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Abstract

This thesis examines why non-profit theatres in Britain have become increasingly
involved in educational work since the 1990s, from an historical and institutional
perspective. With an assumption that this sector-wide organisational change has been
caused by a shift in institutional environments of the arts sector, the thesis proposes an
institutional framework, where three different institutional logics — artworld, market and
policy — coexist and tend to dominate the institutional context at difterent times.

Using this theoretical framework, the thesis demonstrates that arts policy and
management during the post-war period were shaped by the artworld logic. However,
the two decades since 1979 have seen the environments become complicated because
the institutional logics of the market and policy gained currency. Criticising the
limitation of marketisation theory that has so far dominated most analyses of recent
cultural policy, the thesis sheds light on the fact that active intervention by the state has
replaced the arm’s length principle and the arts — especially arts education and
participatory arts activities — are increasingly used for explicit social policy objectives.
This phenomenon 1s defined as ‘politicisation’ of the arts. The rapid growth of
educational work since the 1990s 1s conceptualised as an organisational adaptation of
theatres to such environments.

The case study of four English theatres demonstrates that although the theatres have
expanded education under unprecedented political pressure, they also try to implicitly
resist external intervention and to maximise autonomy. This implies that politicisation i1s
a complicated process of institutional change: whilst new rules, norms and expectations
have been developed under the policy logic, the sector’s romantic view of the arts has
been reformulated and old ways of working have persisted. Thus, the recent institutional
change 1n the non-profit arts sector 1s better understood as an integration of different
institutional logics, not as colonisation of the arts world by the market or politics. In
these dynamic environments, the non-profit theatre can reinvent itself as a creative
educator and social impact generator without fundamental transformation in its artistic
and management sides.
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Introduction

In the 1990s a snapshot of the arts sector is likely to show an art
gallery striving to create exhibitions for an audience of under fives,
an orchestra working on a composition session with 16 year old
GCSE students, an opera company running a reminiscence project

in a hospice and a drama company devising a new play with a group
of young offenders. (Jillian Barker cited in ACE, 1995, p. 4)

Recent Expansion of Education in the Theatre

This research aims at theorising the recent growth of educational work in British non-
profit theatre organisations from an historical and institutional perspective. Since the
1990s, non-profit theatres 1n Britain have been increasingly involved in the provision of
education programmes. The majority of the theatres have employed education staff and
have set up education departments. According to Hogarth, Kinder and Harland (1997),
86% of the surveyed regular drama clients of the Arts Council of England' and the
Regional Arts Boards [RABs]* run education programmes. In fact, the expansion of
education 1s a general trend 1n the non-profit arts sector. Of the 589 surveyed various
art-form organisations, 78% have education programmes — dance and visual arts as well

as theatre organisations have particularly higher levels (over 80%) — and 63% have

dedicated officers running them.

The above report also suggests that there 1s a clear overall trend for larger scale

organisations to be more likely to have education programmes: while 64% of the

' The Arts Council of England changed its name to Arts Council England in summer 2003. Throughout
this thesis, | use ‘the Arts Council’ tor both as well as the Arts Council of Great Britain.
> The ten RABs and the Arts Council were integrated on 1 April 2002. Currently, there are nine regional

offices of the Arts Council.



organisations with an annual turnover of £50,000 or less have education programmes,
91% of the organisations with an income of over £500,000 plus do so. It is also
observed that the most common focus of education programmes is young people aged
12 and over, with 89% of the surveyed organisations offering programmes to 12-18
year olds and 80% to the 19-24 age group. Of the 26 types of participant groups
investigated, those most commonly targeted are secondary schools, further/higher
education organisations and primary schools (86%, 74% and 68% respectively). The
next most common foct of education activities are general audience (67%) and
community groups (65%). According to Hacon et al. (2000), expenditure on
educational work by organisations funded by the Arts Council and the RABs was

approximately £9.2 million in 1998/99.

For many people, the notion of education has always been closely related to the arts so
the provision of educational programmes 1s viewed as a natural aspect of arts
organisations. However, I would suggest that, like the theatre’s other practices and
functions, 1ts educational work has developed i1n a historical context. Theatre
organisation has changed over time, and the non-profit theatre itself 1s an historically
specific phenomenon. Many notions from ‘artistic’ and ‘cultivating’ to ‘non-profit’,
‘public subsidy’, ‘accessibility’ and ‘marketing’, which are currently associated with
the theatre, have evolved over time as the consequences of various political and
economic as well as artistic factors, so they must not be taken as inseparable and
ahistorical elements of the theatre. For example, the concept of ‘public subsidy’ for
theatre became prevalent in Britain only after the outbreak of the Second World War.
Although arguments for a National Theatre had existed since the mid-nineteenth
century, commercial impresarios dominated the British theatre industry until the
Second World War. The phrase ‘public accessibility’ would have sounded odd to the
pre-war commercial theatres because 1t was the influence of state subsidy that created
the notion of accessibility as a social responsibility of arts organisations. Similarly. I
suggest that the remarkable expansion of educational work in the theatre since the

1990s be seen as an organisational change that 1s historically specific.
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It should be noted that the relationship between the theatre and education has been
dynamic. The notion of education was integrated into the theatre in the second half of
the nineteenth and the early twentieth centuries: during this period. the theatre began to
be recognised as a cultural and educating organisation by the social establishment and
intellectuals. Several decades later, the very belief in the educational function of the
theatre provided 1t with justification for public subsidy, and this led to the formation of
a non-profit theatre sector. However, there has been tension in arts policy as to how to
define the relationship between the arts and education: ‘education as an inherent nature
of the arts’ vs. ‘education as participatory programmes’; and ‘education about the arts’
vs. ‘education through the arts’. The arts funding system initially adhered to its
understanding of education as an intrinsic value of the arts, but later education began to
refer to participatory programmes offered by arts organisations. During the period
between the mid-1960s and the 1980s, Theatre in Educations (TIE) companies and
community arts organisations advocated ‘education through the arts’ (the use of arts
participation for educational and political purposes) and also insisted that public
participation in the process of arts-making was a legitimate form of art, which was as
valuable as the creative activities of professional artists. TIE and community arts
stimulated mainstream theatres to develop educational work and the arts funding
system to pay more attention to the issues of education and young people. The 1980s
witnessed the development of education policy in the Arts Council and
conceptualisation of education in terms of audience development. However, education

was not prioritised by arts policy and the tension still existed between the different

understandings of education.

It was in the 1990s that the theatre began to rapidly expand its educational work under
unprecedented support from government and public tunding bodies. An interesting
point about the growth of education provision 1s that 1t 1s a sector-wide phenomenon
rather than an event that has occurred in some individual theatres or in some sub-sectors.
This also implies a change in the meaning of the term education in the arts policy
context: education now tends to refer to a set of explicit education programmes, which

are conducted as an essential function of the subsidised theatre organisations:
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When arts organisations use the word education today, they are rarely referring to the education
functions of art. Instead, education refers to a strand of programming, a particular set of
activities....education thing is not a function of art, but a function taken on by an arts

organisation to complement its core function of artistic production. (Owens, 1998, p. 17)

While 1n the past the prevailing idea was that the non-profit arts organisation had
charitable status because it was by nature educational, it is more stressed nowadays that
the organisation has to set up educational initiatives because it 1s constituted as an
educational charity. Thus, recent literature on theatre management and administration
tends to recommend theatres to include education provision in their work (Freakley &
Sutton, 1996; Raymond, 1999, p.58). For instance, Essential Guide to Business in the
Performing Arts states that a typical regional repertory theatre should have an
‘educational team’ and an ‘education department’, and describes the role of

‘(community and) education worker’ as being ‘responsible for developing workshops
to support the productions and for youth theatre and other community activities based

at the theatre’ (Freakley & Sutton, 1996). This may lead new entrants to the sector to

think that they have to set up an education department or hire education staff if they are

to be seen ‘appropriate’ as non-profit theatres or theatre companies.

Notably, education 1in the arts 1s i1ncreasingly conceptualised as participatory
programmes that aim to achieve a wide range of ‘social’, ‘civic’ and ‘economic’
purposes. The term education 1s closely associated with concepts of ‘participation’,
‘outreach’, ‘young people’, ‘community empowerment’, ‘lifelong learning’ and “social
inclusion’. For instance, the Arts Council’s recent policy for education, Leading
through Learning: The English Arts Funding System’s Policy for Education and
Training, particularly highlights the social and economic benefits of education in the
arts: arts participation helps people to acquire skills most needed in the modern
workplace and provides opportunities for personal and community development (ACE.
1998). Often, education programmes are believed to be a medium with which non-
profit arts organisations can produce social benefits by directly involving socially

excluded members of community. for instance, the disabled, the elderly, ethnic
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minorities, those with low-income and young offenders. Also, it is suggested that 1n
return for public subsidy, ‘practising artists must play a full part in the rounded
education and lifelong learning that equip everyone for life and work’ (ACE, 1998, p.
1). Thus, all subsidised arts organisations are required to produce education

programmes:

A large and growing proportion of arts organisations have education programmes, but we
should not be content with anything less than 100%. High-quality, innovative educational work
should be an intrinsic part of every funded arts organisations’ programmes — involving its full
attention and best talents. We will make specific commitments on education work an explicit

part of the funding agreements in which organisations state what they will do in exchange for

funding. (ACE, 1998, p. 4)

This seems to show that the provision of education 1s not one of many options
individual theatres can choose nor a special service provided by a particular kind of
theatre such as TIE; it 1s rather becoming a universal and taken-for-granted feature of

virtually every non-profit theatre subsidised by public money.

Literature Review

The 1990s saw an increasing body of literature on education 1n the arts, but much of it
was confined to the description or evaluation of individual education projects. It was
not until the second half of the 1990s that statistical or empirical studies were carried
out on education provision as a collective phenomenon in the non-profit arts sector. In
1995 and 1996, the Arts Council organised two symposia on education in presenting
venues and touring companies respectively. and published reports (ACE, 1995, 1996¢).
The reports note that both presenting venues and touring companies are now organising
education programmes in a coherent way, and discuss practical i1ssues such as

cooperation between venues and companies and the relationship between education and

audience development.
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In 1997, the Arts Council published a report that was based on a large-scale survey into
educational work of regular clients of the Council and the RABs (Hogarth, Kinder &
Harland, 1997). This report provides comprehensive statistical data on the current state
of education programmes: e.g., statistics on the proportion of arts organisations that
have educational programmes and dedicated staff according to categories such as art
form and size; analysis of types of programmes; and the relationship between education
and core activities. From 1998 onwards, the Council has undertaken or commaissioned a
series of studies on educational work in subsidised orchestras, theatre companies and
dance companies (Castle, Ashworth & Lord, 2002; Downing, Ashworth & Stott, 2002:
Tambling & Harland, 1998). The focus of these studies i1s on the objectives education
programmes intend to achieve and how the programmes are carried out. For example,
the report on education 1n theatre companies, Acting with Intent. Theatre Companies
and Their Education Programmes, categorises the aims of education into the following:
artistic aims; drama/theatre-centred aims; curriculum development and support; client-
centred aims; and aims that relate to the need of theatres (Downing, Ashworth & Stott,
2002). It demonstrates that education projects are generally divided into two broad
types: those that support, or are supported by, core artistic products and participatory
activities designed with particular sectors of the community in mind. It 1s also
suggested that the educational work i1s related to core work 1n various ways, 1.e.,

physically, philosophically and financially.

A publication of the British American Arts Association, Creative Tensions: A
Discussion Document on Arts Organisations and Education, provides an account
similar to the studies above mentioned (Owens, 1998). This report categorises
approaches to education into three groups, 1.e., arts-centred, organisation-centred and
people-centred tendencies, focusing on who most benefits from the education, and
suggests that these different approaches cause potential tensions 1n an arts organisation.
In the same year, an issue of Cultural Trends carried an article on educational work in
cultural organisations (Selwood et al.. 1998). The article examines recent funding
environments, in which education, young people and participation have emerged as the

keywords of arts policy, and some statistical data on the current state of educational
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programmes.

As the growth of education in arts organisations is an ongoing phenomenon, existing
research tends to pay most attention to describing the aim of organisations with their
educational work, what types of programme are produced and how they are carried out.
While the research provides valuable information on the current state and conditions of
education, 1t hardly raises questions as to why educational work has expanded in the
time of so-called crisis of the non-profit arts sector. especially when TIE and
community arts have been declining. Neither is 1t concerned with whether the expansion
of education programmes 1mplies a change in subsidised theatres’ relation to the state
and their role 1n society, nor what function education work has in the management of
theatre organisations. Moreover, the rapid growth of educational work has seldom been

theorised as a ‘change’ of the non-profit arts organisation or that of the arts sector.

At the macro level, the change 1n the non-profit arts sector since the 1980s has been so
far generally discussed within the framework of ‘marketisation’ or ‘commodification’
(O. Bennett, 1996; Gray, 2000; Kawashima, 1999; Keat, 2000; Mcguigan, 1996; Quinn,
1998). Writings that adopt this framework have a common approach: they view the
political and economic contexts of public sector reform since the 1980s (i.e.,
Thatcherism or neo-liberalism) as the main reference point in their analysis. Literature
on the theatre also tends to regard marketisation as the biggest change in the sector. It
holds that the state had subsidised the theatre in order to protect it from the reign of
consumer sovereignty, but under Thatcherism this protection was reduced and theatre
became subject to increasing market pressures (Hall, 1999a, 1999b; Kershaw, 1992,
1999; D. K. Peacock, 1999, chap. 3). Whether they have 1dealist or critical views of the
arts, these writers seem to agree that a fundamental transformation is occurring in the
arts sector, as public subsidy 1s being withdrawn and replaced by private sources. and

arts organisations are becoming market-oriented and commercialised.

However, I would like to point out that the marketisation theory does not provide an

explanation on the rapid expansion of educational provision in the non-profit arts sector.
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While concentrating on the issues of business sponsorship, an economic approach to
the arts and the adoption of managerial practices by the sector, the above writers hardly
pay any attention to education. Simply, it seems that the growth of educational work as
a sector-wide organisational change i1s unseen or ignored in the marketisation
framework. Interestingly, it is arts marketing and audience development literature that
demonstrates some concern with the education provision by arts organisations (e.g.,
Kawashima, 2000; Sargeant, 1999, chap. 6). Here. education is likely to be seen as an
important marketing strategy to develop new audiences, especially among young
people; the role of education is mainly to remove barriers that prevent them from
visiting arts venues. Education 1s also thought as of a strategy to enhance the existing
audience’s understanding of particular arts forms so they are encouraged to attend more

frequently.

Nonetheless, 1t should be noted that education 1s recognised as an activity distinct from
marketing. It has been commonly claimed that education activities are valued because
of their own benefits to both individuals and society, not just because of their audience
development effects (NACCCE, 1999). In particular, the role of educational work in
terms of community participation, social regeneration, lifelong learning and social
inclusion is increasingly recognised by arts funding bodies and decision-makers in both
cultural and social policy areas. In short, education 1s perceived not as a mere

marketing tool but as an important ‘public’ or ‘social’ function of the arts, which needs

to be marketed and publicised (Rogers, 1997, 1998, 1999).

The public and social nature of educational work means that existing marketisation
theory has difficulty in examining the 1ssue of education and, therefore, this also
implies that the theory itself may be insufficient to conceptualise the recent change in
the non-profit arts sector. Theretore. I suggest that an alternative theoretical framework
1s needed for an analysis of macro-level change of the arts sector, and the growth in

educational work should be investigated within this new framework.
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Research Questions and Methodology

The research question of this thesis is simple: “why has the non-profit theatre sector in
Britain increasingly provided educational programmes since the 1990s?" As the thesis
aims to theorise this sector-wide phenomenon in a macro perspective. a series of
questions concerned with the wider context as well as details of educational work will

be explored according to the order of the chapters:

1. What 1s the historical relationship between the theatre and education?

2. How can the sector-wide organisational change be explained?

3. What 1s the limit of the marketisation theory in explaining the recent change in the
subsidised arts sector? How can the change be conceptualised alternatively?

4. Why has the 1ssue of education 1n the arts become an important policy agenda since
the 1990s while TIE and community arts activities have been declining?

5. How 1s educational work 1n the non-profit theatre conducted?

This research adopts an interdisciplinary approach, combining different academic
disciplines such as cultural history, theatre history, cultural policy studies, cultural
studies, organisation theories (institutional theory in particular), policy studies,

marketing and community development studies. The research has been conducted

through three parallel but closely related processes of theorising.

The first process of theorising comprises consulting existing theories, conceptualising
and establishing a theoretical framework. Historical and institutional perspectives have
played a decisive part in this process. From these perspectives, I have defined the
expansion of education in the theatre as organisational change, and constructed an
institutional framework as an analytical tool for explaining this change. The ‘historical’
perspective of the arts proposes that our current ideas of the arts (‘the arts have intrinsic
civilising and educating values™ or “they exist in a separate sphere from politics and
economy’) are historically constructed. Cultural history and British theatre history

literature (DiMaggio, 1986: Elsom, 1971. 1979b; Elsom & Tomalin. 1978; Kristeller.
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1990 [1950]; Pick, 1980, 1983, 1985: Rowell & Jackson, 1984: Shiner, 2001; Trussler.
2000) provides useful description and analysis on the formation of the modern concept
of the arts and of the theatre. Through historical lenses, the current state of a particular
art form and its dominant organisational form — a non-profit entity — is seen as a
consequence of their continuous changes and adoptions, which have occurred through
interaction with various external factors. It is also assumed that the role of the arts in
society and their relation to different areas of social activities may change depending on

the wider — social, economic, political as well as artistic — contexts.

‘Institutional’ perspective has been adopted as a way in which the changes in the non-
profit arts sector in Britain are explained. Institutions generally refer to formal and
informal systems that influence the way in which individual organisations in a sector
behave: e.g., policies, laws, 1deology, norms, rules and culture in 1ts broader sense
(Powell & DiMaggio, 1991; Scott, 1991, 2001). From this perspective, non-profit arts
organisations are viewed as defining their ends, means, organisational structures,
practices and conventions in the framework of institutional environments. When the
environments shift, therefore, the organisations are likely to change. As this approach
focuses on the ‘sector’ or ‘field’ of the non-profit arts rather than particular individual
organisations as a unit of analysis, it 1s useful for exploring an organisational change

that occurs as a collective phenomenon.

The second strand of the theorising process has been collecting and analysing both
qualitative and quantitative information on the British theatre industry, arts policy and
educational work in arts organisations. The following data have been consulted: policy
statements, policy guidance, policy reviews and annual reports of the Department of
National Heritage [DNH] and the Department tfor Culture, Media and Sport [DCMS];
policy documents, statistical data and annual reports published by the Arts Council of
Great Britain [ACGB] and the Arts Council England [ACE]; policy reviews, annual
reports and other publication of the Regional Arts Boards [RABs]; statistical data
published by the Policy Studies Institute (e.g., Cultural Trends), the Theatrical

Management Association [TMA] audience survey results and marketing manuals; the
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Society of London Theatre [SOLT] audience survey results; the Target Group Index

| TGI] on arts attendance; and research and survey reports published by the National

Foundation for Educational Research [NFER].

Through investigating these data, I have been able to trace the change of arts policy.
which looks quite different from the narrative of the marketisation theory. Statistics on
arts funding and the income structure of non-profit theatres clearly show that there has
been no significant withdrawal of public money or its substitution with private funding.
Marketisation 1s rather about ideological and cultural change in the subsidised arts
sector, which has accompanied strong intervention by the state. Examination of policy
documents and annual reports published by the DNH, the DCMS and the Arts Council
shows that since the 1990s government intervention has been further strengthened and
the social use of the arts has been increasingly highlighted. This understanding of policy
change has encouraged me to re-conceptualise the recent institutional change in the arts
sector with the notion of ‘politicisation’, which can be alternative or complementary to

the existing marketisation theory.

The third type of theorising process has been to investigate how theatres adapt to their
new environments and how they undertake educational work 1n practice, through a case
study. Four theatres in the Eastern region of England were selected for the case: the
Cambridge Arts Theatre; the Theatre Royal, Bury St. Edmunds; the Mercury Theatre,
Colchester; and the Theatre Royal, Norwich. Both qualitative and quantitative data were
collected, mainly through semi-structured interviews with individuals from the theatres
and their funding bodies. In addition to interviews, I have consulted a wide range of
written materials produced by the theatres and their public funders as well as related

newspaper cuttings collected by the local libraries.

The above three strands of theorising processes have proceeded almost simultaneously
while closely interacting with each other. The initial theoretical framework gave me a
point of view on how to analyse institutional change of the non-profit arts sector over

time. In return. the analysis of both qualitative and quantitative data on arts subsidy and



22

theatre sector underpinned the theoretical framework but also called for more attention
to be paid to complexity and ambiguity in the institutional change itself. The case study
not only supported my analysis of the institutional change but also shed light on new

opportunities and strategies of non-profit theatres

Terminology

In this thesis, the term theatre refers to the non-profit theatre organisation, mainly
theatre buildings, including both presenting (or touring) and producing (or repertory)
theatres, which parallel other types of building-based arts and cultural organisations
such as museums, galleries, arts centres, concert halls and public libraries. In addition,
my use of the word expands to include the theatre company as an organisation, and the
core work of theatre organisation, i.e., theatre as an art form. as dramatic works, and as
theatrical or dramatic entertainment.’> To make the use of the term clearer, however. I
try to use the term ‘theatre company’ for the organisation that produces dramas, ‘touring
company’ or ‘visiting company’ for the theatre company that tours to presenting

theatres, and the term ‘drama’ when I am concerned with the theatre as an art form.

I occasionally use the terms ‘mainstream theatres (or arts)’ or ‘established theatres (or
arts)’ when I need to distinguish the presenting and producing theatres from ‘alternative
(or progressive) theatres’. The mainstream or established theatres refer to those theatres
that are generally accepted and valued artistically and politically by the traditional
theatre audiences as well as the arts funding system. Meanwhile, the alternative theatres
refer to the theatres that are socially, politically and aesthetically oppositional to the
established theatres (Kershaw, 1992): they include Theatre in Education (TIE),

community theatre, political or popular theatre and drama work as part of community

' The ambiguity is caused from the polysemy of the word theatre. According to The Oxford English
Dictionary (1989), the modern use of the term theatre 1s as followings: (a) an edifice specially adapted to
dramatic representations; a playhouse, (b) theatrical spectators; the audience, or ‘house’, at a theatre, (c)
dramatic performances as a branch of art, or as an institution (i.e., the drama), and the drama of a
particular time or place (1.e., dramatic art as a craft, the theatrical profession), (d) dramatic works
collectively. and (e) theatrical or dramatic entertainment.<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>