP chose a project that woul d
the arts for people without the financial means to do saathtional routes, and by
implication, issued a critique. There are barriers for young people taking up free

opportunities, and the UK government should recognise the power of the arts in ways that it

11 No reason is given as to why the mother, Miss Price, leaves her child in the care of the Coram Hospital.

However, the most common phrases identified in the petitions of mothers to the Coram Hospital included
fdesertion by t he ¢ tapelthke&cial fisgtade efbeing a sngleimother,zasdshe u |
inevitability of unemployment and homel essness that
to the Foundling Hospital, o Coram Story, January 18,
https://coramstory.orgkilexplore/content/blog/admissiots-the-foundling-hospital/.
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generally fails to do. In the meantime, NP is walkitioned to provide cultural opportunities
that are accessible to everyone, regardless of their income or social status, and that are
available locally.

In its iteration as a community proje€@oramBop s casting process be
open call for actors and singers to which more than 300 people responded from across
Nottingham i Appligbats arged2rdmlages 12fto 80, and from a diverse range
ofjobs,i ncl udi ng nur ses, c &4Thke swaeessikl partisipaatn arthdo us dr
Community Company as they came to be known, totalled 100 people. The cast was
predominantly White British (94%), though, with the only other ethnicities represented self
described as Black British (3%) and Black Afriq@86):2 The company was profiled using

the consumer segmentation model Mosaic which suggested that the largest group represented

=]

was Family Basics. 0 defined as fAFamilies wi
meet 0 and that t he yecamanityuwcanpanifActoadingtd 5. 5% of t
Experian which developed the Mosaic model, Family Basics accounts for 7.91% of UK
households and 9.51% of individud)sAs NPo6s Director of Particip
r e c og 1vone pevples’ fives present enormous challenges and engaging in arts and
culture is therefore under st an dmbdpgrticipamtsme way
inparedandc hi | dr endés act lowercbstof publiattanspoR woald support, A
future f H@otgmtBopssaw AFamily Basicso overr

the community cash whichglobal majority communities were underrepresented. According

to the 2021 Census, 10% of Nottinghamdéds popu

12 Nottingham Playhous@&Coram Boy: The Story So Far.

BNottingham Playhouse, fiCoram Boy basic stats evalso
14 More information regarding Mosaic can be founchitps://mww.theaudienceagency.org/insight/mosaic
BExperian, fdMasdbhecokt WK2E22 a
https://www.selectabase.co.uk/downloads/Mosaic7brochure.pdft.

% Martin Berry quotedinCh al | e NGe Nottingham, AFamily Arts Explore
2022, https://challengenottingham.co.uk/faralysexplorers.
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ABl ack, Bl ack British, Car i b-Weite-Britisb.¥ Thia f r i cano

data would suggest that NP was successful in recruiting community members from low

income households babuldusefully consider how it approaches future recruitment of

community participants with a view to ensuring that casts are more reflective of Nottingham.
NP6s stage adaption of a <doarmoes, sxtyfivem ovel tr

scenes, and af2our 20minute running time (including an interval). This may initially

appear to mak€oram Boyan odd choice for a community project, but Penford felt that the

complexity could be advant aderanuBoy sorma Ipil ayf il €

wanted to direct for yearsé [it]Jis too cost!]l

|l arge, but that means it 6asalghe peffentets getlotsto a c on

d o8 @ther factors also led ©oram Boybeing a strategic choice. A decision waade by

the senior leadership team not to include elements-ofeztion in this project. Goreation

has become increasingly commonplace and is u

turno in the cul tural s e ccorespondtd different featutes, on o f

to providing information (reciprocally), to being heard (consultation), to having decision

power, or to the phenomenon ofpmduction (cec r eat i on) , ®Tmatrag ot her s

scholar Ben Walmsley allows that definitions of@eation are disparate because its

theorisation is relatively new but he offers a taxonomy of the key ideas involved:

coll aboration, i nteraction, I nv @iarfeadership exper

wanted to ensure that the outcomes of this project would be of the highest quality possible,

but coproduction is expensive, tirnsuming and has the potential to produce

unpredictable results. The disadvantages groaluction that Walmsley posits are typically

Nicola Kirk, 2021 Census Nottingham City Ethnicity,
City Council, 2022)

18 Nottingham Playhous&oram By Programme (2019%.

®Lluis Bonet and Emmanuel N®grier, AThe Participati ve
Co nt ePodtics§6 gFebruary 2018p5.

12%



Amessy, raw, contingent and context dependen
tested and to produce it in a manner that could be very similar to that of a professional
production? It was also felt that participants would be more willing to engage and commit

their time to a wetknown play. Leila Jancovitch suggests that innovation andailskg

may be stifled if theatres rely on what is popular with participantisd s el ect fAsaf e
the Coram Boy project also maps to the model that Bonet and Négrier describe as amateur
expression: AThe ability of collectives of |
community work. The empowerment of these imndials is total, because they decide on

what, how and when they participate, and the border between the process of
creation/interpretation and of consumption/participation is almosengn st et . 0
democratisation of the project is clear, as
artistic and community outcome. These are issues to which this chapter will return when
considering future projects.

The proliferation oCoramBop s st aging as a community pl
due to its flexibility; It can be staged in
and the production notes suggest that its most challenging features are also opportunities for
Creativestg i n g : Adrowning, flying, babies which m
i n v e n’tThedAtbertdHall, situated next door MP, was chosen as the location of the
performances, a venue that city schools have used as performance space foriRcRdes
stage would not have comfortably supported such a large cast and an organ is also integral to

the production. The Edwardian Binns organ is an imposing presence in the Albert Hall. The

2Be n Wa |l msCreating The@t@ 0Authentic Engagement or hiteg g i t i rEaltural drend<2, no.

2 (June 2013)118.

2’Leila Jancovich, fAGreat Art for Ever yoQulurl Tiemdg age ment
20, no. 34 (December 2011276; Walmsley, "Cecreating theatre," 11; Bonet and Emmanuel Négrier, 68.

22 EdmundsonCoram Boy vi.

2For example, Sharon Monteith remember sTheiMessiahs chool , N\
there in the early 1970s. Focal for the city since the 1870s and used for political rallies as well as performance, it

is now a commercial venue. Its history idh#ps://www.alberthallnottingham.co.uk/Histamgcessed July 31,

2023; Sharon Monteith, interview by Laura Ewart, August 4, 2023.
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complexity of the musical elements led to John Keys, an internationally acclaimed organist,

and Alex Patterson, a composer, conductor and choral animateur, being brought in as musical
directors. The music was signpiensd ed i n NPOs
understanding and suggestive of why this play was selected as a community engagement

project:

Unusually for the period, music also became part of their education, and over time,
was taught more widely through the Hospital with performances given to raise
money. In 1749 the famous composer Handel stagdadtisoncert at the Foundling
Hospital to raise money for the Chapel, and he continued to stage performances of
Messiah every year until his death. Foundling pupils were encouraged to appreciate
music, and many went on to become musicians in the mosigwas army and navy

bands**

The music and choir form an essential component of the play, so much so that its staging is

not very different from that of a musical . S
for the stage, emphasising the importance of music in its proddé@msignificant to the

history of the Foundling Hospital is George Frederic Handel that in Act Two, Scene Nine,

Handel performs his seminal workhe Messial{1741). The musical aspect of the play

carries significance beyond its aesthetic impact insofar as a rapidly growing body of evidence
suggests that music and, more specifically,
health and welb e i # his & a core aim for any community project. One study exploring

womends perceptions of their performance in

24 Coram Boy Programmé,

25 EdmundsonCoram Boy 8, 120.

%For example, see; Betty Bailey and Jane Davidson, #eE
Marginalised MiddleC| ass Singers, 0; Stephen Clift and Il an Morri
and Wellbeing: FindingerfHemlthé KEatdb&bkhaRiSochle nogi ng f
Inclusion15, no. 2 (May 23, 2031889 7 ; Nick Stewart and Adam Lonsdal e, f
Psychol ogi cal B e n e f Psychologyrof MBsidA @016 pR40i54. a Choir , 0o
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enhance a sense of identity, promote-seft eem and confi dence, and
There is pertinent evidence that i1t can fAenh
could potentially ?pThipwasan effect feltcoy padticipantsnlthe s i on . o
Coram Boy choir, whose anonymous responses to my research questions included the
following when enumerating their experiences:

Met wonderful people, met people from all walks of life, made friends. On a personal

level | proved to myself | could do it! Fantastic to be coached (and pushed) by Alex

Patterson. Absolutely loved learning Hantéfel.

Seeing firsthand how a professional, highly skilled team worked with a disparate
group of unknowns to create a singing force to be reckoned with. This process had a
marvellous effect upon our collective setinfidence and a strong sense of personal

belief in our skill set?®

All participants referenced both the individual and a collective experience of taking
part. The Coram Boy project afforded théime opportunity to work together with a creative
team of professional artists, a choreographer, and a musical director, and to collaborate with
two professional actors who performed alongside the amateimisially, Penford identified
six key roles that he was concerned might be too challenging for inexperienced actors.
However, during the auditioning process, it became apparent that promising community

members could fill four of the six. Participants coented on the confidence building that was

an overall outcome of the proj &ba impacthashei r
being involved in Coram Boy had on you so fa
2’KariBattRawden and Sarah Andersen, fASinging-CBwsfoEmpower e

We | | b eHealtly Prgmotion Internationaho. 35 (2019)148.

28| conducted a survey on behalf of Nottingham Playhouse between October and December 2019 with the
community cast of Coram Boy. 20 digital and physical responses were received.

29 Survey undertaken by Nottingham Playhgu&zoram Boy basic stats eval®5 participants returned.

30 Tim Samuels as Otis Gardiner and Jack Quartdrhasas Ledbury/Associate Director.
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and given me an insight into how a professiao
demands of me that require me to O0stretcho n
some mor e dr a’nkhere i® loutgeohing Leddence that individuals began to
develop professional theatre skills and that positive experiences resulted from sustained
engagement throughout the weeks and months through which this community production
evolved. However, more dateeeds to be shared by NP for this to be further substantiated. If
participant experience shared andhowcased to the city more widely, NP would be better
understood and valued by its communities. Just as the production quality remained as close to
a professional show as possible, so did the rest of the experience. | observed the cast being
taken for indvidual costume fittings, excited by the attention to period and ditaéxample.
Nevertheless, producing a higjuality outcome with a community dasomes with a unique
set of issues to address. | observed one cast member request permission to miss part of the
foll owing weekds rehear sal to pick up their
incredibly dedicated, members were also boundhy tquotidian routines. The impact on
planning and continuity of rehearsals is unavoidable; participants hatinfelljobs, were
attending college, and had other caring and support responsibilities. Participants rehearsed
twice weekly between May and Aust, and the production team had to find ways to ensure
the project could fit into peoplebs |lives o
process to manage.

If, as anovelCoramBoyhas t he potential to dAaffirm t
at a time of heightened nationalism, racism
potential to become an even more powerful 8dh its successful funding application to the

Nati onal Lottery Community Fund, NP i dentifi

31 Survey | conducted on behalf of Nottingham Playhouse between October and December 2019 with the
community cast of Coram Boy.
32 Chloé Germaine Buckley, "Fundamental British Vab@s5, 18.



slavery, race and friendshipodo and highlighte
c o mmu ni t 3% Pataleldia Mottimgham in 2019 were also underlined in the
programme; when Penford was asked in the int
the novel and play are so popular?0d6 he summa
270 years ago, #till has contemporary resonances around slavery, poverty and the rights of

c hi | & damila Gavin emphasised poverty and precarity in the novel and in Nottingham a
higher proportion of children live in poverty than the national average, which sits at 30%.
Nottingham City Council has stated that according to whichever definition of poweaytype

used, fnNOver 60% of City children I|Iive in fan
Government, either because nobody in the household works or those who are in work earn an

i ncome | ow enough ®Aamessteatedducaiontisa pertinentéssue in s . 0
the city. Young peopledbs access to the arts
schools reached a peak in 2021 when the Campaign for the Arts lobbied Education Minister

Gavin Williamson to s@p his decision to cut arts in Higher Education by 50% after he made
astatementtharat s and creati ve cpourosréist20Besin ACEN ot fAst
national survey had revealed that 79% of people believed the arts to be important and an

Equity campaign discerned that 63% of people in the UK wanted to see their local council

spend at least 50p per person every week on the arts (tmegase theatre, museums and

heritage). Equity emphasised social inclusion for the enrichment of life chances and local

regeneration:

33 Nottingham Playhouse, National Lottery Funding Application (March 3, 2019).

34 Coram Boy Programmes.

Child Poverty Action Group, #fAChild Poverty Facts and
https://cpag.org.uk/chilgpoverty/childpovertyfactsandfigures#footnotel mtbusagq.; Policy and Research

Team, AChild Poverty in Nottingham, 20170 (Nottinghar
361n 2021 the government proposed that there be a 50% reduction in funding towards to provision of music,

dance, drama and performing arts; art and design; media studies; and archaeology courses describing them as

Al ow value. 0; Wil llicddekzueding for urivéisity aots coursgs, as Gavip Wiiamson

pl ans c ut inewsico.ekdupela, 2321, at https://inews.co.uk/news/education/poédikfunding
universityartscourseaministersplancut-1047684.
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Creativity and culture are not an add, a surplus luxury we can only afford when

other needs of social life have been dealt with. We experience cultural life

individually and collectively every minute of our work and leisure, whether through

music, ar and photography, dance, theatre, TV, film or video games. The arts run

through our lives like a grain through wood characterising and strengthenihg us.
Il n 2019, NP6s CEO Stephanie Sirr observed th
of school age when sharing the f acdiggetghpat pr o
in the cultural opportunities open to those in private schools compared to those in state
e d u ¢ a®t Theodivideddentified by Sirr parallels the experience of Alexander and Aaron in
Coram Boy although discouraged by his father, Alexander can pursue his musical dreams,
but Aaron can only do so through a series of benefactors. In my viewing of the play, and
subsequent examination of how it correlates to the widening participation activity that NP
espouses, this observation mirrors the opportunity NP offered young people to engage. NP is
a benefactor to those who may not be able to afford to pursue the arts otherwise. This is
underlined over and again in the period | am focusing on and continues to be. For example, in
July 2023 when NP faced making difficult decisions about whether or how it could support
increased demand for bursary places for participation programmes. There are significant
barriers for young people taking up Afree op
recognise the power of the arts in ways that it generally fails to do. In the meantime, NP is
well placed to provide cultural opportunities that are accessible, economically, and social,

and, most importantly, local.

S"Equity, fPerformance for All: Arts Policy 2019,0 201
https://www.equity.org.uk/media/lj5odh4r/equity_apislicy-2019_finatweb.pdf
¥Stephanie Sirr, guoted in Adele Redmond, Al ncreasi ng

ArtsProfessionglAugust 16, 2019, https://www.artsprofessional.co.uk/news/increasitigtdivision-schools
theatreaccess.
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The primary outcome of the Coram Boy project was its culminationenperformances
between Wednesday'and Saturday T0August 20191 found the production to be of an
exceptionally high quality. The audience ad@mmunity production is typically constituted
of family members, neighbours, friends and work colleagues who join with traditional
theatregoers in the city who ar @Thisbquawesdy nde
with my observation of the audience@bdram BoyHowever, due to a change in Customer
Relationship Management software, NP has been unable to provide any data on the people
who came to see the community project, and this is disappointing. My observations may
comprise the only objective and sustained @atdn beyond that which is internal to NP.
Where community members might have felt HAoth
professionals, my observations suggest that a putative irmitigder dichotomy was broken
down. To some extent, thisahsferred to the audience too, but this range and scope remains
invisible. | think in the future it would be valuable to capture in summative form how
children, partners and friends tested participants on their lines, driving them to rehearsals and,
to differing extents, sharing the experience over four months. The pride in the room was
palpable and such conversations were being had. | sat behind two young children who were
excitedly fixed on spotting their elder sister on stage and gave her a big wave.

Reviews in the local press and by theatre critics were glowing, with the reviewer for
Nottinghamoés i nd e pfacingdadgsnand caturelmagaaimeftiuon i t vy
judging,imany fell ow audience members were | eft
sentiment that had been building in my mind through the production: this was one of, if not
the best pl ay [OgVenthe reheadal pocess wasreviewddfilion and

the project sit ua tfiel destagding &#aditoa fortmaking groondof NP6 s

39 This is how Nadine Holdsworth, Jane Milling, and Helen Nicholson define such audiences in "Theatre,
Performance, and the Amateur Tur@@ntemporary Theatre Revi&¥, no. 1 (2017)12.

40 Sharon Stevens, "Theatre Review: Coram Bagft Lion August 9, 2019,
https://www.leftlion.co.uk/read/2019/august/coraimy-theatrereview/#.XU1leDBS28U.twitter.
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breaking theatr e wt Tolsome axtedteffLomnmis fulflinyeme peopl e
for NP by publicising its community ventures along with main productions, as it does for all

arts venues in the city. Building on such reviews and extending them via participant

responses to reviews on the NP website could betterestigilegacy of a project and

promote it to other potential participants. Philip Lowe, writing on behalf of East Midlands

Theatre, assessed thatvh at has been achieved i s an astor
of a difficult and demanding story, with a hugely talented community cast and a very hard

wor ki ng pr o4dTherdis noore totnaratenabaut what was achieved, and if

opportunities were missed, they could be picked up again in advance of the next community
project in order to promote it. The professional critical response is traditionally a significant

marker andarbiter of quality, but for a community project, the communitgrguably just as,

if not more, central in judging the venture's succ&hsatre critic Lyn Gardner observed in
theGuardiannewspaperiil| can only ever review what | sec¢
review thefact that the people putting on the show withost certainly have expended much

time and effort and may even have mortgaged someone's granny's house to raise the

mo n eé¥Her@ontext was a community project at MationalTheatrewalesin 2013, but

her argument applies across the board and sh
tip of the icebergo that constitutes a much
failure of a project is withheld from external view in unseaokistage processes leaves
theprofessional criticatesponse somewhat diminishiedhe community context.

Nevertheless, | am unsure that Coram Boy would have been such a definitive success for NP

“Ashl ey Carter, fAPreview: Nbefttionduyld a0l®Pdtayhouseods Cor ¢
https://leftlion.co.uk/features/2019/07/previewttinghamplayhousesoramboy/

42Philip Lowe,iReview: Coram Boy East Midlands TheatreAugust 9, 2019,
https://eastmidlandstheatre.com/2019/08/09/rexdevaniboy-nottinghamplayhousecommunityatalbert
hall-nottingham/Left Lionwas initiated in 2003 by a group of 3 friends who had been to school together. Its

reviewers are local people.

43 Lyn GardnerfiTime we stopped patronising community theatfithe GuardianMarch 13, 2013, sec. Stage,
https://www.theguardian.com/stage/theatreblog/2013/mar/13sttypnisingcommunitytheatre



had thecritical response not been favourable; it carries weight as a measurement of success
on commercial and reputational levels. | also believe that the decision to professionalise the
experience was made to ensure participants would achieve quatiopos. Gardner
concluded with her hopethati n t he coming years, ét heatres
that they have a significant role to play in making meaningful connections with
communfties. o

When writing about community theatre, it is crucial to address the quality of the art
produced. Is the work's cultural value higher if the performance quality is judged highly?
Who decides what may be of cultural value to any individual participantsocaéonmunity
audience? These questions are something that funding bodies and policymakers are
concerned with defining and understanding in context, local as well as nétidnts.
organisations are having to diversify their income streams because core funding is no longer
sufficient to sustain an organisation. Many theatres are having tedisedor undertake
projects which generate money to cover a basic programme andwedieads. The
Participation Department at NP relies on income from community groups when participants
can afford to pay for their place. For example, The Young Companies are weekly groups
which run termly, most cost £80 to £90 for ten weeks in 2023aw#tmall number of
bursaries available which are funded by /FPhe department also relies on a fundraiser who
writes bids for external funding. Berry, Director of Participation, ensures that there are
always one or two bids in process at any one time. A continual cycle of bidding for funding is
precarious and probleatic when it comes to ensuring the legacy of the work of the

Participation Department. Shagrm projects such as Coram Boy are an essential and

44 GardnerfiTime we stopped patronising community theatre,

4 Toby Lowe,fiQuality in Participatory Ary Cultural Value Initiative February 42015,
http://culturalvalueinitiative.org/2015/02/04/quakliparticipatoryart-toby-lowe/.

46NP runs a number of groups under the Young Company name; Infant Young Company{adesiér

Young Company (agesBL), Senior Young Company (ages1&), Open Stage Young Company (For learning
disabled and/or autistic young people aged &)
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targeted response to a contemporary fundraising landscape and an example of combining
funding streams insofar as it was supported by core funding, ticket sales and fundraising
specific to the project’ NP applied for and was awarded £9,900 by the Big Lottery Fund
because this project could evidence that it would:

1 bring people together and build strong relationships in and across communities;

1 improve the places and spaces that matter to communities;

1 enable more people to fulfil their potential by working to address issues at the

earliest possible stagé.
Funded organisatiorege encouraged faublicly announce their grant successes and
acknowledge National Lottery players in the material aroung@rhject, but for funding
under £10,000 there is no formal evaluation requiredfertiis means that projects can
evolve and to some extent depart from the remit described in the application, a necessary
caveat for a community project where it is sometimes necessary to pivot to different
emphases while maintaining the core functions desdrabove.

The ACE funding (Band 3) which NP receives stipulates conditions that include the
requirement to evaluate the work produced. ACE also selected Coram Boy for an Artistic and
Quality Assessment (AQA) because it falls within the assessment critefigof@a r t i ci pat or
wor k where the primary reason i s to engage i
soci al and/ or infor mal |l earning out c® mes, an

Funders establish parameters according to which the quality of participatory arts is

47 Most notably, Arts Council England and Nottingham City Council. A full list for can be found for 52 Weeks
ending 31 March 2019 at
http://apps.charitycommission.gov.uk/Accounts/Ends42/0001109342_AC_20190331_E_C.PDF.p25.

48 These are criteria specified in the National Lottery Funding Application, The National Lottery Community
Fund, https://www.tnlcommunityfund.org.uk/funding/programmes/natitotadry-awardsfor-all-england.

“The National Lottery Community Fund, APromoting Your
https://www.tnlcommunityfund.org.uk/funding/managiygur-grant/promotingyour-project.
%Arts Council Engl and, AArtistic and Quality Assess me

https://lwww.artscouncil.org.uk/nationpbrtfolio-organisations/artistiand-quality-assessme.
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evidenced, not solely by outcomes but also by creation and development processes. Some
funders require proof of impact in order to make their own case for support, but it also means
that a Participation Department needs to dovetail multiple externalddiferent, and

continually changing, criteria, and to seek out more and more potential funding sources in

order to ensure that the community is served, and that underserved communities participate in

NP&6s programming. Il n f uyaouldenelp NP rtoad¢nomrstrage itss u c h  a
contribution to the Cultural Communities out
ACE aims to target investment tol dbkingopeop

cultural sectoP! Maintaining a mutually beneficial relationship with ACE is currently
integral to the financial success of NP as an organisation.

Examining the Coram Boy project holistically outside of the final performances that
were its culmination, it is clear that multiple other aspects contributed to -& ity
overall experience for all involved. A large cache of digital content was peddiuring the
casting process and rehearsals. There are now nine YouTube videos and an episode of the NP
podcast, the Nottingham Playcast, %Wbich is e
podcast includes interviews with Jack and Chloe, members of the community cast, followed
by a conversation between Musical Director, Alex Patterson, and Penford, during which
Penfordwas emphati c: Al am hoping that it 1 s goi
calendar in Nottingham. o Digital content sho
promotional device that inspires as well as engages potential participants fopfojaots

and a means to evidence the success of past projects, a necessary component of future

Arts Council England, fdLetds CrealBeo (London: Arts (
Nottingham Playhouse, fiCoram Boy Playlist, o YouTube,
https://www.youtube.com/watch?v=0OPbOSvxFvoo&list=PL2je32IohYsRkOIaNI4FAIQgSDQkzZ1GM,;
Nottingham Playcast, fiCoram Boy Special Edition, 0 Poc
https://podcasts.apple.com/gb/podcast/epidaifecoramboy-special

edition/id1372696051?i=1000443627510.
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funding bids, and, perhaps most notably in the immediate community context, podcasts and
videos constitute souvenirs for the cas€ofam Boyand their families.

The Coram Charity was involved in the project in several ways. Still based at the
original London site of the fagroupdfispeaialist hospi t
organi sations, 0 Coramds mission is Ato helop
professional s an%Thd Conan Charigygot ia toech with Reefard early
in the producti on c yheadqaartersamedplofe é@s higtonsinits ed Cor a
extensive archives, as valuable context for the préfe@tram promoted the production on
its website, emphasising i P®$woibtaorepmpsestativesr di n g
of the charity delivered a presentation during a rehearsal early in the schedule to provide
historical context for the community cast. Coram also had a@fehouse presence at
performances, harnessing the NP project to raiseeness, educate, and fundraise while
highlighting its support. There was distinct media interest in the story of one community cast
choir member who discovered that her gigaiatgrandfather had been a foundling who was
taken in by the Coram hospital 1876. That her grandmother began telling her this part of
her family hi st projectwassa steking effectiof this indidtive NaRd&26
yearold Kai Dennett learnt much more about the charity as a result of it, telling the
NottinghamEwvening Post Myifamily [is] really excited to see me perform and proud that
| 6m a piartfedél stlike our HRistory has come fu

Some kind of partnership with the charity was presaged by the choice of play but the

project was led by NP with no assumption made abofa@btation. A visit to explain the

53 Coram,fiAbout Usp accessed November 15, 2019, https://www.coram.org.uk/alsout

54 Details of the archive can be found at: https://discovery.nationalarchives.gov.uk/details/r/O8d&f7
4221-b844dcaB8a480cd4e.

55Coram, "Coram Boy comes to the Nottingham Playhouse," accessed November 15, 2021,
https://www.coram.org.uk/news/coraooy-comesnottinghamplayhouse.

56 Simon Wilson fiMy greatgreatgrandfather was a Coram Befottingham Playhouse cast member digs into
family history ahead of play's runiNottingham Evening Pasfugust 1, 2019, [online version].
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Thomas Coram Foundationds history is very di
co-planned sessions, or a-decision to promote a pedagogical or social justice agenda. A
relationship with the charityndwmerpinhelbyyed as
Penfordds visit. It was mutually beneficial
in co-creation and c@roduction. NP might think about the relationship with the charity that
developed for how that could provide a suppaytructure for future community projects if
plays are selected with a national charity in mind, or, indeed, focus more on local charities
that have a connection to Nottingham communities. NRewigenced that meaningful
involvement with local charities is possible for matage productions, notably with the
AAccess Nottinghamo community exhibiTheon whi
Real & Imagined History of the ElephantMan The exhi biti on displ aye
histories from deaf & disablgge opl e i n Nottinghamshire, o6 incl
through time, the journeys of histori®cal org
The exhibition was a result of partnerships between NP and Disability Support, My Sight
Notts, the National Federation of the Blind (Notts), Nottinghamshire Deaf Society,
Nottinghamshire Disabled Peoplebds Movement,
partnersips with external organisations or charities into community projects could increase
impactbecause they provide expertise, resources, and connections to which NP may
otherwise not have access.

The people involved witkoram Boyare referredtda n NPO6s prometi onal
as Acommunity performers, 0 Axreamparey, @ Hwut c
as amateurshe project made people feel part of a professional production, but are

community theatre experiences only valid if they attempt to professionalise the community?

>Nottingham Playhouse, fiAccess Nottingham, 0 Nottinghe
https://nottinghamplayhouse.co.uk/events/acceggngham/.
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The term Aamateur o suggests -professiongddnd c at ed r e
professional artists but are amateur cultural practices always and expressly distinct from
professional practices? It could be argued that the Coram Boy project puhsitmtehat

should be considered an fAamateur o or a Acomn
term Aprofessional 06 by converging participat
at least in part, in professional terfidt was a professional experience for participants and

audiences if, as Stephen Pritchard suggests, the conventional narrative in participatory arts

Afequates o6qualityd with O0good experienceso a
valueinexpegrences where what i s fi°§Foroedaipld, cast measur e
members spoke of feeling challenged by fithe
chall enge my abilitieso and for how the proj

6str et c h®T hneyssee Infa.y. .niot have been uniformly #@q
rehearsal, but, once rising to the challenge, participants have a lasting memory of personal
goals achievadl and that too may be a constituent marker of the quality of the overall
experience.
There is a significant difference between going into a community that is already
formed, as much as a community can ever be a stable entity, and creating a community,
whether around a shared characteristic, place or event or, as in this case, a corheatraty t
project. Coram Boy used both methods of approach insofar as participants were recruited in a
somewhat targeted way from groups that NP ru

Familyo is a way he woul d detorshiptoN It hose par

58 For an essay that pivots on some of these terms, see Nadine Holdsworth, Jane Milling, and Helen Nicholson,
fiTheatre, Performance and the Amateur Tw@gntemporary Theatre Reviev, no. 1 (201} 8.

59 Stephen PritchardiQuality in participatory arts: fit for whose purpose & in need of qualificati@douring

in Cultureaccessed November 1, 2019, http://colouringinculture.org/blog/2015/02/09/gngddyticipatory
artsfit-for-whosepurposein-needof-qualification.

80 Survey undertaken by Nottingham Playhofi€eram Boy basic stats evais.

61 Martin Berry, interview by Laura Ewart, February 11, 2021.



participants are seen as family, this speaks to the importance of staff welcoming them inside
and suggests that, once inside, they may hayv
end. In Berryds team, t her eofousreachmworlkaoditiee awar
precise nature in which relationships can be built withgxisting communities, but creating
a community may not be the express intention of all staff members at NP. It can and does
come about due to the work of the Participaiiepartment, and of its Artistic Director when
he throws his expertise behind a community project, but my research and observations
suggest that NP should prioritise this work and makeoitsmitmenin this area more visible
on the website and in the city if it is to engage underserved communities as well as those who
are already loyal to the theatre.
Members of staff have felt the impact of the Coram Boy project. A reunion event held
on the 28 November 2019 underlined staff interest in the continuing development of the
shared experience. | was invited to attend with stiminly members of the cast and choir and
observed a wide age range. Penford gave a short speech emphasising the bond created and
said he had missed working with the cast-db nut e vi deo was shown, g
Story, 0 cel ebr at inga@legach for the projechesfisst sessioth ofthe e a t i
newly formed NP Choir took place on the same night, ledlby Patterson, musical director
of Coram Boy, itself continuation of the musical element so significant in the production of
Coram BoyNP announced that it hoped to produce its next {aogée community
participation project in 2021, with planning beginning in early 2020. However, the events of
the coming two years would not see planning for the next project begin until the middle of

2023.
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Adapting Through Crisis: The COVID -19 Pandemic Response, 20ZD22
Five months after the Coram Boy reunion in November 2019, the Chief Medical
Officer for England, Professor Chris Whitty, released a statement off tdaréh 2020
confirming the first English death due te1® .52 On the 12th March, Prime Minister Boris
Johnson confimedthatC9 was a gl obal pandemithewossnd t he
public health c%Onsthesamé day, NRireleapsed estaterhentwia its 0
social media accounts:
We are open for business and have no current plans to cancel any events. Our top
priority is to ensure the health and safety of customers and staff, and we will continue
to follow Government advice on Coronavirus. If the situation changes, we will notify

all affected customer%'

By the 16" March 2020, though, the situation had already accelerated, and Johnson advised,

AWe need people to start working from home w
pubs, clubs, theatr esb®8 Heannluleddheatreswithpubs, tlubs oci al
and other venues where people socialise. The unwieldiness of suggesting patrons not attend
rather than declaring it a legal requirement that theatres close meant that UK theatres were

faced with a challenging decisioclose without access to standard business interruption

insurance coverage, or remain open, face criticism for doing so and potentially place both

employees and audiences at risk. Creative industry leaders expressed their concerns, with

62 Department of Health and Social Cai€MO for England Announces First Death of Patient with COVID

19,0 March 5, 2020, https://www.gov.uk/government/news/doreenglandannouncedirst-deathof-patient

with-covid-19.

63 Boris JohnsonjiPrime Minister's statement on coronavirus (COMI®), 12 March 202@& March 16, 2020,
https://www.gov.uk/government/speeches/gtatemenbn-coronavirusl2-march2020.

54Nottingham PlayhouséWe Are Open for BusinessaX (formerly Twitter), March 12, 2020,
https://twitter.com/ NottmPl ayhouse/status/ 12380974317
Business...,0 Facebook, March 12, 2022.

65Boris JohnsoniPr i me Mi ni ster 6s St at elf)e6March 202@Manchols, 2020, r us ( CO
https://www.gov.uk/government/speeches/giatemenbn-coronavirusl6-march202Q
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Caroline Norbury, Chief Executive of the Creative Industries Federation and Creative
England, writing:

As the social distancing measures announced this afternoon are only advisory,

rather than an outright ban, we are deeply concerned that creative

organisations and cultural spaces will find they are unable to claim

compensation for the huge losses they @ijperience as a result ofXD.
Philippa Childs, head of The Broadcasting, Entertainment, Communications and Theatre
Union (BECTU), contended

The government needs to be clearer in its guidance and its language so that

theatre companies can claim insurance to ensure that staff are not left without

pay for weeks on end. It is failing to provide the clarity it needs to, and this

must be addressechinediately?®
Government advice that the general public should avoid theatres led to the Society of London
Theatre (SOLT) and UK Theatre of which NP is a member, instructing member venues to
close that same evening. They published a joint statement the following day

Following official government advice issued on Monday, 16th March, which

stipulates that people should avoid public buildings, including theatres, SOLT

and UK Theatre have advised member venues to close to help slow the spread

of coronavirus®’

NP was running around fifty classes, courses, and workshops, all of which were
immediately suspended. Overnight, theatres went from normalcy to complete shutdown of

their physical buildings and all activities. Publicity focused on cancelling performdnutes,

56 Giverny MassofiCoronavirus: Leading Theatre Lawyer Warns Unclear Government Advice Could See
Insurers Avoiding Playouts;The StageMarch 17, 2020, https://www.thestage.co.uk/news/coronaleading
theatrelawyerwarnsuncleargovernmentdvicecould-seeinsurersavoidingpayouts.

67 UK Theatre, "Theatre Closures to Slow Spread of Coronavirus," March 16, 2022,
https://uktheatre.org/theatmedustry/news/theatrandustry-coronavirusadvice 16-march2020/.
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community work was impacted dramatically. On 20th March 2020, a video message from
Penford, was uploaded to YouTube:
Wedbre really sad that wedre having to pos
productions and the work we do in the con
work being put on hold. The financial impact on the Playhouse and the theatre
workers that we employ is goingtober e a t . However, weoOre try
on positives. Last week, we organised a photo shoot for our pantomime
Beauty and the Beastou could consider making a donation to the
Playhouse, however, why not consider buying your tickeB&auty and the
Beasmow. Thatés the way you can support yo
time have something to look forward to yourself. Pantomime is something we
do really rather well, and we really value your support in these difficult times.
Thank you58
Penfordds position as Artistic Director ofte
for NP, embodying the public face of the organisation. However, there may be
opportunities where it is appropriate to increase the visibility of the Director of
Participaion, especially when communications pertain to community engagement
beyond the main stage. This period was one of immensely rapid change and forced
adaptation to increasing safety measures that needed to be designed quickly to
safeguard an anxious publimt NP also needed to balance internal and external
forces in order to remain relevant, profitable, and eminded.
Research undertaken before the pandemic suggests that the arts are valuable coping

tools during stressful situations. A systematic review conducted in 2018 analysed 37 case

68 Nottingham Playhous@&A Message from Adam PenfoddyouTube video, March 20, 2020,
https://www.youtube.com/watch?v=8SepXfOIlVyU&feature=emb_logo.



studies of creative arts intervention for stress management and its prevention. The review

found that the arts positively impacted perceived stress on the part of participants and

improved stress management. More than 80% of studies analysed by théorepbet
Asignificant i mprov-eemmkeatednoonheoméstbeAddstTr
interventions were found to n%Researche anxi ety
undertaken since evidences more strongly that the arts and creativity have healing and coping
effects which were of considerable use during a worldwide pandemic, and that may now
augur positive change: 0expeonteengagemgreative v er s i
endeavours because individuals rely on creative engagement to overcome the toaattain

di sadvant ages c¢ au’8With criticgl analybis row snestallisadbyn t s . 0
hindsight, it is evident that some social barriers to accessing theatre were lessened, and that
others, such as the digital participation gap, were sustained. The digital participation gap

differs from the digitatlivide insofar as the divide refers to access whilst addressing the
participation gap requires focus on cultural factors that contribute to the inequality of

opportunities for participatioft Researchers in the Behavioural Sciences uncovered that the
pandemic Acreated new opportunities and mot.i
Atraditionally excludedo from the arts while
l evel s of e ragsplgyeammpottantdole inlthe regulation of emotions,

someti mes by functioning as an fHavo-idance st

®Lily Martin et al., #fACreative Arts dlaBysematienti ons for
R e v i BeRmavioural Science, no. 2 (February 22,2018 4; Al exandra Bradbury et al
Arts duringthe COVIBL 9 Pandemi c, 06 Arts Council England (London:
2021), https://www.artscouncil.org.uk/sites/default/files/download

file/UCL_Role_of the Arts during COWI_ 13012022 0. pdf . ; Frederic Kiernan

Creative Activities in Navigatingthe COVHD 9 P an d e mi ¢ FronmiersAnuPsytholagit2i (August

25, 2021), https://doi.org/10.3389/fpsyg.2021.696202.

7O Whilst this study focused on the US, China, and Germany as its case studies, some of the findings are
similarly relevant to the UKMin Tang, Sebastian Hofreiter, Xinwen Bai, and Vignesh Murugavel, "Creativity
as a Means to WeBeing in Times of COVIB19 Pandemic: Results of a Cra3sltural Study,'Frontiers in
Psychologyl2 (March 9,2021)11.

" Henry JenkinsConvergence Culture: Where Old and New Media Collidiew York, London: New York
University Press, 2006), 258.

144



devel ofpdewtamd di fferent Adynamicso and fipat
to the expansion of the benefits with new communities.
In May 2023, Nottingham City Council published its report on the impactI® Gn
the health of the city and asserted:
An integrated recovery will provide the most effective impact. The idea that recovery
should be focussed on one sector would be shghted. Health and wellbeing have
been impacted across all areas of society and a recovery process that is integrated is
likely to have the greatest chance of success. The recovery should have the
community at its heart. A personalised approach can be more successful in engaging
certain population groups and areas of the city. Engagingmazhuction by using
local assetsuch as volunteers, social networks and charity, faith and community
groups could play a vital role.
Whil e the report hi g-prddictoh the atswecceromtyu ni ty and
mentioned once as fia mitigating factoro in t
a Councitled citywide project for childre> An opportunity was missed. The work that arts
and cultural institutions pursued is not mentioned, but it was significant, and included
Nottinghamshire Libraries commissioning p&anya Banjoko to coreate a poem to
celebrate the power of reading fodividual and collective wellbeing during lockdown in
October 20204 NP, like other arts organisations, submitted its annual report to the City

Council, enumerating its innovative online activity over 2020, but rather than highlight and

2Hei Wan Mak, Meg Fluharty, and Daisy Fancourt, "Predictors and Impact of Arts Engagement During the

COVID-19 Pandemic: Analyses of Data From 19,384 Adults in the C@\Social Study,Frontiers in

Psychologyl2 (2021) 15.

“The report states, fADuring the 2 019<€hfeholidayoaotility s u mmer hc
programme was created which ran for five weeks Mosietiday. A project team was set up to facilitate a

programme incorporating sport, arts, and crafsyell as mental health and wellbeing support for children

Nottingham City CouncilThe Health Impact of COVH29 on Nottingham CityMay 2023, 22 at
Impact%200f%20COVID%20JSNA%20Chapter%20FINAL%20May%202023.pdf.

“For the poem created out of the communityds words, s
https://www.inspireculture.org.uk/whats/online/agm2020panyabanjoko/
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explicate successes, the Council ds report f a
was much for the city to learn and share from the experience. As theatres continue to develop
beyond an emphasis on aesthetics and with a greater awareness of theulsaabrole,
my research suggests that theatres have much more to learn from their resposisgs to C

One of the main ways NP could engage with communities in Nottingham was by
creating and disseminating digital outputsa period when live kperson mairstage content
could neither be created nor performed, the
that was best able to pivot online. | followed events closely to investigate how in this
challenging and unpredented period the Participation Department would refocus its
community engagement work. There should be full recognition of its immuarias one of
the few ways in which NP could stay connected with the diverse communities it hopes, and is
expected, to serve. | interviewed Berry who took on the post of Director of Participation in
2019, about his experience of leading his departmenaghrthe pandemi® Keeping his
eye on the news and after learning formally that the theatre would close via an email from the
Head of Operations, Berry sensed-livecdhen that t
episode. 0 His immediat e t hdhuhgekmotionavamd e f or hi
logistical effects of the announcement. Once it became apparent that restrictions would not be
lifted soon, NP had to decide its approach to community engagement and Berry summarises,

AWe felt very strongl yedouldawhichwas uftimately butead o e v e

| ofHe® describes two primary reasons why it w
publicly funded organisation, da difference
staff wellbeing: Athere are many isgheiopl e who

vocation, their love, their passion, and to just stop doing that could have quite a serious

®“Martin Berry, Interview by Laura Ewart, March 1, 202
Participation to Director of Participation.
6 Martin Berry, Interview by Laura Ewart, March 1, 2023
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e f f & €ammunity engagement around the arts is vocational work. Before the pandemic,
Vincent Dubois detailed how the choice to wo
vocation and Steven Hadley, whose focus is audience development as the combinefl effort
staff and stakeholders, extends that idea further, to recognise that individuals in roles like
Berryds enabl e fide mo c riasudhthatissoes ofslase éducatorale s st
attainment, geographic location or wealth should not impesgletttiural engagement (and
thus bett er me n§The thedtre industry does nadt aways orynifarmly view
or understand community engagement work or assume that it carries the same prestige as
other artistic roles, though. fADoing everyth
Participation Departant wor ki ng hard Ato continue absol
form. o0 Berry recalls that the starting point
AHow are we going to make it work?06 And worKk
and saw almost 8,000 engagements over the course of the paftiemic.

When summarising how he directed the Participation Department through the
pandemicBerry assessed that, asesult of adapting quickly:

We remained engaged with a huge percentage, not everyone, but a huge percentage of

the people we were already engaged with, and we've come out the other side. We

hope, although it is almost impossible to measure, that people are better off than they

would have been had we not done that. We could have stopped. | do not think anyone

would have blamed us if we had just shut up shop; some theatres did, you know, a

6see you when it's overd kifd of thing. B

" Martin Berry, Interview by Laura Ewart, March 1, 2023

"8Vincent DuboisCulture as a Vocation: Sociology of Career Choices in Cultural Manageimasst, Jean

Yves Bart (London: Routledge, 201647.St even Hadl ey, HAAre We the Baddies?
Cul tural Pol i cy an dRoutlaige Companiortta Audighces andithei Perfprmiag ddt

Matthew Reason et al. (Routledge, 2022), 147.

7 Martin Berry, Interview by Laura Ewart, March 1, 2023; Nottingham Playhouse Trust LifiNettingham

Pl ayhouse Trust Limited Directorsdé Report and Consoli
20219 Companies House, January 7, 2023, 4

80 Martin Berry, interview by Laura Ewart, March 1, 2023.
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March 2020 unfurled into a continually escalating period of change with no clear end in

sight. NP responded quickly, launching its first piece of new digital theatre in May 2020, an
interactive Zoom play for children aged five to nine years old caltzgh and the Peacock,

written by Jeff James. James is a theatre director, writer, and dramaturg who, at the beginning

of 2020, was |l ooking forward to what he desc
projects, one of which wdsrst Touch the first conmission made by artistic director

Penford when newly appointed in 2017 and written by Nathaniel Price. At the end of 2019,
James had been invited to direct the product
project had lots of momentum and energyd | was trying to get that together quickly, and

then it got po &Wihdisaher piojacts stdllédrnoo, ttheeé weeks into the

first lockdown, James became interested in using the video conferencing platform Zoom to

create and share theatre. He widtah and the Peacodpecifically to be performed over

Zoom and approached several theatres with hi
interested, but Adam (Penford) just moved a bit more quickly and seemed to have more idea

of how to move it afilayrwithamhich.NB wab hbée tosnpve e d and

i mpressed James because his feeling was that
idea, that was t hé&NP®rs ftakingtwdsmewvandedidah dndthed o it . 0
Peacockproved to be an innovative, highly interactive production. Video shared by NP

before the show featured actors from the upcoming performance asking children to dress up

as one of Noahodés animals and to findaparouseho
of rubber gloves, to create sound effects for the show. WritingHferGuardiamewspaper,

Chris Wi egansdmahritg hulsieg hotfe df aimi | i ar technol ogy

88Adam Penford, "It was the first play | commissioned
Playhouse," Nottingham Playhouse, April 28, 2022, https://nottinghamplayhouse.co.uk/nsigsiificance
of-first-touchpremieringat-nottinghamplayhaise/; Jeff James, interview by Laura Ewart, March 6, 2B28t

Touchwas finally able to open on 2May 2022 following a tweyear delay because of the pandemic.

82 Jeff James, interview by Laura Ewart, March 6, 2023.
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James and NP succeeded in maintaining the
t heatre. 0 Ho whBritisd TheatrexGuim@and MathantBlueewriting for
Everything Theatreequested more performances, with Loxton encouraging readers and
viewers to fAdemando t h &wVisitNNBttinghpnoshire sharedanot her
feedback that was collated by NP from children who watched thempapromotional
video. It was uniformly positive: AAM#zing.
During G19, agile and responsive programming would lead to positive outcomes like the
success oNoah and the Peacock An or gani sati onal stance and
everything, 0 spearheaded by the Participatio
would lead to further confidence in pursuing community engagement during the much longer
period though whiclthe pandemic and lockdowns would peraisti change the ways in
which we all engaged with theaffe.

Organisations that had already been engaging well in the digital space fared better in
the circumstances created by the pandemic. In a 2016 report commissioned by ACE, UK
Theatre and SOLT, the fAwidt¢oDiagngealofwop kKi twiew
assessed rergibed audienges iho ean now access theatre content; a wider
range of productions on offer; and a O6hal o e
r e p e r % Manyrofehese potentially positive effects had been previously overlooked by
the sector. Beginning in 2013, ACE and the National Endowment for Science, Technology,

and the Arts (Nesta) reported shared concern about the levels of technology harnedsed by ar

83Howard LoxtoniNoah and the PeacoolBritish Theatre GuideJune 192020,
https://lwww.britishtheatreguide.info/reviews/neahdthe-pe-19047.; Nathan BludiNoah and The Peacock,
Online from Nottingham Playhou$eReviewp Everything TheatreJune 22, 2020, https://everything
theatre.co.uk/2020/06/noa@ndthe-peacockonline-from-nottinghamplayhousereview/.

84 Visit NottinghamshirefiReviews of Noah and the Peacock Zoom Play from Nottingham Playbouse,
Facebook video, August 11, 2020, https://www.facebook.com/VisitNotts/videos/283291952973692/.

85 Martin Berry, interview by Laura Ewart, March 1, 2023.

86 AEA Consulting for Arts Council England, UK Theatre, and Society of London Theatre, "FROMTO/E
DIGITAL" October 2016, 16, https://aeaconsulting.com/uploads/200002/1476388267228/AEA _
_From_Live_to_Digital-_complete__FINAL.pdf.



and cultural organisations, specifically theatres. The ACE and Nesta digital culture survey
undertaken in 2019 found that only 54% of theatre organisations perceived digital technology
to be essential/important for creation, and that only 46% perceivigdl ghigitforms to be
essential/important for distribution and exhibition. The survey discerned that theatre
organisations were significantly less likely than the rest of the sector to digitise live art. This
needed to change, and in the forced contexte@ptandemic it did, with theatres adapting far
more rapidly to the digital landscapfe@\NP had already been creating digital outputs and,
since 2017, has employed a Digital Producer who is responsible for the planning,
development, and delivery of digital projects, and who creates trailers for upcoming plays
and promotional videos. Before Mi2020, NP's most notable regular digital output was a
podcast series, Nottingham Playcast, initiated in March 2018. As of January 2023, there have
been sixty podcast episodes, often focusing on a production, but the podcast received a boost
when, betweerpril 2020 and August 2021, Craig Gilbert, Amplify Producer at NP (2019
2023), interviewed 28 artist¥HisBubjéctsnati onal
represented a panoply of professions: writers, directors, theatre makers, choreographers, and
stage managef8 By creating new work and utilising extant digital outputs too, NP provided
instant communication channels for its public and communities. The Digital Producer role
a step beyond in the seaddorand the established podcast were significant factors iniegsur
NP could bring theatre into peopl ebdbs homes
Most importantly for engagement and continuity, over the course of 2020, NP
explored alternative digital outputs and adapted-stagding events. For example, Family

Fest usually runs over the Easter and Octobertbali school holidays and comprises a

8%Nesta, fdADigital Culture 2019: Theatre Fact Sheeto
https://www.artscouncil.org.uk/sites/default/files/downldaefDC2019 Theatrefactsheet.pdf

88 Amplify is the name of the artist development programme at NP which focuses on the development of East
Midlands based theatre makers.

®NottinghamNBtayhgbhse, Piaycast on Apple Podcasts, 0
2023, https://podcasts.apple.com/gb/podcast/nottinghlaptast/id1372696051.
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programme of events, workshops, and performances for children, from toddlers te eleven
yearolds at the transition of leaving primary education for secondary. The Easter holiday fell
between the®Band 17 April in 2020, and due to government restrictions designed to control
C-19, all plans for physical events had to be abandoned. NP announced via a video on its
social media channels that Family Fesb u |l d t her ef ore go digit al
closed, we'll be bringing all the fun of Family Fest live to your living room. Head over to our
website, or keep an eye on soci a¥Actnidesi a, f or
included Storytimes accessible via YouTube,
performed by Narisha Lawson; a digital book
characters of Granny Owl and Little Owl and was accessible by PDF; jaredecorded film
in which Circus Hub Nottingham taught participants how to make Poi socks, a form of
tethered weight used as a prop for dance. NP also hosted a crafting competition online
whereby children created characters in the pantorBieaeity and the Beati win tickets to
a performance still slated for the pgstndemic futuré! As part of Family Fest, Baby Disco
streamed via Facebook Live on thé"%pril and was the most wedittended participation
event ever recorded by NP, with 1075 people participating in the live stream. In excess of
3,800 parents and children accessed free Family Fest activities over the two weeks of its 2020
run?

Smaller oneoff projects were also instigated as novel opportunities for community
engagement in a difficult period, like Playhouse Pen Pals connecting individuals isolated by
C-19which encouraged them to correspond throughout the lockdown. More than 200 people

signed up for the scheme, with 170 letters exchafgd® 6 s choir (a | egacy

% Nottingham PlayhouséFamily Fest Goes DigitaB,YouTube video, April 6, 2020,
https://www.youtube.com/watch?v=g2ar71lliwg&feature=emb_title.

9INottingham PlayhouséFamily Fest in Your Living Room,April 10, 2020, accessed July 13, 2020,
https://www.nottinghamplayhouse.co.uk/participation/community/digiayhouse/familyfest/.

“Nottingham Pl ayhouBa&rtiiRQiop®t 2@2 ORAmeamutalf or Nottingha
“Nottingham Playhouse, fi2019/2020 Annual Participatic
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Boy community project of 2019) and its | eade
participate in The Big Distafing, which would coalesce in a music video featuring a
compilation of clips sent in by the public. It launched on 15th April 2020 suipport from
BBC Radi o Nottingham. The song chosen by a p
from the musicaHairsprayand the video, released on 16th September 2020, showcased
submissions from all 86 people who took part across the city. 8stober2023, this
YouTube video had attractedI@iews which, when compared to other videos on the NP
YouTube channel, is above usual viewing figufeBhese small and shetrm projects were
an inventive way for NP to produce levost but highvisibility outputs to engage its
established local audience and wider communities. It is not necessary for people to return to
these videos now; they were higlsiyccessful in the moment they were needed.
Nevertheless, their existence on YouTube is a legacy for participants and evidence of digital
innovation in a pandemic. And there is much to be learned from that innovation at the local
as well as national level.
For example, on Thursday evenings over three months, between April and July 2020,
the National Theatre released a-peeorded performance as a part of its event cinema
programme. Having partnered with the National Theatre for a cinema broadcast of Alan

Ben n e The Madness of George,lWwhich was filmed at NP in November 201i3¢

-1}

production was released under the aegis of
to-watch plays premiered via live stream on YouTube and were available throughout the

following week®® Sixteen productions were watched more than 15 million times in 173

94 Nottingham PlayhouséiThe Big DistarSing- You Can't Stop Our BeatYouTube video, September 16,

2020, https://www.youtube.com/watch?v=wThAL98QK.ab_channel=NottinghamPlayhouse.

% The National Theatre had been successfully recording and screening plays in cinemas internationally since
2009 as part of NT Live. In April 2020 the National Theatre decided to make a recording of a play available
weekly for free via YouTube the schema far sixteen weeks, reached 15 million people and was known as
National Theatre at Home.
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countries’® NP was innovative in this regard as the first regional theatre to be involved in the
National Theatreds sThéMadness of@eotghprtemieingatec or di n
7pm on Thursday, 11th Jurfeenfordcelebrated the decision to share the performance more
widely:
It remains as pertinent as ever in its exploration of mental health, power and
political divide. The production became the highest grossing drama in the
Pl ayhouseybesars ehviesnttoyr y, and | 6m delighted
to experience the work of this highly talented cast and creative¥eam.
Not only did the live stream publicise the quality of productions at NP, but it also became a
lucrative fundraising opportunity. Information on how to donate to the Curtain Up Appeal via
text message was displayed before the screening, during the istedvalfter the
performance on the live stream. The Curtain Up fundraising appeal was launched in April
2020 to raise funds to support NP to reopen the whole theatre, bring back postponed shows,
create new productions andstart classes, courses, youthatnes, and work in the
community?® Between April 2020 and November 2021, more than £100,00@erested to
the appeal to support NP opening its doors as soon as possible after the p&hidemic.
pivoted online on its own terms and took advantage of a new external opportunity with the
National Theatre, but some lostanding features in its programme were much harder to
address in the context of a pandemic. Much can be learned from how NBRchgaran
integral production of the theatre year, and a historical and financial mainstay: the

pantomime.

% Emma Keith,iThe road to National Theatre at Homblational Theatre, accessed January 10, 2023,
https://www.nationaltheatre.org.uk/blog/readtionattheatrehome.

9"Nottingham Playhousé@Nottingham Playhouse's awandnning production of The Madness of George Il to

be streamed online by National Theatre at Hodene 4, 2020,
https://www.nottinghamplayhouse.co.uk/news/nottinghdayhouseswardwinning-productionof/.

%®Nottingham Playhouse, f@dCurtain Up: Our New Fundraisi
https://nottinghamplayhouse.co.uk/news/cudgirour-new-fundraisingappeal/.

9 Nottingham Playhous&Curtain Up Appeal 2024 Facebook, November 30, 2021,
https://lwww.facebook.com/nottmplayhouse/videos/614547093078370/.



There has been a pantomime at NP since its opening season in 1948 when Bridget
B o | a ArabiarsNightsachieved the highest attendance percentage of the opening
seasort? The pantomime is the highest grossing production annuallypdréemic in 2018
19, it brought in a gross profit of £773,507.25, 71% higher than the next highest profit made
by a production in the same ye&NP planned a hybrid iperson and digital run for the
2020 pantomime€inderella from 3rd December 2020 to 16th January 2021. The On
Demand preecorded performance had been specially adapted for online audiences to ensure
that people who chose to access the pantomime that way could still enjoycuig
performance and experere . A di gi t al resource accompani e
Own Theatreo activity pack, which included i
Hot Chocol ate. 6 NP was pr e pendnauglientes fotbel ¢ o me
openng show. However, on the 1st December 2020, there were tivemtyonfirmed cases
ofanewvariantof@ 9, Omi cron which was highly infect
over the previously dominant Delta varidftAs a result, on the 17th December, NP
published a statement on soci al medi a channe
announcement earlier today, we are sorry to confirm that we will be unable to open for in
person audiences before Saturday 2nd Januanha¢ e &¥When ¢he govemment
announced further restrictions on the 30th of December, hopes for Janpargan
performances were no longer viable, but more than 3,500 households and students from 69
schools watched the afemand performance @finderellawhich accounted for 56% of

digital performance sales for the year, evidence of the popularity and importance of the

My, B. Stevenson, 0 Ar alottiaghamNoumdiDecemteertl15, PId4&rifishous e, 0

Newspaper ArchiveJohn BaileyA Theatre for All Seasons: Nottingham Playhouse the First Thirty Years
19481978(Stroud: Alan Sutton Publishing Ltd., 1994), 23.

IMartin Berry to Laura Ewart, #AAnalysis of Box Offic
102 YK Health Security AgencyijCOVID-19 variants identified in the UK latest update§ October 1, 2021.
https://www.gov.uk/government/news/covi@-variantsidentified-in-the-uk-latestupdate.

Nottingham Playhouse, fiFacebook Post, o Facebook, Dec
https://www.facebook.com/nottmplayhouse/posts/pfbidOEsXUa8mNwAaRR2cdeKw3gU5LFwJ9hfmVbAQFLt
F2Rph9pwiiQyxECMZJou7xw2xJI.
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pant omi me and of the acuity of giiwdkteitrog onl i
winners, but it is, and will be, important for NP to drill behind how r&age productions

pivoted online or were reprised in the cas@loé Madness of King George.lDuring the

pandemic, NP used various creative methods to connect with its established audiences,
commissioning new plays, and taking advantage of established relationships with national
partners to participate actively in initiatives like NTLive. Butas much more to learn from

how its existing community engagement programmes adapted and how it could think about

hyperlocality.

Hyperlocality, Mutual Aid and Regional Theatre in Contrastive Perspective

Loyal people who would have usually participated in a weekly group in the building

could, at the touch of a few buttons, access similar content. As the panderad; bt

maintained its digital provision because theatres were forced to become hyperlocal when they
could no longer rely on audiences travelling any distance to attend productions. At the same

time as NP customised its digital offer, there was a surge of local grassroots organising across

the UK emphasising what, in the contextofth¢ @ pande mi c, began to be
hyperlocal infrastructure of care, 0 and was
a scal e fnot %Hymerocafityohas beea enemgiegsas adcritical paradigm that

may complicatehe dichotomy according to which the local and regional are pitted

against the global. It is used in the context of digital spaces and community news too.

For Nesta in 2013, for example, the hyperlocal equatéddon | i ne news or con

pertaining to a town, village, single postcode or other small, geographically defined

Anastasia Kavada, fACreating a -H9pkuioah!| Ai df Gasupsict
in Social Movements and Politics during COVID: Crisis, Solidarity and Change in a Global Pandereid.

Geoffrey Pleyers and Breno Bringel (Bristol: Bristol University Press, 2022); Oli Mould, Jennifer Cole, Adam
Badger and Philip Brown, ASol idar i t-§9pandemictoc har i ty: Le
reconceptualise the radicality of mutaal dransactions (Institute of British Geographeds), no.4(2022)

875.
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community, o0 but researchers now are testing
strictly geographical ties towards inclusion of cultural capital that could forge a sense of
iembeddednesso and ficonn¥4dthas thkersnnéew wi t hi n a
meanings as a result of the pandemic. AMut u
take into account the forms of community support that were heightened as necessary
during the pandemic, especiallythds@e s ed upon an fequal and hor
solidarityo and designed to have fda power f ul
transf o¥mation. o

The artistic director of Slung Low theatre company in Leeds, Alan haot=a
Apandemi cThen@umonithre Edge of Town 2022, which is useful for NP to
consider because it suggests what a theatre company can be, and may achieve in the most
exigent of circumstances, at its most audacious. Slung Low is still bound by the most
significant part of its funding to ACE, as N Established in 2000, it has been an ACE
Nati onal Portfolio Organisation ( NPgOQarly si nce
funded theatre c¢omp d%Arier oodhe pandentic, thisthe@rBds gr oup
company, based in Holbeck in inngty Leeds, specialised in creating laigmale outdoor
shows, often by working with community performance companies. In January 2019, it took
over management of The Holbeck, the oldeswor ki ng menés c¢cl ub stil]l
founded in 1971, and managed it throughout the pandemic but returned it to its members in
December 2022. In his memoir, Lane underlines the core values under which his enterprise

operates, and he expresdeetm i n terms that are simple but,

on Kingsbury, AUK DemandRE€p oMNebt®agneKahtar Mealib, 200 di a Res ez
https://media.nesta.org.uk/documents/uk_demand_for_hyperlocal _media.pdf.; Carol Arnold and Shane

Bl ackman, fARetrieving and Repurposing: A Grounded Apy
Subcul t uDbigtdl Jolrmalsmll,mo. 6 (March 9, 2021)068.

MAnastasia Kavada, fiCreating a -H9pWMutoah!| Ai df GastpscCi
153.

107 Alan Lane,The Club on the Edge of To\Bristol: Salamander Street, 2022 .
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useful. Be Kind. Everyone gets what they want, but no one else gets to stop others getting

what they want. o0 Such open aspirations, seen
as expressed, risk seeming naive, especially if such fiercely comrheshitgnets are

immoveable in all instances, and Lane acknowledges the possibility of trouble because of
adhering to them. However, trouble is not something | believe Lane fears. He is

unequivocally democratic and passionate about the locality in whichdag¢ is located:

AThere are children in Holbeck without crayo

opera company paid for with money from all of us. Until everyone has crayons, no one gets

opera. Thatdés what | bel aeevesol Al lont ackhay N
Decideo basis. This was a controversi al deci
industry counselled that it was napve and ex

money at risk, o0 bughthefawesegnerwidt hhlkemnadnd
agreed that we were doing it right. o The oth
member of the companyodés staff would be paid
per day:o8

In March 2020, as the first lockdown began, Slung Low sent a letter to each of the

200 houses i mmediately surrounding the Hol be
vanéif there is anything we can do dtmr you i
ask®Thhe | etter sparked what Laneée'%Aldissoarsei bes as

of mutual aid swelled during the pandemic, with an estimated 4,300 mutual aid groups set up
across the UK The infrastructure of these groups was built ongaredemic community

organising and the spontaneous actions of people who were mobilised to act in support of

108 ane, The Club on the Edge of Towi¥, 15, 31, 207, 33.

109 ane, The Club on the Edge of Towi#.

110 ane,The Club on the Edge of Tow#D.

Anne Power and Ellie Benton, " Wher kondoeSchooléfor Br it ai
Economics Covid 9 Blog May 6, 2021, https://blogs.Ise.ac.uk/covid19/2021/05/06/whex&for-britains
4300-mutuataid-groups/.
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others as a direct result of the pandemic. Slung Low was doing both, and quickly, building

upon existing relationships with partners, including Leeds City Council, and embracing new
relationships with groups such as Leeds United Football Club, Mecca Bing&alvation

Army and Costco. In late March 2020, Leeds City Council asked Slung Low to be the lead
organisation coordinating community care in the wards of Beeston and Holbeck. Over 15

months, 30 staff and volunteers provided more than 15,000 foodgeact@apeople in South

Leeds. Speaking tbhe Stage n Apri | 2020, Lane explained, f
absolutely the same skills we use to make ou
difference between doing what we are doing now and what we usually do. Of course, | see

that the mechanics apeofoundly different, but the actual drive, the core spirit, is the

s a m'é?Slong Low's approach to community is driven by a strong moral imperative: that

the values under which a theatre or theatre company acts are defined clearly and

communi cated to the community openly. During
foodbankwasthe nl y way we ¢ oul!tfLike thesdedisibryto Haveenlyt he at r e
APay What You Decideodo tickets, this evoked ¢
people in the generosity of support, o and La
suggested that | at eroudtdh emo dteH e'dNPrdeesanoft d svki & dy . ic
have a clear mission statement or set of val
NP website are informative but do not yet ad
community engagement. NP shares its values and mission moistcslyan recruitment

packs which provide background information on the theatre for people wishing to apply for

j obs. Under the heading of Aour mission, VvVis

"2Fergus Morgan, "Alan Lane: 6The skills WeStagee using
April 16, 2020, https://www.thestage.co.uk/features/édanethe-skills-we-are usingarethe-sameoneswe-
useto-makeshows.

113 ane,The Club on the Edge of TowiD4.

114 ane, The Club on the Edge of Towz08.
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i mpactful mi ssion statement; fiThe essence of
We believe that, through theatre, being transported to different worlds broadens our horizons,
that by being positive, relevant and devoted we provide an expenelocé, j us't® a st ag
NP could build on this statement, and may be
openly communicating clearly defined values which could be further developed and refined
in collaboration with the wider community.

I f Laneb6bs avowed concern was to ensure ttF
pandemic were right and good first and commercially and artistically successful second,
others took a different approach, even in a context where distributed use and fwastion
being disrupted by the pandemic. One of the more extreme examples of this was the use of
theatres as Nightingale Courts. During the pandemic, the requirement for social distancing
caused many existing court buildings to be deemed unsafe to holdglsyThe lack of
space within existing courts caused a backlog within the Crown Court system. The Ministry
of Justice (MoJ) set about identifying venues that had the capacity to host trials. In September
2020, two theatres in The Lowry Arts Centre, Salfavere converted into courtrooms
hosti acgu siitnoodni al c¢cr i minal cases pHuagdacivil, .
Fawcett, chief executive of The Lowry, tdBBC News hat entering into a |
t he ¢ o uabsotutely keyatsus Being able to begin the engagement with our
audi elfBiemmgham Repertory Theatre entered into amsbnthlong arrangement

with the MoJ to hireut two of its theatre spaces and meeting robfis. the summer of

’Nottingham Playhouse, fARecruitment Pack Marketing O
https://nottinghamplayhouse.co.ukAgpntent/uploads/2023/09/RecruitmdtdackMarketing Officer-AD-Sept
2023.pdf.

118]an YoungsfiSalford's Lowry theatre to stage rdif¢ legal dramas as makeshift coa8BC, September 21,

2020, https:/iwww.bbc.co.uk/news/entertainmaris54236769.

Wpaamna Mohdin, ABlack Company Pulls out of Birminghar
December 24, 2020, https://www.theguardian.com/stage/2020/dec/24itwtatkecompanytalawapulls-
birminghamrep-seasorovernightingalecourt.

118The partnership also included the leasing of the Library of Birmingham as both Birmingham Repertory

Theatre and the library share a building.



2020, aligning with the criminal justice system was a controversial choice as a result of the
resurgence of the Black Lives Matter movement because the conversation around the
disproportional impact of the criminal justice system on Black people wag/fimgtig taken
seriously in many areas of sociétwith support for demonstrations being announced-on C
19 WhatsApp group8?® Talawa, a Black British theatre company, which had announced
plans to ceproduce a season of Blat#d work with Birmingham Rep, dissolved the
partnership, frustrated that its hosting of
Joy S é%%Tralava was not the only opposing voice; statements and articles were
published by individuals and groups, all condemning the decidi@irmingham Rep
defended its position on the grounds that it was in a precarious financial pésitidrad
lost 80% of the income made from ticket sales and, by July 2020, was considering making
40% of its staff redundad stating that its future could not be guaranteed without the
income provided by this contrat®

The experience of Birmingham Rep casts revealing light onto tensions that exist at the
boundary that putatively separates a theatre from its building. The use of the building as a
court could not, for some, be divorced from the building's primary us¢éhasitae and the
attendant expectation that theatres should be spaces where local communities of diverse
heritages and backgrounds f eelbcaltyssfTre Pakpal wel c

private estate and one of the most affluent areas in l§b&im.The average price af

% Kavada,iCreating a Hyperlocal Infrastructure of Carg53.

20Talawa Theatre Company, "Black Joy Update,” December 22, 2020, https://www.talawa.com/artictes/black
joy-update.

IA selection of some of the statements critical of B
include: Amahra Spence, Founder of Maia creative agency at https://www.thestage.co.uk/opinion/birmingham
rep-let-down-its-communitywe-needto-rebuild-trust; Comedian Joe Lycett at
https://twitter.com/joelycett/status/1339526783461449728; The Regional Theatre Young Director Scheme
https://www.rtyds.co.uk/general/rtyd8-monthresidencyupdate/.

122 Chris WiegandfiBirmingham Rep may make 40% of roles redundant amid €¥icrisisp The Guardian

July 10, 2020, sec. Stage, https://www.theguardian.com/stage/2020/jul/10/birmingramay-make40-
percentrolesredundantcovid-19-crisis.
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property in The Parks £377,034some32% higher than the city averag@ NP is located on
Wellington Circus, a circular road with a small private park at the centre, but it is only
accessible via padlock to residents of The Park Estate, not to NP, which also needs to
negotiate with residents when events take place immed@ié&dyde the theatre. NP could
benefit from nurturing a stronger relationship with Park Estate residents, albeit a
demographic that contrasts markedly with Slung &layperlocality of workingclass
Holbeck. The Nottingham Park Residents Association is a highly active community group
hosting a series of talks, social groups, various workshops and an annual garén trail.
Although the needs the of The Park Estate community may be different, they should not be
disregarded for how NP may support the engagement of its hyperlocal community, especially
when NPOs -faciograchievements during the pandemic were built @pon
foundation of trust and respect in the community.

Slung Low is an example of the very reabrld response an arts organisation can
make through choosing to embrace their physical hyperlocal space during the pandemic.
Food banks, medicine delivery services and other supplies rapidly became one of the few
ways the resources of an arts organisation could be pivoted in order to provide the most acute
support. The National Gordinating Centre for Public Engagement published a blog post
entitled fAHyperl ocal e n g a g lgmightingexdnptedfn g t he t
communitylevel participatory public engagement taking place in small geographic
communitiest?® Examples include, online community forums, virtual social events, mutual

aid groups and creative projects. The blog concludes with the argument that hyperlocal

123 RightMove, Information produced by the HM Land Regisfiypuse Prices in The PadkDecember 15,

2022, https:/iwww.rightmove.co.uk/houpeces/thepark.html.

22The Nottingham Par k Re sitdedMelsite ofahe BlatinghaantParlo ResideritsP a r k n e w.
Association, 0 The Nottingham Park Residents Associati
125 David Owen, "Hyperlocal engagement during the time of lockdoiNatlonal Coeordinating Centre for

Public EngagemeniMay 15, 2020, https://www.publicengagement.ac.uk/whats/blog/hyperlocal
engagementluring-time-lockdown.
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engagement is not just a temporary measure for the pandemic, but that it also has the

potential to revolutionise the way that public engagement is done in the ftftlingis
initially wunclear how NPO6s focus on digital
issues identified by the blog post include tandency to live and work with people who are

Aj ust dndtkegiskihat adbivities take on a life loéir own, with participants

overstepping social distancing rules and putting lives at risk. The risk to life was certainly a
factor in why NP had chosen only to reinstate activities within its premises in order to control

the health and safety impactionfscompliance with social distancing. For NP and, more
specifically, community engagement, hyperlocality was not as relevant when it pertained

solely to physical and geographical community engagement; the hyperlocal areas

surrounding NP are not communitibich NP struggles to engage. As the concept

developed with the pandemic, the digital hyperlocal became relevant and the capacity to

create a hyperlocality based upon its atmosphere/organisational identity visible when not
necessarily fixedtothetheatteu i | di ng. Birmi ngham Rep6s c¢ommi
prioritised a national systemic response to
hyperlocal expression of mutual aid. Historically and throughout the pandemic, then, NP has
carefully balanced comercially lucrative activities and the need to facilitate opportunities

with community impact. There were theatres that did more for their communities but there

were theatres that did much, much less.

Accessibility and Adaptation
According to the Office for Nationafl9(®dt ati st

terms of rates of death and vaccine uptake) disproportionally impacted the most deprived

126 pavid Owen, "Hyperlocal engagement during the time of lockdbwn
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people and households, some ethnic minorities, and people witheef or t ed ¥ i sabi |
While that barely addresses the disproportional impact on Black and Asian Britons, specific
issues of accessibility for people with disabilities were identified by The Global Health
Council as barriers to information, testing, and treatment sef#t€smpaigns were
instigated by The International Disability Alliance and International Disability and
Development Consortium to ensure that the WHO and United Nations daily briefings, and
supporting documents on19, were fully accessible to persons witsathilities?® Those
groups most impacted by-T® were often also the ones struggling with accessibility to vital
services. However, one unintended and perhaps unforeseen consequence of the pandemic was
how it impacted access to the arts for the better and for the.worse

There has been increased accessibility for groups who have historically been unable
to attend performances in situ. For example, tickets to the original theatrical production of
TheMadness of King George Itiost between £8.50 and £37.50, but when it was live
streamed on YouTube, financial as well as physical barriers to access were removed. A
regional example that resonates in this cont
theatre and digital liveneds i s t he digital t lobMMayl02ewhgheason f
brought togetheB0 participating companias the Marche region of Italy: Marche
Palcoscenico Aperto. Researchers found that issuing online questionnaires did not elicit more
than superficial information from audiences and set about using the initiative in the Marche
t o a s biagh ensry barmers to the artistic field have been strengthened or weakened by

implementing theatre initiatives for online audiences and how these initiatives have affected

Emily Glastonbur
Coronavirus Pandemic in the HOf f
2021,
https://lwww.ons.gov.uk/economy/environmentalaccounts/articles/leavingnoonebehindareviewofwhohasbeenmo
staffectedbythecoronaviruspandemicintheuk/december2021

A exa Wilder and Eliana Mont @f Gl ebafi TiHe aPamd €miuc c o f
2021), https://globalhealth.org/#pandemieof-accessibility/.

12%The International Disability AllianceiAccessibility Campaigin COVID19.0 May 18, 2020,
https://www.internationaldisabilityalliance.org/acessibiligmpaign.

i fa Review daf Whp Has Bee®Most Atbeetdd ibyntite

yy
ice for National Statisticso (Offic



the regional p eand tlerelmy itoridgntifa whetlsentry baeiarehadbeen
Areinforced or |l evelled when i mpl etheynti ng th
identified constraints felcthnbyadudioascesai an d
consisted of technological barriers, attitudes of the users towards digital affordances and lack

of digital skills. They alssoo aannda Icyhsae d efinogregsa nj
digital platforms to the production and distributiof performance$® The digital switch did

not wholly eradicate barriers to accessibility if it created new and unforeseen constraints.

However, lessening existing accessibility issues was profound. A report published in the UK

in 2022 by the Digital Accessto Artsand Culte pr oj ect found that, AT
availability of online arts and culture during the pandemic led to accessibility benefits for

many peopléd in particular d/Deaf and disabled, clinically vulnerable, geographically

remot e, and ol dererparftaicdiopant sn.cd ulowme Al ow
public funding structure that favourseaef f pr oj ect sé and uncertain
wor ks besto meant that some performing arts
moved away from offenig regular digital funding3! There were growing concerns that

theatres would return to only-erson productions as soon as restrictions were lifted,

thereby excluding the same individuals and groups. Jamie Hale, a disabled theatre director

and playwright 6 FrantRowpr BBRC aRianki, 0o id0f eel very
auditoriums fill up, theatres will decrease the amount they offer for live streams, and it will

become less possible for people living in rural areas, people with caring and parenting

responsibilities, notjus di sabl ed people | ike m¥QOnet o acces

B0stefano Brilli, Laura Gemini, and Francesca Giluafiheatre WithouT heatres: Investigating Access

Barriers to Mediatised Theatre and Digital Liveness during the €iidlandemio,Poetics101750 (2022)8,

3.

BlRichard Misek, Adrian Leguina, and Kadj(aArMas nd mc n,
Humanities Research Council, June 2022), 9, https://digiaccessarts-cayitemt/uploads/2022/10/Digital
AccessReport.pdf.

¥2)Jamie Hale, AFront Rowo (BBC Radio 4, October 5, 20
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solution, perhaps inevitable or simply inescapable now, is identified by the Digital Access to
Arts and Culture project as Ahybrid programn
exist for engaging with arts and culture, the easier it is to engalgeand the more inclusive

it can become. 0 Maintaining and embedding a
ensure that accessibility gained durthgpandemic is embedded in the culture of the theatre.
Another report on the role of the arts that was conducted by academics discerned that during
the pandemic the arts facilitated fArelaxatio
sense of connectipn0 and t hat participation in the art
negat i v e 3%ftheatras can support wellbeing in this way, they owe all patrons the
opportunity to access the benefits they provide.

The value of the arts regarding health and avelhg was well documented before the
pandemic. A 2019 World Health Organisation r
role in health promotiono by fhmllageelaeg t o pr e
physical decline; supporting the treatment or management of mental iliness,
noncommunicable diseases and neurological disorders; and assisting in acute@rdend
c a rt38Wwith such a substantial list of benefits, it is unsurprising that the arts supported so
many people through the pandemic. Researchers now detheripandemicas having a
Acol ossal negative ment al heal th i mpacto wit
popul ations at disproportionate ris®od of exp
Research published in 2021 underlines that t

stressful situations and demonstrates how 0a

133 Alexandra Bradbury, Katey Warran, Hei Wan Mak, and Daisy Fand®ithe Role of the Arts during the

COVID-19 Pandemig University College London, August 31, 2021, 2.

134 Daisy Fancourt and Saoirse Firflyhat is the evidence on the role of the arts in improving health and well

being? Ascoping reviewg World Health Organisation Regional office for Europe, 2019,
https://www.ncbi.nlm.nih.gov/books/NBK553775/.

¥Matt Boden et al., fAAddressi-hg ttthreoWMgmt RO Qlididalat it din | ke
Psychology Revie®5 (March 5, 2021),1, 9.
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individual s ma n'®There aretseggestions froontacademiss.inctthe field of
psychi at rbgsedinteaéntiofisecould possibly become part of thetiermg strategy
for supporting people with the mental health consequences oftheC | ockdown . 0
Establishing that the befits of engaging with the arts provides a solid basis from which NP
could promote participation. Social isolation, particularly for vulnerable groups, could be
|l essened by fAboosting positi vebacsoepdi nagé’tainvd trie
Accessibility must be at the forefront of future programming decisions at NP, as should
adaptation, which is dependent on a number of material and ethical factors. The financial
impact of G19 restrictions was substantial because in 2019 NP relied @t siales for 70%
of its income. NP received £690,325 under the Coronavirus Job Retention Scheme and
£1,108,249 across two governmenh Cultural Recovery Fund award® What is harder to
quantify is how adaptation was felt on a structural and cultural level. In an unprecedented
situation where the need to make changes was paramount, was there time to cogitate on the
freedom to innovate? How can regional theatre anduheefrs work together to learn from
this forced period of innovation?

I n Aideas for a new art wor Hodmmerafthe 020 ess
online art criticism platform The White Pube, makes the following argument:

The art world is close to the brink of collapse. We have got to radically restructure the

way we do things; no one wants to return to normal, because normal was bad. We

have got the capacity t sustamaltecaccassibbea d | i t t |

geruinely diverse, fundamentally joyful, and | think we should do that. Right'ddw.

136 Hei Wan Mak, Meg Fluharty, and Daisy FancoiiRredictors and Impact of Arts Engagement During the

COVID-19 Pandemic: Analyses of Data From 19,384 Adults in the C@M[Social Study Frontiers in

Psychologyl2 (April 26,2021)15.

137 Emily A. Holmes et al.fiMultidisciplinary Research Priorities for the COMVI® Pandemic: A Call for

Action for Mental Health Sciena&l.ancet Psychiatry, no. 6 (202Q)550.

138 Nottingham Playhouse Trust LimiteiNot t i ngham Pl ayhouse Trust Limited I
Consolidated Financial Statements 52 Weeks ended: 28 MarchbZi#thpanies House, January 7, 2022, 17.

139 Zarina Muhammadiideas for a new art worldThe White Pube, April 3, 2020,
https://thewhitepube.co.uk/dtioughts/ideasforanewartworld/.
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The essay was part of a larger project that saw Muhammad dodrater Gabrielle de la

Puente install billboards across the UK between January and March 2021. Each billboard

di spl ayed ealnieneorfs 0s idxe siicorniebed i n t hdin202lc o mpan
as fAinitial i de'3heprojactfogus was primarity bn thve practices. ob

art galleries and museums; however, it should not be overlooked for its wider provocations

which are applicable to theatre. During the very first months of the pandemic, Zarina
Muhammad was unequivocal,t at i ng t hat #fAitds not enough t
inequal itieso because that is fAa fundament al
The White Pube pushes for an optimistic vision of how disruption as a result of the pandemic

could spark a transformative moment. Of the six provocations expanded upon in the
pamphlet, the two which are relevant to NP a
want to see and what galleries and mdseums s
not replicate the capitalist structures of other industries and instead should set a better
example with a horizontal approach to deci si
institutions taking more account of audience interests and needs. Tihateltesponsibility

for the artistic vision of NP, in its current model, rests with the artistic diré€tdhis is a

role that is coming under increasing pressure in a precarious funding environment, with the

ongoing impact of theost of livingcrisis, leading theatre critic and editorTdie Stagé.yn

Gardner to pose a question, fAPe¥Ahspnay t he ar't

10 Thesix statements are: 001: if | were the Tate, | would simply remove my racist paintings x, 002: Universal
Basic Income and affordable housing so that everyone, including artists, can make a living, 003: Curators
should ask the public what they want to sed what they think galleries and museums should be used for, 004
people across the creative industries need to declare if they have rich parents who helped them get where they
are today, 005: The art world should not replicate the capitalist structustfseoindustries and instead should

set a better example with a horizontal approach to deefsaking and pay, 006: dear museums, give back all
stolen objects. Thhillboards were a collaboration between The White Pube, Jack Arts and

BUILDHOLLYWOOD as part of the Your Space or Mine project, an ongoing initiative that gives artists and
creatives street space to create accessible art for evefijm®yhite Pubddeas for a new art world_ondon:

Rough Trade Books, 2021).

141 The White Pubedeas for a new art world.

“2Nei |l Puffett, AExodus of Arti s ArsRrofeSsionafAogusvl7s 6 Sy mpt o
2023, https://www.artsprofessional.co.uk/news/exeaftistic-directorssymptomsectorneglect; Lyn Gardner,
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border on the sensationalist but theatres including Watford Palace Theatre, the New Wolsey

in Ipswich, and the Theatre Royal Plymouth are all experimenting with new models of shared
creative leadershif3 Regional British theatres are beginning to examine their culture and

structure, and some began to do that during the pandemic. In JulyT2@2Guardian

newspaper reported that to prevent closure due to financial hardship, the Theatre Royal

Plymouth was pivoting its business model to shift from a producing theatre into a commercial
receiving housé*A second proposal was made that the
restructureo of its artistic teams. Upon his
and Executive Producer in 2021, James MackeBlaekman commissioned six colleagues

tounde t ake an independent revi efWThsfsamdmentt heatr
in which new leadership roles are emerging and reframing the traditional role of artistic

director role into a more hybrid creative position with an outreach focus. If, as Zarina

ot

Muhammad and Gabri el |l e d e tofiakvisithicamotfdfiladl r g u e ,
the answers, o0 NP should examine how peers in
subvert traditional management structures and explore how to balance the curatorial role of

the artistic director with centring commitias, what communities want to see and what they

think the theatre should be used for, which means making the Participation Department more

visible on its website, and in public making statements about the work and culture of NP.

ALyn Gardner: Can the Artistic DiTheStagefpri2R02% Survi ve
https://lwww.thestage.co.uk/opinion/cthre-artistic-directorrole-survive theatrescashworries.

“WFor Watford Palace Theatre see; Lyn Gardner, dWatfo
at Br e ak iThedtadg®bhe Stage, daduary 26, 2023), https://www.thestage.co.tikiieiyiews/big
interviews/watfordpalacetheatresbrigid-larmourour-industryis-atbreakingpoint.; For New Wolsey See;

Matthew Heml ey, ADougl as Rintoul oFe PptagdThetSage, JanoaryRu n  Ne v
28, 2022), https://lwww.thestage.co.uk/news/appointments/derigtasl-appointeeto-run-new-wolsey-in-

i pswich.; For Theatre Royal Pl ymouth see; ANew Creati
ArtsProfessionalJune 20, 2023, https://www.artsprofessional.co.uk/magazine/facesreativeleadership
teamtheatreroyalplymouth.

1441 anre BakareiiTheatre Royal Plymouth proposes cutting entire creative éeBme, Guardian July 23,

2020, https://www.theguardian.com/stage/2020/jul/23/theatral-plymouthto-cut-100-jobs.

45 James MackenziBl ackman, fJamesd Letter. o
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Among calls for the theatre industry to take time to reflect on some of the industry's
systemic issues, Kate McMillan also posed a key question while discussing how experiences
during the pandemic suggested ways to think about creative and structugplchan A How ¢ an
we harness the newly found potential for change and responsiveness into ongoing issues of
diversity, i nequ alTHisysaauyequestion andundoubtediyange ? 0
something that NP and other theatres had to begin considering. However, as NP contended
with the | oss of 70% of its i ncome, Amost st
Aef fectieven Ipd mgmo mgmt i of tthlee pand¥lficals was @i
for adaptation in the moment were somewhat idealistic and often felt unfeasible given the
material conditions of emergency planning and @femnging restrictions, innovation was
achieved via artistic outputs. Now, there exists an opportungydtuate and embrace the
knowledge gained from an unprecedented moment of enforced change, and to contemplate
opti mal approaches to forging NPOG6s culture i
instigate any largscale organisational changes in tiey Muhammad advocated for
galleries and museums, but there were moments. NP took part in campaigns and protests. It
joined more than 50 theatre organisations across the UK to become part of the Freelance Task
Force, following the release of an open lettier21st May 2020 in which freelancers in the
cultural sector stated, fAWe want to facilita
empl oyed theatre a¥@hepoatradiction beaveen mcreasedk demand o0

and appreciation for arts content and the precarity of the arts sector was impossible to ignore

in the moment, particularly in the persons of freelance theatre practitioners who rely on

146 Kate McMillan, iiCoronavirus and Culture: Challenges, Changes and Creative Resp&i@Gedlumni,

YouTube video, 58:54, June 4, 2020,

https://www.youtube.com/watch?v=YvQ_1L4pICM&ab_channel=KCLAlumni.

147 Nottingham Playhouse Trust LimiteiNot t i ngham Pl ayhouse Trust Limited I
Consolidated Financial Statements 52 Weeks ended: 29 Marctd2028panies House, January 7, 2022), 3.

148alex Wood,iOpen Letter Released Calling for Freelancer Support to Be Extended in Line with Job Retention
Scheme&yWh at 6 s Oday 23,1202, bttps://www.whatsonstage.com/lontlaatre/news/opeletter

freelance support_51638.html/?utm_source=twitter&utm_medium=social&utm_campaign=21May2020.
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projectbased work. NP should be more confident in the positive impact of its participation
and community engagement activities now, though, and as a result of the pandemic. What
became apparent then is that there is the potential for community engagenrietd

increase and for NP to harness an increasingly large body of research to support applications
for further resources internally and via external funding. Although restrictions have long been
lifted, and NP is facing new and distinctly different d&ages, now is precisely the right

time for a conversation about whether and how a restructuring of NP and a rededication of its

focus would benefit the institution and its many and diverse communities.
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Community Engagement (2022023)
Recovery from the €9 pandemic was not going to be a linear process; the phrase
Aunprecedented timesod may have fallen into e
express just how challenging a period it w&sstpandemigthere is a burgeoning body of
research which begins to quantify the impact df9C The realvorld ramifications of the
pandemic are vast; as of June 2023, 228,634 people Ukthevedied with G19 specified
on the death certificateThe Office for National Statics has reported that {Quyid
symptoms, including fatigue, shortness of br
affectedthedayo-d ay acti viti es 3dlieméntabheafth charity Mimd hagie op | e
already determined that Aaround a third of a
their mental health worsened since March 2020 and the first locktidtva labour market
was shaken; the number of people in work between March and May 2020 fell by 825,000 and
claims for unemployment benefits doubktl.e t ween March 2020 and Apr
pupil so missed more than half of the days th
concern about attainment and #Alife outcomes,
for Economic Perfor mance °dhectultunabssctomhadtdi poor er
develop a responsive and reflexive attitude and reflecting on the pandemic jn\2&2i3

Berry is proud of the work the Participation Department achieved in such challenging

1 The last peak usage of the tefitmprecedented timeésvas in 1945fimarking the end of Wwland the

fifounding of the United NationsdClair Major, "Unprecedented Times and Innovatidnfiovative Higher
Educationno. 45 (2020)1.

2UK Health Security Agencyi Cor onavi rlu9s) (iGOMIihDe UK, 0 July 2023,
https://coronavirus.data.gov.uk/details/deaths.

3 Office for National StatisticgiPrevalence of ongoing symptoms following coronavirus (CO¥8)infection

in the UK: 2 February 2028March 30, 2023, at
https://lwww.ons.gov.uk/peoplepopulationandcommunity/healthandsocialcare/conditionsanddiseases/bulletins/pr
evalenceofongoingsymptomsfollowingcoronaviruscovid19infectionintheuk/30march2023.

“Mi nd, fACoronavirus: the consequences for mental heal
https://www.mind.org.uk/media/8962/ttmnsequencesf-coronavirusfor-mentathealthfinal-report.pdf, 8.

5 The number of people in work fell by 825,000 people between JaMangh 2020 and Octobéecember
2020;Andrew Powell, Brigid Franci®evine, and Harriet Clark, "Coronavirus: Impact on the Labour Market,"
House of Commons Library, August 9, 2022, 4.

6 Lee Elliot Major, Andrew Eyles, and Stephen Macliingarning Loss since Lockdown: Variation across the

Home Nations) Centre for Economic Performance, July 2021, 1, 8.
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conditonsbyst r at egi sing and planning for the depa

ahead, to what we will do when it's over. o C
Berry reframes it not as time lost but as period of flux with opportunity for adaptation and

now f or @consild20R3etde Participadion Départmendis running 60

programmes, classes, courses, and workshops, at NP and throughout Nottingham, for

children and young people, careers and training, adults and community, older people (55+),
schools, colleges, and universities. The location of external gfoupkildren and young

people in areas of the city and county, that score highly on the English Index of Multiple
Deprivation (IMD), compiled by the Ministry of Housing, Communities and Local

Government in 2019, seems signally important. Nottingham overall ranks as'thme4tl

deprived district out of the 317 districts, and a Shine group is located in each of the five

Lower Super Output Area ( LSinaisdescdbedloy NRasat t o
Afree drama provisiono for fAlocal schools an
and in 2023, there are 13 Shine grofips.

A vital element of considered expansion should involve initiatives that currently lie
outside of the existing participation progr a
inspirational for his approach to community engagement. She was one of ihg teadtre
directors and practitioners of her generation, and Nadine Holdsworth describes Littlewood as
Afhaving no time for polite, genteéla8tshedatreod
Littlewood worked closely with collaborator Ewan MacColl (born James Henry Miller in

1915) who left school at 14 and in 1934 joined the Workers Theatre Movement and the

" Martin Berry, interview by Laura Ewart, March 1, 2023.

8 The five areas identifibas LSOAs are: Bulwell Centre, Billborough East, Radford Flats, Broxtowe East and

St Anns Plantagenet Street; NottingNamtChgha@Golunsi ght
Nottingham Insight, accessed August 31, 2023, https://www.nottinigisgght.org.uk/themes/deprivati@md
poverty/indicesof-deprivation2019/#:~:text=Nottingham%20City%20IMD%202019%20results.

Nottingham Playhouse, fShine, 0 Nottingham Playhouse,
https://nottinghamplayhouse.co.uk/project/shine/.

10 Nadine HoldsworthJoan LittlewoodOxon: Routledge, 2006), 46.
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Young Communi st League. Af t-educaton, goeaistod of At
politics,agitpr op t heatre and rambling, 06 he met Joar
same year they formed the Theatr eanthnd on, con
theatrical |y Yalgning thendisbamidenéneof thealheatre Union at the end
of the Second World War, Littlewood and heraqerative ensembleHfermed as Theatre
Workshop whose Manifesto is as relevant today as it was when written in 1945:
The greatest theatres of all time have been popular theatres, theatres which reflected
the dreams and struggles of the people of
wars, soci al upheavals, the frustrations
build a new civilisation find little expression in the contemporary théatre.
It seems no accident that Berry draws on a visionary practitioner who paid attention to social
upheavals and contemporary challenges. Littlewoodpaasionate about working with
workingc | ass communities, and between 1963 and
use spaceo with activities fAdedicated to pl e
l earningo in an attemgto tia nfi dneamteEsedatmmueittihye

a c t i WReteryrankin, a lonime colleague and biographer of Littlewood, shérers

response to a publisher who was frustrated a
Wor kshop was not just about dOneofthewaysiny s . |t
which NP could develop and build fAa design f

coordinating a series of workshops that focus on howpastiemic theatres can respond to
the challenges faced by the communities they serve,aaudsues of equality, diversity and

~

inclusion, and how to respond to Athe hostil

"™"Wor king Class Movement Library, f@AEwan MacColl Ti mel:i
https://www.wcml.org.uk/maccoll/maccoll/biography/timeline/.; Holdswodthan Littlewood 8.

12 Theatre Workshop manifesto (c. 1930s), MS 89164/4/26, Joan Littlewood Archive, British Library.

B Holdsworth,Joan Littlewood 33.

“peter Rankin, fAJoan Littl ewoodOdThe Quardiambovenbewldy ks hop: /
2014.



reflecting on historical approaches such as those of Theatre Workshop at Theatre Royal

Stratford East, a theatre with which NP has collaborated alrea8heireeri2018)andThe

Villageldiot( 2023) and with which it produced the ¢

Revi val , o0 -uavisioefar hgwoegional theatres can better serve diverse

communities, many of which are struggling, may emerge. Asdbeof livingcrisis

escalates and the welfare stisterodel, t her e i s an eficuunrdeeor ctlhaasts iosf

Apushed or | eft ¥®Agralictepannership with Stratfoa Eadstacould O

harness Littlewoodds mani f es tpandemicdimes.pdat e an
Belonging and unbelonging and displacement and refuge were cautiously explored as

themes during the Coram Boy community project. Since then, NP has become increasingly

involved with the migrants, refugees, and asykaekers in Nottingham, by working with

the Nottingham Refugee Forum. Current levels of displacement are described by Oxfam as

an unprecedented global <crisis of 26 million

managing migration was the introduction of p

envii o n mé& mhie Joint Council for the Welfare of Immigrants defines the hostile

environmenas a host of policies which fAmake | ife

treating them strategically and definitively

Br it i s hl’Aftera sezoénevg immigration policiesasintroduced to this end by

Conservative Home Secretary Theresa May in 2012, more restrictive measures were brought

in under the 2014 and 2016 Immigration Acts, which required professionals such as doctors,

landlords, police officers and teachers to be resjtde for immigration checks. The creation

B“For example, these terms are used by Etienne Balibar
and pr es e rEhviropmeatlarid ®langing D: Society and Spa@€2012) 441.

¥0xfam, ARefugGisspandcksgednOctober 19, 20@8, h
dof/issues/refugeandmigrantcrisis Thos e who support the governmen
term 6the compliant environmentodé to describe t
1" The Joint Council for the Welfare of Immigrani®he Hostile Environment Explained,
https://lwww.jcwi.org.uk/thenostileenvironmentexplained

ttps: /|
téds pol
hem.
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of everyday borders and quotidian checks and measures is leading refugees to experience loss
of accommodation, barriers to marriage, deni
feeling of i ns¥Thdindadtofthe policyds baimyXelt in Nogtingham. The

Joint Strategic Needs Assessment (JSNA) undertaken for Nottingham City Council in 2019
estimated that then there were some A500 des
living in the city0'* NP &6s response was clear and directec
status.

Founded in 2005, City of Sanctuary UK is a social movement umbrella organisation
which ficoordinates, suppor t?2YWhie asdNagda drasts é net wo
and Smaran Dayal allow, in the UK sanctuary
support for a culture of hospitality than ac
organisations have been at the forefront of efforexfress hospitality, in the knowledge
that access alone is inadequate as a goal, e
6guestd and the power rel at i @TheSanctuanelward ng t h
programme accepts applications from institutions, universities, schools, local authorities, and
libraries, as well as arts organisatidhg\pplications must evidence that the institution has
learnt what it means to be seeking sanctuary, embedded the values of welcome and inclusion
into the culture of its organisation, and t a
activities. Tle final requirement for the award is that the organisation share its vision of

inclusion and evidence of progress by promot

8 Melanie Griffiths and Colin YediThe UK6s Hostile EnvironmemCritcaDeput i si
Social Policy41, no. 4 (2021)531.

Nottingham City Council, AEvidence Summary Nottinghsa
2019.

2City of Sanctuary UK, #AAbout | City of Sanctuary UK,
2Wanda Vrasti and Smaran Dayal, #ACiti zeQGitgenship: Ri ght f L

Studies20: 8 (2016)997, 998.
2City of Sanctuary UK,

=t

Sanctuary Awards, 0 accessed
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sanctuaryo and the wider 2boHowiadan appraisalbbyaiia wel ¢
panel including at | east one member with Al
Aexpert in the field, o0 awards are made. I n 2
Theatre of Sanctuary. OfiAugust 2021, NP was awarded Theatre of Sanctuary status by
Nottingham City of Sanctuanf.It was an early respondent in the flurry of applications that
responded to the sharp increase in migrants arriving in the UK in 2021, insofar as, by 2023,
there would be 14 more Theatres of Sanctuary, and a further 9 Theatre Companies of
Sanctuary?®

The commitment to learn, embed and share has been made manifest at NP in the form
of activities instigated as a direct result of the award. Isabelle Abdkim was integral to
the completonoNP&6s application to become a Theatre
with NP in 2021 as a placement student in the Participation Department and during her
induction Isabelle told me that a conversation led to her sharing information with Berry about
her involvement with Student Action for Refuge®Berry explained the Sanctuary scheme
and asked i f she would be interested in fpic
under way. |l sabell e described that process as
initial placement and the awarding ®&nctuary status, Isabelle secured a Creative Pathways
Graduate internship at NP, keen to Abuild so
over 2021: fAdas much as we have ®©hvehages t hat w

bursary places, we can matke theatre economically accessible and very welcodnitigere

was j ust st i?lThe pninaryéssue Inabetiet identified weas a lack of easily

23 For more details of the Sanctuary award process see: City of Sandwaeaydsp City of Sanctuary, 2023,
https://cityofsanctuary.org/awards/.

“Nottingham City of Sanctuary, #ANottingham Playhouse
2021, https://nottingham.cityofsanctuary.org/2021/08/02/nottingblayhouseachievegheatreof-sanctuary

award.

XSt atistica, fAMigration Figures in the United Kingdor
May 2023, https://www.statista.com/statistics/283599/immigratiethe-unitedkingdomy-on-y/.

26 |sabelle AbduRahim, interview by Laura Ewart, September 16, 2022.

?71sabelle AbduRahim, interview by Laura Ewart, September 16, 2022.
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available information: AThere was no way for
what would be made acces sciedtdd a webpaget ASKLION,O As a
an online directory for information and services created by Nottingham Gitgcll 8

ASKLION is now an accessible online repository where a directory of accessible events in

the city is curated and where NP signposts resources. Isabelle was recruited into the

permanent post of Audience Development Officer in 2022 where she has continued t

advocate for the inclusion of sanctuary seekers and to focus on how NP can ensure refugees

are aware of the safe and welcoming space it offers.

One initiative that has seen proven success is a model that was established by Leeds
Playhouse; NP followed suit and launched a Conversation Café in September 2022, a weekly
session held on Mondays from 4 to sgplumpm, for
systemo in which creative topics for discuss
skills and conversation support refugees. Tickets are free with a hot drink included, booked
via NPO6s website or in pershmgraupwthhe box off
Nottingham Education Sanctuary Team who providetile education for sanctuary
seekers of school agéAs a Theatre of Sanctuary, bursary places are advertised for all
participation programmeghere are alspaywhatyou-can performances, backstage tours,
and free tickets through the 50:50 campaign, which supports charities and community groups
with 500 tickets donated to refugees and people seeking asylum. Members of the
Participation Department, as wellthe Marketing Department, sit on the City of Sanctuary
Steering group and afjroup meetings are often hosted by NP. In order to effectively support
the integration of sanctuary seekers into the existing participation program, NP must

simultaneously prioritise the creation of specialised activities which could be developed in

28For theASKLION and Nottingham Playhouse page see:
https://www.asklion.co.uk/kb5/nottingham/directory/site.page?id=He4Y6_fQj3w.

®Nottingham Playhouse, fAShine, 06 Nottingham Playhouse,
https://nottinghamplayhouse.co.uk/project/shine/.
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partnerships with local charities or schools. Balancing specialised provision and integration
will ensure that sanctuary seekers are able to access the entirety of the NP Participation
Programme. City of Sanctuary requires organisations to be assessetheeyears for
reaccreditation; therefore, in 2023, NP i s ¢
the Artso a resource pack produced to suppor
culture and practi ce oependsenwork emgrelevanat es t hat
appropr i at ¥Thapack alsotpiovideseexamples of activities that arts
organisations can undertake to develop themselves to learn, share and embed. NP should
consider these examples for which would best strengthen organisational knowledge, decision
making and the exp&mce of sanctuary seekétdAs one of the fourteen Theatres of
Sanctuary, NP should take advantage of this expanding national network to learn and to
influence how theatres deliver their commitments to sanctuary seekers.

NP seeks to represent the stories and voices of sanctuary seekers through its artistic
programming and in February 2023 jmmduced a theatrical adaptationTdfe Beekeeper of
Aleppa Based upon the awamdnning fiction book that Christy Lefteri published in 2020,
the play follows married couple Nuri and Afra, as they are forced by the outbreak of war in
2015 to flee the Syrian city of Aleppo and to make the journey towards Botagek
asylum®? A preshow eventwas heldof&e br uary 2023, HAAdaptation
exploring the creation and adaptatioriTbie Beekeeper of Alepp®lt is, of course,
imperative that any theatrical representation of refugees and asylum seekg®&ched

with care and consideration for the potential perpetuation of problematic or exploitative

%Abigail Grace, City of Sanctuary, Counterpoints Arts
26.

31 See the following pages for the example lists: Learn p.11, Share p.18, Embed p.14; Abigail Grace, City of
Sanctuary, Counterpoints Arts, AiSanctuary in the Art:

32The Beekeeper of Aleppmn the 2020 Aspen Literary Prizewiis 2020 Fiction runnarp for the Dayton

Literary Peace Prize and also won the 2020 Prix de I'Union Interalliee for Best Foreign novel.
BNottingham Pl ayhous e, -BExpldisgihe @reatiom and Adaptatioh afthb or s hi p
Beekeeper of Al eppo, 0 Nottingham Playhouse, accessed
https://nottinghamplayhouse.co.uk/events/adaptatimhauthorship/.
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narratves Anna Street highlights three fAprimary
oft hie pl ight &Fit&eel papeheebssoe of fAspeakin
refugees face a choice Ato stay hidden or to
|l ittl e space in which to portray themsel ves
whattheymay ay wi | | evidence their Aassimilationdoa
Avictimized past and supposedly promising fu
is an issue. Street argues that the tueatre
for gaining asylumo which Arequires evidence
performance. 0 The performance of #Avictimhood
and a supposedly fAauthentico ibdeentfirtoym afist hae r
aestheticization of violence. o0 This situatio
theatre practitioners selecting how refugees may be represented if based on a system that they
may believe they opposeThirdly dramatisations have the potential to reinforce oppositions

unl ess audiences are challenged also to ref/l
structureso or Aconsumeri st tchyactl efise voefn etxhpel onm
participatory per privilegadmenbers ai thexaadience @nsply | t i n
ficling[ing] all t he%*Thasegdiemmasshoulddbe ackmowdetged, pr i v i
addressed, and could be discussed with refugee community participants at NP. Theatre of
Sanctuary Status is a whole organisation commitment and therefore not the sole

responsibility of the Participation Departmentogramming can play a vital role in ensuring

NP provides representation on the main stage.

Anna Street, fnRefugee Theater and I|Its Transgressi ons
R o b e r fThe dungiesSillages Critiquesno. 31 (December 29, 2021) 3, 5, 6.
35 Alison JeffersRefugees, Theatre and Criterforming Global Identities?012 quoted in Anna Street,

ARefugee Theater and Its Transgressi ons TheAunglssdo of Susy
Sillages Critiquesno. 31 (December 29, 2024ftps://journals.openedition.org/sillagescritiques/12495?lang=en
%Anna Street, fARefugee .Toheater and Its Transgressi ons

17¢



How will NP address theost of livingcrisis escalating since late 2021? When the
annual rate of inflation reached 11.1% in October 2022, it wasyadlhigh, and increasing
energy and fuel stress, food insecurity, and a hike in the cost of rent and mortgage costs are
all having a profouneffect3’ The Trussell Trust, a charity that supports 1,200 food banks in
the UK, reported that the number of food parcels provided between April 2022 and March
2023 was fdAmore than double the *iIheattegdingi n t he
may be seen as a luxury for many; for example, attending the cheapest advertised seats for
the 2023 pantomim€inderellawould cost £74 for a family of four (two adults, two
children), and many families are | arger. l nv
only possible if it remainBnancially accessible. NP is already achieving this through several
schemes. Bursary places are available for all-frigharticipation programmes upon the
completion of a short online form which is r
Being in reeipt of free school meals, an independent household income of under £12,500 or
being in receipt of Personal Independence Payment are recognised as validtiiteria.
are also several groups that are free to attend for all participants. Shine groups provide free
weekly drama workshops to schools and groupsledparticipation groups that are free to
attend include In House Theatre Company, Rootz, and Littlpl®eBig Adventures. There
are also several free groups which are advertised and hosted by NP but are facilitated by
external groups such as Streetwise Opera, Nottingham Queer Arts Collective, and The
Phoenix Theatre Company. There are schemes which rdticest of tickets for NP
productions. The 50:50 and Hothouse schemes offer discounted tickets for charities and not

for-profit organisations to distribute to their service users. Reduced prices are available for

S’Daniel Harari, Brigid Franci®evine, Paul Bolton, and Matthew KediRising Cost of Living in the UKy
House of Commons Library, July 21, 2023;&R

38 fiRecord number of emergency food parcels providgmkople facing hardship by Trussell Trust food banks
in past 12 month&,Trussell Trust, April 26, 2023, https://www.trusselltrust.org/2023/04/26/rewontberof-
emergencyfood-parcelsprovidedto-peoplefacing-hardshipby-trusselitrustfood-banksin-past12-months/
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those under 16, under 26, and universal credit and benefits recipients; however, these most
often only reduce the cost of the most expensive ticket bands, A and B. A scheme introduced
in February 2023, The Youth Pass, enables young people agezbld daim £5 tickets for
Nottingham Playhouse Theatre Company productions and selected visiting performances. NP
is ensuring through these schemes that free and subsidised access to the arts and culture is
maintained during theost of livingcrisis. However, IR should not become complacent with

the offer and look to expand these schemes where possible and remain responsive to
feedback in this area. As thest of livingcrisis continues to impact living standards

negatively, the positive impact of engagement with the arts, as evidenced during the
pandemic, should not be disregarded.

This chapter has examined what can and has been achieved in a time of crisis, but
precisely what should be sustained from this period is something with which NP must wrestle
to sustain accessibility and to be in a strong position to confront new clesl)dikg the
rising number of refugees seeking sanctuary and the impact on alfrofrua cost of living
crisis. Reconceptualising theatres as sealbural and community spaces could lead to
further innovation in the digital arena, increased resiliémtlee sector and a greater
appreciation by the public of what theatre offers individuals and society beyond the main
stage productions that are the mainstay of the organisation. With increased focus on and
knowledge about the positive impact of the artasmental and physical welleing and access
to resources created and collected to inspire how the arts and cultural sector can adapt to a
postC-19 world, there are many ways in which the legacy-GB&an be positive and what
was achieved in adversityade sustainable now and into the futliee Participation

Department will be central to that vkor
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Harnessing Change: l nvestigating Dynamic ¢
Community Work, 2019-2023 Recommendations

In HarnessinCh an g e : l nvestigating Dynamic Shifts i
Work, 20192023, | have recorded and analysed a selection of community engagement

activities undertaken by NP between 2@123. Over four years, NP has experienced

significant milesones and challenges. Notably, NP undertook its largest community

production to date, the Coram Boy Project (2019). THO®andemic (20202022) saw a

complete reimagining of community engagement at NP. Issues of Current Community
Engagement (2022023)see NP facing theost of livingcrisis and supporting refugees in a

hostile environment. Recommendations are grouped into six themesF &kisig, Providing

Access to the Arts, Continued and Sustained Use of Digital Technology, Increasing the

visibility and status of the Participatiomdgramme, Improving the prominence of the

participation programme, and Responding to Current Challenges.

Risk-Taking
Amidst the C19 pandemic, quickly adapting and responding through programming resulted
in favourable outcomes, notably, the triumphs of digital and hybrid initiativeslbkadn and

the PeacoclandStill Life.

1. NP should take confidence from successful-tating with recent projects and pursue

innovative projects in the future.

2. NP should consider how taking a-creation approach to future largeale community
projects which could bring even more benefit and community engagement than achieved

with Coram Boy
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Access to the Arts
It is vital that all people who wish to can access and benefit from the arts. However, this
research has identified two barriers to access that need to be addressed to increase community

engagement and inclusivity.

3. NP is decidedly committed to access for children and young people. Currently, NP runs
13 Shine groups across Nottingham, which provide free drama provision to-agieool
children. NP should continue to prioritise access to the arts for children and young
people,especially youngeople who have fewer opportunities to experience an arts
education because of funding cuts and curriculum chahdg®should explore how it can
expand access to drama and other arts activities to school children who have reduced

opportunities to study or experience the arts in school.

4. NP should continue to explore the emerging area of social prescribing and how it can
promote the welbeing benefits of engagement with its participation programme and

provide opportunities identified by social prescribing link workers.

5. As of October 2023, NP is one of few theatres that continue to provide rechjacity
performances at which audience members are seated in socially distanced ifNérvals.
should promote these performances in order to raise awareness that it continues to

provide this high level of accessibility.

Hyperlocality and Mutual Aid
As a result of the pandemic, the concept of Hyperlocality has been expanded from having a

purely geographical meaning to encompassing digital and virtual connectivity via the



expansion of online access. NP could benefit from nurturing a strong relationship with the

residents and community groups of its physical hyperlocality, the Park Estate.

6. NP should foster relationships with The Nottingham Park Residents Association, a local
community group, to strengthen its relationship with its physical hyperlocality.
a) NP could offer to host community meetings in the Company space or facilitate talks

and workshops with the group.

Continued and Sustained Use of Digital Technology
Maintaining and embedding a hybrid approach to both artistic and participation programming
is one way that NP can ensure that accessibility gained dwiji€embedded in the

culture of the theatre.

7. NP should embed a hybrid approach, using digital and live experiences, to increase
accessibility to its programming.
a) Into 2023, NP is providing an esemand version of the pantomime. However, no
other digital or ordemand performances are being advertised. NP should consider
producing new oftlemand content and-releasing content that was produced during

the G19 pandent.

8. A screen placed in the foyer could display what is happening in each room of the theatre
so that visitors are aware of the range of activity within the building.
a) A screen that publicises each dayés event

whol e range of NPO&6s offer but also allow
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that courses/groups /sessions are taking place and thereby perhaps lead to greater

participation.

Increasing the Visibility and Status of the Participation Programme

Historically, the work of community engagement at NP has beenpuddicised and under
promoted in comparison to the artistic programmes. The Artistic Director frequently acts as
the public face or representative for NP. However, it may be beneficthlddirector of
Participation to take on this role in certain instances, particularly when communicating with

diverse communities in the city.

9. NP should considencreasing the influence and visibility of the Director of Participation
role.
a) Giving the role a voice at the senior leadership level will ensure that the main stage
programming and the participation programme are seen and understood to inform

each other in a mutually beneficial way.

b) Authentic involvement with communities requires BagticipationDepartment being

involved with programming from day one of a project.

10.Improving the prominence of the participation programme.
a) Elevating the prominence of the participation prograo n NP &6s wrebsite ar
promotional materials will enhance its status and credibility both internally and

externally.
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11.NP should share the impact of its community engagement work in ways that the city can
see. More data needs to be shared by NP and showcased to the city to the benefit of how

NP is viewed and understood by its communities.

Responding to Current Challenges
NP&6s r e s-p9dansoestrated an Grganisational aptitude for workffegtivelyin
unprecedented times. NP has chosen to respond directly to two challenges facing the UK:

TheHostile Environment and The Cosf Living Crisis.

12.By reflecting on historical approachescluding theTheatre Workshop at Theatre Royal
Stratford East, NP could pioneer a n@med-up vision for how regional English theatres
can better serve diverse communities, many of which are struggling.
ayTo build on the idea of Joan Littl ewoodods
in a contemporary context, NP shoalbrdinate a series of workshops that focus on
how theatres can respond to the challenges faced by the communities they serve
equalityof provision diversity and inclusiohjow it is addressinft he host i | e

e nvi r oforsanctuary seekeed the costf living crisis.

The Hostile Environment
Theatre of Sanctuary Status is a whole organisation commitment and, therefore, not the sole

responsibility of the Participation Department.

13. As one of fourteen Theatres of Sanctuary, NP should take advantage of this expanding

national network for opportunities to leabouthow other theatres deliver their

commitments to sanctuary seekansl to be influential in this space.

18€



14. Programmings vital in ensuring NP provides representation on the main stage. The
dilemmas of representing refugee and asys@mking communities should be
acknowledged and addressed for any future theatrical representations ao-

creationswith, refugeesand asylurrseekers.

The Costof Living Crisis

NP has various schemasitiatives and programmes in place which are intended to ease or
remove entirely the financial burden of access. However, thetlbgng crisis has

continuel to worsen throughout 2028nd the necessity of financial support will incredse
may consider how it caoettersupport people through the-application of its resources

beyond the traditional functions of a theatre.

15.NP should look to continue to expaitsischemes where possible.

16.NP should actively seek out and remain responsive to feedbdwkv they ould best

reduce or remove financial barriers to access and community engagement.

17.47% of adults in Great Britain are using less fuel because of the rising cost of living, and
many people face the decision to heat or to eat. Véganes are heated, frieeuse
spaces where anyone who needs warmth can come and spend time without the

expectation of spending monéy.

L CILIP, the library and information association has published a comprehensive set of guidelines to support
those wanting to set up a Warm Space, Beesha Lowe, Oxygen Arts, Ayub Khan, and Warwickshire County
Council. AA Warm Welcome: Setting up a Warm Space
2022.https://cdn.ymaws.com/www.cilip.org.uk/resource/resmgr/cilip/information_professional_and_rassvs/p
_releases/2022_10/a_warm_welcome_2022.pdf.
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a) NP could consider becoming a warm space providing access to the building for

people who would benefit from a warm and welcoming space.

20f fice for National Statistics, AfCost of Living | nsi
https://www.ons.gov.uk/economy/inflationandpriceindices/articles/costoflivinginsights/energy.
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Concluding Thoughts
Operationalising the thesis in the form of the Nottingham Playhouse Community
Engagement Recommendation Report, ensures that | have produced recommendations that
turn discursive andnalytical prose into practical and relevant suggestions for future best
practice. | am optimistic that these recommendations will be well received by NP and, where
appropriate, implemented. In that sense, the reflective and evidenced recommendations
conclude this work. However, in another sense, something remains to be said and reflected
upon here: how a rhizomatic methodological approach affords space to interweave the critical
hi storiography of racial and ethnic diversit

taking account of the complex organisational life of a regional producing theatre. In the busy

context of quotidian concerns, there is not
its history, specifically the hinge moments
Bl ack communities over many decades, or to p

may have been erected for visitors. In highlighting where NP risks repeating past failures and
evidencing where and how, in the past and present, progress has been made in addressing
issues that concern NP, this thesis can stand as a valuable reserve of organisational memory.
The pandemic provoked many questions about the roles that theatres play in contemporary
society, barriers to community engagement, and how regional theatres should be recognised
as sociecultural venues for the ways in which they camnd dg function beyond their
traditional remit and far beyond what was en
Six months into this research project, in March 2020, the world irrevocably changed.
The week of my first mig/ear review meeting, lockdown measures came into force and
would remain in place for a further 16 months. | have tried to limit the impact of the
pandemic on this research; however, unavoidably, initial research plans had to change. As

part of the Being Human Festival in 2020, for example, | launcheldditiengham Playhouse



Community Cafénline webpage, having secured funding from Being Human and
Midlands4Cities to organise anperson event that would initiate this component of the
project. With irperson events no longer possible, promoting such an event to targeted
individuals who attnd NP groups was difficult. Despite promotion of the page, it did not
receive significant traffic, and submissions were slow. To begin with, | was promoting the
initiative alone; it did not appear in thenewsletters sent to interested pegtby NP.
Ultimately, NP and | agreed to suspend the project. | did elicit interviews and the donation of
NP ephemera, which helped texture th&%case study, but this effort to engage more
individuals beyond the groups | had already identified forwegs was affected by the
pandemic.

My creation of a previously undocumented history was not affected, and | succeeded
in following the work of the Participation Department, which in 2023 has been in place for 10
years. It is an opportune moment to reflect on its work. This thesis haseaf focused on
the organisational structure of NP, because staffing and structure are relevant for
understanding the internal impetus behind fostering community engagement and for the
extent to which it is supported. In one of the interviews selecteahfédppendix to the
thesis, Tony Graves captures an i mportant
and really good for that moment in time, but it has to be supported by the organising
structure, has to be more than that moment in time otheryasecan just literally be back in
t he s ame?!llpavessituated O as an institution, in order not to fall into the lenient
approach often afforded cultural organisations when other similarly sized ptfhhclgd
institutions face scrutiny over how inclusive they are and how diverse they could béd®me.

is addressing this issue, and the research undertaken here contributes to that work.

1 Tony Graves, interview by Laura Ewart, May 13, 2020.
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Now, this research is also relevant to two upcoming projects. Beginning in February
2024 and sl ated for completion in August, N P
pr od u cTheiTwalshy Bawn King is a play about the climate crisis in which adults are
put on trial and a jury of 12 young people decide their fates. It was first staged in the UK at
the Donmar Warehouse in August 2022, having been devised by its Director of Participation
for the main stage. The editorsTie Routledge Companion to Bfr@ and Young People
(2022) highlight the Donmar production as the optimal example of how to include some 200
young people in a project, as apprentices to production staff as well as actors, and with the
youth actors paid as professionals:

This is not paying |ip service to communi

integration of young people into a main stage production, which is being meticulously

planned, so that each young person has moments to perform, learn and feel part of a

proces in which they participate in meaningful theatre making, whether they attend

just the taster workshop, the intensives, or are taken on by the project as professionals.
AThi s QGompatiodtshe di t ors assess, an exampPe of 7
may glean much from a discussion with the Participation Department at the Donmar as it
plans its next project. In 202%he Trialswill be co-produced by NP with Mansfield Palace
Theatre, featuring a cast of 12 young people and 3 professional adult actors, as per the
published play. The community cast will be recruited through two workshops, which will
involve a tour of youth groups, schools, colleges and youth theatres in Mansfield. In some
ways, therefore, this project mirrors the format of the Coram Boy project with a community
cast supported by professional actors, and much can be learned by considering the earlier

production, in the way that | have analysed it here.

2Selina Busby, Kelly Freebody anTheRottladgd CompanioR®j endr an
Theatre and Young Peopleondon: Routledge, 2022), 3,
3 Dawn King, The Trials.(London: Nick Hern Books, 2022).
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Ki ng 0 s -Actplayanot@mnlyeshorter but also less complex to mount @aam
Boysince the staging is a basic courtroom. The young people at its heart may have fewer

responsibilities to balance with rehearsal time than the wider age range participating in the

Coram Boy project. Lik€oramBoy it focuses on social justic
activismo and says that she wrote it Ato cha
Cl19 |l ockdowns in 2020, -pafarmhancewliscuskiem wdscracmlar 6 s r

echoing a suggestion | have made in the thesis that could be reinstated in different forms to

the benefit of NPO6s ¢ o mntoersécond lealis theanvwersatihi ng s
that you have with whoever you came to see the show with. How does it change the way you
think? What do you wan4Whtaa 6csh a@asgriedlieeg ey our 0o W
Trials a s[b]afid, uncomfortable, urgent viewing... King cleverly nails not just the dystopian
vision, but the evasions and | ack %bAfshoto mmi t m
run of four performances dte Trialswill be held at NP in August 2024, with one further
performance at Mansfield Palace Theatre. The decision to hold a short run was made after

taking into consideration the ticket sales for Coram Boy in 2019, evidencing that NP views

the projects as compdnla for audiences. The play and associated community engagement

activities will not be directed by Artistic Director Penford but by NP Associate Artist Hannah
Stone and a second fbEassad MPAHosghttesprojeatis Mi d 1 an d
advertised asprao diwotmmaradicioryeldment is the shared

responsibility of professionals at NP and Mansfield Palace who chose the play. NP may wish

to reflect on the account and analysis of the Coram Bojgg contained in this thesis for

‘Dawn King quoted in Andrew Dickson, ATwelve Angry Ch
Climate Crisis inThe Trials ®he GuardianAugust 4, 2022, at
https://lwww.theguardian.com/stage/2022/aug/04/clirsatas-thetrials-dawnking-play,

5The commentiwh at 6 s o iSmtaljeded among blurbs collated by D
https://www.nickhernbooks.co.uk/thgals.

SNottingham Pl ay-bicdas e Summé 2024 Coranubity Raductidihe Trialsby Dawn

King, 0o accessed October 16, 2 0-@8tent/upldadsf2@G23/08/THEO0t t i ngh a my
TRIALS-Co-DirectorAdvertInformationSheet2023.pdf.

192



how it can build upon that work in the upcoming project to ensurd ti&t rialscontributes
positively to a nowestablished history of its community engagement with young people.
A second project will see the reinstitution of a position at NP that will be recruited

specially from the gl obal maj ority. NP has

S

of a future executive | eader 0 wfomthreegears, fiper s

from 2023 through 2026. This initiative 1is

project, a collective of 6 Nottinghatma s ed NPOs ai ming fito buil d

Majority |l eaders withi n ‘Tefutdingingpdebfonthis postis!| t ur

familiar in that it mirrors somewhat that of BRIT post holders; there is no visible
commitment to continue the post when external funding ceases. In light of my research, NP
may consider how to best support this indidbtwithin the organisatioreflecting on the
challenging experiences that BRIT postholders shared so honestly and thoughtfully in
interviews that | conducted.

If NP examines the interviews | have included in the Appendix, it will be clear that
the Transform project replicates many of the aims of earlier initiatives, and the challenges
faced then are ones that NP could usefully reflect on when instituting aporsog this
role. There is much to be learned from how the Arts Council, a former Artistic Director, and
especially former postholders speak about BRIT and Eclipse now. The same initiatives come
around again, maybe in different forms and certainly wifeidint names, but the fact that
they are comparable is a sad reflection on some of the issues this study addresses; Transform

echoes BRIT in the 1990s so many years later. If regional theatres risk being stuck in a

" The five organisations are New Art Exchange, Backlit, Dance4, Nottingham Contemporary, Primary and

Nottingham Pl ayhouse, fANottingham Pl ayhouse NPO Bid

S

a

-
£

been at the forefront of such initiatives to date See,f exampl e, the Letds Tal k conf e

https://www.nae.org.uk/letslk-conference?20-22-april-2023speakersandcontributorsbiographies/

NAE defines fAthe Gl obal Et hnic Majority as a coll
Brown, dual heritage, indigenous to the global so
https://www.nae.org.uk/curreigipportunities/

ec
ut


https://www.nae.org.uk/lets-talk-conference-20-22-april-2023-speakers-and-contributors-biographies/
https://www.nae.org.uk/current-opportunities/

seemingly endless cycle of repetitive initiatives in areas of EDI, how can change be ensured
now, when it is clear that in the past white liberals in senior posts supported initiatives but
that they did not secure material or lasting change. Sara Ahmed issvarning that is worth
noting when she worries that, AANntiracism be
guality of whitenessé antir acdiMghnthibecomes a d
description of certain individuals be applied to institutions too? Andrew Caleya Chetty
summarised his concerns around institutionatergic i sm i ni ti atives: Alt
very good at absorbing things that might be seenasdthreaand once thatds b
c an mo YEenbracing aptracism as the primary aim could be the first step towards
absorption and neutralisatidror if regional theatre learns from the past, it could signal a real
commitment to change this time. When reflecting back on the late 1990s, IsobellHawso
expressed a certain hope, Al think that you
what i s dif f il°%Thelassumpt®n thahckange wilinsw@ys take more time than
the window represented by external funding cannot be a crutch for inaction any longer. 47
years after t he pubrheiAdsBritairolgnoresf2 yeldra sneeeThe Khan 6 s
Eclipse Conference and 13 years since Claire
whiteness of employment patternso in the Aor
theatres, more must be done to diversify institutions andramity engagement
programmes!

There is more change in train too. In November 2023, Director of Participation Martin
Berry will leave NP to take up the new role of Creative Director and Joint Chief Executive of

Exeterds Northcott Theatre. Berrshpdbs new posi

8 Sara AhmedQn Being Included: Racism and Diversity in Institutional I(ifendon: Duke University Press,
2012), 170.

9 Andrew CaleyeChetty, interview by Laura Ewart, August 11, 2021.

101sobel Hawson, interview by Laura Ewart, June 8, 2020.

Cl aire Cochrane, #fOpening up the Garden, o 136.
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restructuring at Exeter, whereby three senior managers will share the role of Creative
Director and Joint Chief ExecutivéThere is a sense now, particularly ppahdemic, that
Participation Departments should see an increase in status within English regional theatre.
The positive health and webdkeing impacts of engaging with the arts are recognised in both
research and pigly. Giles Croft echoed ithis pointinhi s i nterview: Al thin
having a connection with communities regionally, in the regional voice, and giving
opportunity, all those sorts of things which people were working so hard to kill are coming
back. o He was r ef earcrti nogn ttoh et hree gnieognast iovfe ciommpc
aspiration for everything, 06 an agenda he att
same time, he welcomes a return in valuing community engagement, more fig A CEO6 s
most recent strategy Letds Create, i1identifie
seeking from arts institutions in order to d
2020, there has been an unequivocal advoaatiand madated from ACE that its funded
organi sations pursue community engagement: i
community partners, the activity itself is richer and more relevant, resources go further, and
greater civic and social benefits aredeti r ¥8eor y6s new rol e may be
Directors of Participation are being sought as senior managers. NP has committed to sharing
this thesis and recommendations with the new Director of Participation, who is expected to
be in post by January 2023.

For theatre innovators, who are many and whose words are threaded through this
thesis, notably Joan Littlewood, and Alan Lane, and for creative industry thpruogtukers
and influencers, like Naseem Khan, the theatre has always had a social resporsbility

central to its vision rather than as a tedious corruption of artistic space, or as at odds with the

2Gemma Nettl e ,Nafmdar tCirre aBdrvrey Di r ect or ThefStageSeptambar 6s Nor
6, 2023, https://lwww.thestage.co.uk/news/appointments/rizetiy-namedcreativedirectorof-exeters

northcotttheatre.

BArts Council England, fLetds Createod (London: Arts (
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buil ding, as when diversifying NPOS communit
conception of the building. In this thesis, | have always assumed that increasing community
engagement is a positive aim, and that for NP, it is undoubtedly somé&thingich to strive

because it matters even though community engagement often comes with little financial gain

and some financial risk, and theatres are businesses, and profit drives e®aiking.

Community engagement is not without risk, then, butigieof not engaging more with the
citybébs diverse communities is to risk losing
this research in the hope that it provides value and usefulness because it recovers aspects of

t he or gani s a itdemonétratestihatsnstitutioryal meematy is not only important

to create but also to reflect dor existing and future practitioners, staff, researchers and the

communities that NP serves.
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Appendix 11 Nottingham PlayhouseAnti -Racism Action Plan

1) To set up a working group to take the lead on, oversee the development of anthahsure
the AnttRacism Policy is communicated to, understood by and adhered to by all employees,
freelancers, participants.

2) To increase the diversity of our workforce.

3) To make a commitment that we acknowledge past mistakes and will learn from them and
make sustainable changes.

4) To make a commitment to never stop listening and to engage in meaningful debate in
order to make real and lasting changes to NP.

5) To work across all areas of NP to promote appropriate behaviours.

6) To develop aeffective representation training programme (including Unconscious Bias
and antiracism) for all employees, freelancers and Board members.

7) To ensure that all employees, freelancers, Board members and participants are empowered
to challenge and call out racist behaviours, including a robust reporting system.

8) To develop mentoring programmes in all areas of our work for Black people wishing to
develop a career in theatre, both backstage and front of stage.

9) To continue to create opportunities for freelance artists to engage with NP through our
Artist Development Programme, Amplify.

10) To ensure that the work we present on our stages and create in our participation
programmes reflects the communities that we serve.

11) To ensure that all marketing material is using appropriate language and images.



Appendix 21 Selectedinterview Transcriptions

Robert Alan(Bob) Hescott Interview 01/02/2022

Speaker

L.E.

Your book,The Feast of Foolss such a valuable resource for wivais going on with
community theatre in Nottingham during the 1970s. | would like to ask you more a
that time and your involvement. How did you first become involved with Nottinghat

Playhouse?

A.H.

| auditioned as an actor in the Nottingham Playhouse Schools Touring Company,
while | was with them, it became Roundabout Theatre Company. From there | mo
the main house and had a couple of years as an actor in the main theatre, but | ha
backgound in London at InteAction and working in the community and | was missif
that. | never particularly enjoyed doing schools. | felt it was halfway to the commur|
but not quite there. In London, I'd done shows in adventure playgrounds and place
that and it was much freer, more challenging but more exciting. In school, you rely
the discipline of the institution. Children sit in neat rows with their legs folded, and
enjoy the show because it's not maths, and they have some time off$§smmdgbut it's

not quite the same as having them free.

| became aware that on Saturday mornings a group of local teachers used to do a
workshop in the fronbf-house area of Nottingham Playhouse. | became friends wit
them and eventually married one of them. | thought it would be good to set up a si
companyto do work that | could take the work to where people were. That could be
anywhere from |ibraries to old folks
tour, of hostels for Women's Aid. We tried to get out into the wider community and
away from nstitutions, local authority institutions. That is how it started from the

Saturday morning workshops at the Nottingham Playhouse.

L.E.

In The Feast of Foo)d remember you say that the children who attended those
Saturday morning workshops were fAwhat

you comment on that?

AH.

Very nice kids but not unlike my own when they got to that age. Middles parents
are very good at finding creative opportunities for their children. | just wanteching
from a sort of very workinglass background mysélfto reach those sorts of chir

and their parents. We got a grant from the Gulbenkian Foundation, and set about




smallscale touring, and a lot of workshops in children's homes. And we took it fron

there really.

L.E.

Did you ever think about approaching the Playhouse to ask if that would be somet

would be interested in supporting?

AH.

| think that if we had a freedom of where we worked. | am sure, given that we werg
funded, the Playhouse would have been quite happy for us to do it under their umj
but then we would be inviting their board to be our board. | know, later, whenurdid
the Roundabout company, you really have to be aware of the money that's been g
to you and not to the main house. You know, it's a difficult one. Their priority, and

rightly, is putting on the best plays that they can with the best cadisharest directors
in the theatre; that's their job. They did a good job of looking after the Roundabout
company. But the further you get away from that main stage, the more of a distrac
you are. It's much easier to go to someone who makes costacthpayathem to make

costumes, than to go to the wardrobe department in a large institution, where you'
of a nuisance. You know, they've got a big show to put on and you've come to the
you've got two people doing a tour of children’s librasied you want two costumes,

and the answer i s, Awe haven't got ti
really worked had we gone into the Playhouse. | worked there for a number of yea
| eventually went back there, but Sociable Theater wstsspmething different, freer,

and sort of less tied to some centre of excellence. | think that if you work on some
else's brand, you have to respect that they have to protect that brand, and, you kn
possibly a show we would want to do, they wilt m@ant us to do because it might ups

the local council, the people who fund them.

L.E.

Was the local council very involved?

A.H.

| think back then they used to match the Arts Council grant, pound for pound. 50%
the support for the Playhouse came from the local authority. Now, if we wanted to
showd I've been asked perhaps by a community worker on a council estate, wher
peopk were unhappy with some aspect of their relationship with a local aughonigy

could go and do it. But if we were at the Nottingham Playhouse, that might be trick

L.E.

So, you were released from the obligations and expectation that come with workin

or for a larger organisation?

AH.

Yes. | mentioned community workers. We worked with a lot of community workers

were very good once they became aware of our existénaécoming to us and asking




if we would get involved in some project or campaign. For example, a worker at a
for women recently paroled from prison asked us to go and do something. The wo
expressed a desire to do some acting. We were asked to do an acting class. Wk,
something better than that, but it was just that we could respond. You wouldn't hay
say, well, we'l/ be free in 18 mont h;g
| think in that sort of world, people want some help immediately, not somepy@ect

in the future.

L.E. So, the less bureaucracy there is, the easier it is when working with groups asking
that immediate intervention.
You spoke about how you were an actor among teachers. What skills did you adm
the way that they worked? And vice versa?

A.H. | think first of all, | was impressed with the sort of teachers they were compared to

sort of teachers that | had had. That had been a process | had noted for a couple ¢
actually, from | eaving dr ama sschHoasovhere:

you sort of realised that the teachers are there by vocation.

| am old enough to have caught the last generation of teachers who became teach
when their woulebe partners died in the First World War. | think a third of the wome
under 30 were without partners, and they needed to bswggibrting. | think teachm
was a profession that they were moved into, at the expense of married women, mg
them did it because they had to, but they had no vocation in my view. Suddenly, g
into schools was quite exciting, compared to when I'd gone to school as a schoolb

where it was just very strict, and rather dull.

When | met these teachersd doing dr af
for the firsttime theatran-e ducati on in the school s
teaching skills and the ability to talk to children, as opposed to performelfior, tisking
them questions, and then to respondif
is what we'll do, then. o There is a |
upon it. Sometimes, | must admit, | wasn't the world's greatest &ébund gigs boring
because it was the same thing every night. At nine o'clock, I'd be saying these wol
I'd be saying for the next six weeks. In a teaching situation, nothing is the same tw




running. These teachers who gave up their Saturday morning for no reward whats
They weren't paid. They did it voluntarily. | just liked them; they were a nice bunch

people.

| think I brought the skills of, perhaps, a director more than an actor to the group. |
that they wanted to move on from doing workshops every week to projects that las
longer and resulted in something at the end. That process started on Satmiag,m

and then went outside of the Playhouse and became the Nottingham Youth Theat

L.E.

| was really struck by the story he Feast of Foolsf you using the caves as a

rehearsal space.

A.H.

The danger | think with the arts, and with drama is that we quickly make things ar
without even thinking about it. Iy
got to do is find a cheap place to do it, a church hall, or find someoneanHhet you

have a large room. It sort of happens in dusty spaces, where the surroundings are
Sometimes it's just nice to go out and do drama in an exciting environment, like th
caves, or, you know, on Nottingham Forest. To just take it out ofuty Halls and use

the environment as an extra character.

The caves in Nottingham were great.

L.E.

It sounds like it was quite the adventure from what | read.

A.H.

| remember losing a group of kids down there, the sods wandered off. | was terrifie

then they reappeared, quite happily unaware that they'd caused a nervous breakd

L.E.

| was really struck by a sentence in
about relevancy when working with col

a hit for me.

AH.

| think postWar |1 people took, in the arts,
Ballet to factory canteenso and they

maybe one or two, it would touch. Anyone who's gone to drama school must bave
that experience. Yes, | did fall in love with Shakespeare. | would have to say that i
household, | was the only one who would. Had my family found themselves in a ha

the factory canteen where the Royal Shakespeare Company was performimgyutiey

have been bored, they would have wanted to get out of there. It really wasn't enou




to say fiLook, we've bought these ver\y

take the world of these people into the art and make it relevant.

| think that is the difficulty sometimes in the regional theatres. They do plays to a h
standard, and they are very good. But there used to be a seckioa Stag@mewspaper
of Awhat's on around the reps, o0 and i
of them were doing the same play. I just think why do the same work in Guilford ar
Glasgow? Yes, it's a great play, but | think they do more these tti@ysencourage

|l ocal writers. But i tds a dayfficult ¢

| do remember we, and the Nottingham Playhouse, were doing a tour of Miners
Wel fares, and they said fAplease, no I
many plays coming to them about a world that they knew. That was a little too rele
It's a dfficult one. | do not think you have to reach the standards of the Royal
Shakespeare Company or the Bolshoi Ballet, but it has to be something that has s

sort of impact on the lives of the people who are coming to watch.

| think that what theatres were trying to do then was, quite rightly, in many respect
trying to create regional as opposed to repertory theatre. Rep is cheap, commercig
provincial-dondi & ast, roe,t hirwHd er s and sdbHak
after the war with the new regional theatres that were built, bit by bit, was to create
theatre system, where they did the classics, and modern new plays to a very high
standard with a decent rehearsal period. So no more weekly rep, but a decesalkeh
period where the actors could actuall
that process, once youbve establ i shefq(
in. That can be difficult because most theatre workers are sort sittrgrand they

come for a year or twb at the very most, five yeabsand that's a lifetime in directing i
a theatre. But there are people who have lived in that town for three generations, ¢
are people who have arrived from another part of the vamilgla short time before ang
don't think that theatre is one of those places that cater for them. Certainly, in the ]

Nottingham was a very diverse city, but not the Playhouse.

L.E.

There is a chapter ihhe Feast of FooJsvhere you detail that you were working with

incredibly diverse groups of people. There's the Chilean theatre group, the Black t




group, a West Indian group. There was lots of diversity and you were working alor]

| just | wonder if you could tell me a bit more about that period.

AH.

There was a plaéel don't know if it's still therd on Mansfield Road called the
International Community Centre and lots of different groups of people with differen
heritages would go there. We used to rehearse there and so became aware of the
groups anabccasionally they would be interested in what we were doing and would
if we could help. It was often technical help, which we could offer, and wasn't really
interesting, but we could help them with their sound. That was an open door with t
often they were crippling themselves in an amateur dramatic way. | remember, the
a quite a good improvisation that they brought up to almost professional performar
standards. This was the Black Theatre of Nottingham. It started with someone lea
their house, walking on the spot, till they arrive somewhere else knocking on the d
someone opening it, letting them in, them hanging their coat up, and then the scer
started. | was able to help them artistically and just say, you don't need alifhat s
the beginning, just start at that moment in the middle of that conversation. They w¢

really, really, very good group of performers.

The Chilean group had really top actors who were refugees from Chile and who w
be working at the equivalent of the National Theatre. Now that they were refugees
just good to be able to work with them, to do something, to help them introduce

themte el ves to Nottingham to say, Awe' r ¢

| think that the Playhouse would have wanted to have a more diverse range of wot
terms of writers and actors. It takes a generation for people to work through the sy,
to go to a school where they're introduced to something that they really enjbygs

drama, to find out there are such places as drama schools, to audition for those dr
schools, to spend three years at them, and then to come out at a suitable standarg

somewhere like the Playhouse could use them.

The Playhouse couldn't turn around in an instant and find diverse actors of that sta
at that time. There were some very good people out there, but they were always w
and it wasn't always attractive to them to leave London to go and workgioaak

theatre. Until you had diverse plays written and acted, you wouldn't get a diverse




audience. It is a lonterm sort of thing, a long process. | have East Asian friends wh
are very busy at the moment, very active and changing things for East Asian
performance in this country. Only a couple of years ago | was in Manchester, and
Chinese play performed entirely by English people and didn't think anything of it. T
play was a folktale. They didn't put on accents, but it wasn't at the end of the day ¢
Chinese play. It was a wdilinded project, and it could have provided work for East
Asian actors, you know, born in this country, who didn't have much work. Now, the
never get away withdt the place would be picketed, and quite rightly so. Things ha
moved on. |l " ve got two sons, b ot hHow n
diverse is our casting?06 And not | ust
female directors do we have?0 People

to put on an allvhite show with an alvhite crew from an allwhite company.

L.E. You wrote in the book about struggling with your own positionality as a liberal whit
man, especially when working with groups who by your presence, were potentially
prevented from expressing themselves

A.H. I n terms of the people I was working

| might have thought | had. It was difficult to come from a workihagss home in

London, and not have a grant to go to drama school and have to pay the fee=pand
myself, and then all the hard touring | did after that without any resources, when it
so much easier for some of the actors | worked with, someone whose father was ¢
lawyer, for example, and was actually paying their rent. So, | could becomeartiipé

chippy about it.

Really, compared to the lives of some of the people | was working with, it was notf
but at the same time, just being liberal and sympathetic, | was aware that just bein
that room, might be limiting what they wanted to say because they were béiaglpo

think that's it, it's an ambassador's job, really. You give what skills that you can, an

you get out of the way, you don't create an empire.

The last going out of the home job | had was directing at a drama school, where |
lots of students from other countries. | just loved their energy and commitment, the

aggression, passion to get heard and seen, and to tell their stories. It madétbeme

people | went to drama school with seem reasonably trivial.




L.E.

You wrote a lot about your successful work with diverse groups, but you also desc
the struggle with local white workirgass groups that had never seen themselves

engaging with theatre. How did you fiagpproaching those groups?

A.H.

In some respects, | always thought that television was their community theatre. Aff
that period, about 10 years, | just rementbastEndersloing the first gay story, |
thought it was tremendou&range Hill, in its heyday would do some great stories. | {

that television was a theatre of the working classes.

There were places and there were times when people wanted something for them
an extra voice where we could make ourselves available. Things like people with ¢
district heating system that they were very unhappy with, and no one was listening
them We could work with a community group, from their council houses, and put

together a show that they could put on. We could invite the press and local counci
and it would have an effect. | wouldn't say that the people who were involved then
decided tky would like to become actors or decided to get a season ticket for the

Nottingham Playhouse. But, it touched their lives for a bit.

L.E.

Do you thinkthat theatre and activism have a relationship, because you get quite
political towards the end of your book about the political climate in the 1980s, and

austerity and the lack of arts spending?

AH.

Yes, and | feel even more so now. It seems like the sort of life of my grandfather li
being recreated: the gig economy. He was a road sweeper, who would be made
redundant for two weeks every year, so that he didn't become staff and become el

for holiday pay and retirement. We're back there now with people with no rights.

The title of that boold Feast of Foolswas chosen | think because we were having tk
time of our life during a very good time of art being pretty well funded. There was

money leftover where we could go off and do projects with quite small community
groups. At the same time, there was Roundaboing to schools, there was EMMA, t
East Midlands Arts touring theatre company going to all the villages and the rural
There were a number of theatres in the East Midi@antsicester, Nottingham, DerBy

doing first class theatre. It seemed as if the arts were really making a difference. B

now, | think things have gone a long way back to the bad old days. I think we were




lucky to be young when we were. | think young people have a much more difficult

struggle getting into the arts these days.

L.E.

The Playhouse has a Youth Board now. They're a group of young people that mirr]

Board of Trustees. What would be your advice to them about the state of theatre t

AH.

| think first of all, | would ask their advice. They probably know better than | do. | th
if someone listened to my advice, they probably shouldn't. There would be an arro
to an artist if they're going to do that. If someonewe# a n i n g veradffeultf i
you might not make a | ivingodo and t he\y
meant to be. | mean, | always admired anyone at drama school because they had
that process of turning their dreams into reality; they've takenigabsteps. | don't
think I've ever met anyone who regretted going to drama school, even though only
minority of the people who go ever make a living for their whole working lives. The
all, 1 think, get something from it. They get some courage. Ing@&fna youth board,
which | think sounds fabulous idea, | think I'd ask them; is it advisable to go into th

arts?

L.E.

You can now do complete courses in community theatre, and there are Master's d

dedicated to how to work with communities. Do you think that is valuable?

AH.

Yes, yes, | do. | think that the danger is that the experience of doing something, m
as well as the good things, are lost when that comes to an end. | never went to un
| went when | was 50 and did postgraduate studies in conflict at Khafjsge London.

| was interested in all the talk about, you know, qgonernment organisations.

| think an awful lot of experimental work in the arts and community theatre gets los
soon as the people doing it move on to something else and by having it as sort of

drama schools, it gives it a legitimacy, and also, education is a dammhguogpd

L.E.

How did you end up going back to the Playhouse? You mentioned that you ran

Roundabout for a time.

A.H.

Yes, for a year. | stress, sort of. | had a family, and the funding came to an end, ar
needed a job. | remember, | was walking past the Playhouse, and then artistic dire
Richard Digby Day yelled down at me from an open window. He spotted me and s
AnOh, you wil| be good in Old King Col
It was a village, you know, there were props makers, and scene painters and carp

and girls who worked in wardrobe and the froithouse and the actors and, yoww,

two separate companies and it was good to be there. | was asked after a couple o




to direct the Roundabout company. | must admit, | didn't enjoy that year at all. | jus
think | probably did it for the wrong reason. It was a year of security and my wife, &
time, was looking after the children, so there was just one income camamgl iwe

lived pretty much hand to mouth. It was-di@nth contract, but I think it had moved o
from community theatre as | understood it. | wanted to do straight acting on a stag

didn't enjoy that year. | reral i zed t|

L.E.

So where did you go after you left Roundabout?

A.H.

| think that was probably the time, | started to get work in television, writing things.
Then | became very much a freelance actor, but for television, because the contra
were shorter, and | could mostly live at home. | used to geigali money writhg for

television, which | did for the following 20 years.

L.E.

Thank you for agreeing to speak with me again. It's been so lovely and interesting

hear about your experiences and the work you undertook and the stories from that

A.H.

Thank you for listening.
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Isobel Hawson Interview 08/06/20

Speaker

L.E.

Can | start byasking how you came to work for Arts Council England?

I.H.

That was a bit of a surprise really. | have always worked in theatre since the early 19
started at the old Leeds Playhouse when it was on the university campus, and then |
in theatrein-education. | worked in television for a bit. | worked\ittingham Playhouse
for quite some time when Richard Eyre was there. | worked for various political compg
and then lived in Australia for a long time because Rog [Rodger], my husband, was &
to set up a whole load of stuff in theatre there. The Widre born out there, and then, wh
we came back in 1988, for work reasons, | ended up running Theatre Centre, a youn
peopledbs theatre company. After a peri
that time, who did a lot of work around comnity theatre, asked me if | would go into th
Arts Council for 6 months, to cover for someone who was ill, which 1 did. | ended up |
there for 15 years. | was absolutely privileged to be there at that time; it was a very d

organisation to what is now, and it was a very good time to be there.

L.E.

What did you see the role of Arts Council England being whilst you were there?

I.H.

Obviously, a funding authority first and foremost. | think what happened while | was t
was that it evolved and was not just a funding authority. We were there to work, and
very strongly, with clients across the country. My responsibility avasnd cultural

diversity in theatre but later on it also became about children and young people, abol
participation at a time when theatre was leading the way, particularly around develop
policy. We became the first department to have a policy whadhcertain priorities and
certain very clear aims, one of which was around cultural diversity. | was there during
period of change when the Arts Council changed in terms of becoming a single natio
Arts Council, so rather than having ten regional efigve became one Arts Council with

national office, but everybody was equal across the organisation.

L.E.

Do you feel that the political climate influenced what the Arts Council was able to do

during that period or do you feel it was the people within the Arts Council?

| think the leadership within the Arts Council changed and the structure changed, anc
policies came in. Slightly after the Theatre Policy the Arts Council printed its firyeten

strategy which was very clear. It was a combination of people ader&tap.
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L.E.

Can | ask about the relationship between BRIT and Eclipse because | have been tryi

understand the separation?

When | joined the Arts Council there was an initiative. At that point, there were certai
funds identified for priorities. There was a small amount of money put into the Regior
Black Theatre Initiative, the RBTI, that came under my responsibility. Alsmaunt of
money had been put into identified projects basiGaltiy companies, no strateyyt was
just money for certain projects. When | started to understand what had been going o
had a group meeting and decided that we had to develop what ety ddezen done and
out of that came BRId the Black Regional Initiative in Theafreand behind that was a
strategy. We started to look at how we could link up specific things that already exist
across the country. If you look back at the time there wetifced funding for small scale
touring, but Black theatfe and | say that with Black and Asian under a generic term o

Black Theatr was finding it hugely difficult to be recognised.

If you look back at that period, you only had to walk into a regional producing theatre
which were absolutely across the country and receiving the majority ofdfundsee they
were absolutely all whitéed. The boards, the senior management, they wectuably
white. When you walked in, | always remember this as a sort of signal to me, you wo
have all the production photos and you would never, ever, see a Black face in those
in the frontof-house. So, theatres never represented the commuwitireehom they were

trying to engage or serve.

BRIT was a much wider remit. There was the Green Room, Bristol Old Vic, South Hi
Park, New Wolsey, West Yorkshire Playhouse and Birmingham Rep. These were alv
linking into, where possible, partnerships with regional theatres. Funded by BRIT, the
wasan individual in place whose role was challenging because expected to make chx
internally, but also to develop audience development strategies with the local commu
plus | ook at touring work which wasatpr
that point, it was project funded. In what was then the Drama Department, there werg
cycles of project funding a year that went into small scale projects. Out of that, where
were various initiatives, audience development, touring, changi became Eclipse and
that happened at the Eclipse Conference. There was the first combined TMA [Theatr

Management Associatiomhd ITC [Thelndependent Theatre Councédhnual conference

where small scale, misicale, and larger scalerging on commercigbined together for
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the first annual conference. On the Saturday morning, there was a challenge from th
that theatre in general was institutionally racist at which point | picked up on that as g
challenge to start to look at what it was like across the country. Tih@fsthaat was the

Eclipse Conference.

L.E.

How did Nottingham Playhouse become involved as the venue of the Eclipse Confer

and seemingly take a lead in representing regional theatre?

We looked at partnerships that involved small scale organisations and certainly wher
was representation from BAME communities. The aim of BRIT was to create a more
equitable theatre, and Nottingham seemed a viable place, due to the community with

Nottingham.

L.E.

Could you tell me about the outcome of Eclipse and what happened following the

conference?

Well, youol |l have read t he rdanmendasians, iRamy
recommendations. Following that, the first thing that we did was to set up a series of
seminars that were for senior manager S
staff, it was purely for senior managers. There was a grbup. There was an equality
organisation, and then we had a variety of artists: sometimes there would be Tyrone
Huggins, sometimes Felix Cross, or Jolf
objective was to create greater understanding arounditgqitdook place every Saturday
for 18 months. We went around the country and every single funded theatre building
company, including the London theatres, took part in a seminar. It wasta-one
seminar, so weo0d do Yo esteretcLTaey dese verBhard amd
there was a lot of resistance. The equality section that John led, was a morning sess
create greater understanding about creating an equal starting line for people. He wol
about how to advertise, inductiormjriming people up to speed for interviews, creating a

level playing field.

Way before the Arts Council itself started an equal opportunities plan, we engaged W

theatres to create their own diversity action plans.

L.E.

So that every funded organisation would have had a diversity action plan?

I.H.

Every theatre organisation, yes.
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What we tried within the Arts Council was that this would be part of the funding
agreement. But, the Arts Council itself was changing; Tony Panayiotou came into wh
then the Diversity Department. In many ways, Tony picked up on what had been goir
in theatre. He proposed to Council that across all funded organigatioatswere then still
called Regularly Funded Organisations (RFDs)iversity action plans would be brought
in across the board and it became part of every funding agreement. | was/etrgd in
taking the principles and rolling them out across all the organisations. The Cultural
Diversity Action Plan for ACE was published in 1998 and part of that was the semina
across each region. Because there was a Diversity Department wit@iauheil, there

were a lot of other initiatives going on, including the Roots initiative which | think

Nottingham was involved with around audience development. | was working very clo

with the Audience Development department.

L.E. Eclipse wasndét about community engager
but where did you see community engagement fitting with the Eclipse initiative? Was
positioned as audience development?

I.H. Certainly, the Black Regional Initiative in Theatre at Nottingham, Bristol and the Wes

Yorkshire Playhouse. Very often in the early days, the people who were employed ag
producers, mainly by the regional producing theatres, were given respon&ibiBiack
History Month, or a photographic exhibition or occasionally there would be communit
shows they would do. | can remember Garfield at Leeds being very frustrated becaus
wasndét making any differ ence, inBlackHidtoyy
Month. There was a lot, a lot, of debate. You put a Black person into aledhite
organi sation and actually their role
whole organisation when the board is all white, and the managensenta | |  wh i

waving your banner and your flag but there were too many barriers.

A lot of the early work was around audience engagement, particularly in Bristol. Andy
was there and there was a lot of fantastic work done in Bristol around audience
development, particularly around the Asian community. With the statue being pulled
yesterday [the statue of slave trader Edward Colston was pulled down on June 7th, 2
during a Black Lives Matter protest], | was reminded. | used to go down there a lot ar
have conversations within the St RPeverl g
been into Bristol Old Vic. | mean never. They had no interest and Bristol Old Vic had
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engaged with them, and their limited number of attempts to bring audiences in just n¢
worked. Through BRIT, there was an absolute engagement and work would happen

the St Pauls area.

In Nottingham, | know Bea [Udeh] was there and | know that she struggled. You wou
have to talk to her about the background of it all, but it was very, very difficult to placg

single Black person withinawhdleed or gani sati on aeafidtos a

change it all. o6 Thatodos a slight exaggse

L.E. Thank you. In the BRIT review report that you shared with me, it talks about Nottingh
Pl ayhouse having difficulty with it. I
i mpact and has not necessarily féekemrwaseé
particular struggle at Nottingham Playhouse?

I.H. Yes, at certain times. One of the things when Eclipse happened was the recommend
for Eclipse Theatre.

LE How did Eclipse transition into what it is today?

I.H. Well, the main thing about Eclipse was taking forward the recommendations. There V

the seminars around equality across the country. | will probably have to refer to somg
documents about what el se happenedé tH
research into drama schools, BAME attendance at drama schools. | think the percent
attendance, apart from at Rose Bruford, was pretty low in terms of the BAME commu
but that is gradually changing. | worl &t ¢

Centr al and itdés very different to whi

We had various strands. If you look at the BRIT strategy chart, there was touring and
distribution, training and professional development. We had conversations with BEC]
Equity, TMA, ITC, the industry lead bodies, because there were very few oppogdaoitie
the BAME community, let alone, within drama school and the technical side of theatr
Some of my statements are fairly sweeping but, by and large, you would find that the
residence technical members were BECTU members who had been within a theatre
very long time. It was very male dominated, very white. Openings for females or Blag
people to start a career within the technical side were challenging and so we certainl

conversations with BECTU, Equity, etc.
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