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Thank you for the email below and the opportunity for Voluntary Arts Wales (VAW) to
respond to the WAG enquiry. It was an interesting session and we were grateful for
the opportunity, however, as with all these occasions there is always more that we
wished we had said and we would like to add a couple of points in this email for the
Communities and Culture Committee to consider.

With regard to our last recommendation in our original response relating to the
involvement of local authorities in funding distribution: we would prefer to withdraw
this recommendation. It was drafted at a time of extreme frustration for the sector
related to the Arts Council of Wales"(ACW) decision to de-prioritise the voluntary
sector and a wish to find an alternative methodology for the distribution of support for
the sector. Withdrawing this recommendation makes your first question essentially
redundant. However there is still a need to find a better way of funding arts
organisations across Wales which takes into account their very specific local
connections, expertise and value to their communities.

With reference to your question 2:

At the sectoral event 'A Piece of Your Mind' that we staged at the beginning of
September 2010 (where third sector voluntary and community arts organisations
were given the platform to air their concerns regarding the re-prioritisation of funding
for the arts in Wales), the Black Voluntary Sector Network for Wales were present
and this statement was a direct quote from their organisation's representative. Whilst
we could justify their statement for them it would be far more appropriate for them to
be contacted directly. Leanne Rahman was their delegate and she can be contacted
as follows: Direct Line: 029 20440188, Email: l.rahman@bvsnw.org.uk

With reference to your question 3:

The ACW figures relating to access and participation refer solely to the activity
figures supplied by their funded clients and in no way represent the wider activity of
the sector. During our representation to the Communities and Culture Committee we
drew your attention to some recent research undertaken in England by a department
of the DCMS under the title: 'Our Creative Talent'. We have attached this document
for your information (map 7402). This was a robust study which revealed the
activities of 49,140 amateur arts groups across England with a figure of 5.9 million
people actively participating in the arts.

As far as we are aware the ACW are not undertaking any research in to access and
participation nor are they undertaking any research in to the impact of their
Investment Review. Once the cuts are implemented many artform infrastructures will
disappear and it may be too late and impossible to undertake any meaningful and
comprehensive sectoral research in view of the knowledge and consultation
mechanisms that could be lost. Removing funding for those infrastructure bodies that
work with the voluntary and community sectors across Wales will effectively remove
the facility to consult and communicate with the citizens involved in those sectors.
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We are however, recommending that the ACW be requested to undertake a baseline
mapping exercise by local authority area, of opportunities to actively take part in the
arts in Wales and to assess the impact of the cuts that they are implementing. This
should take place in consultation with the sector and in partnership with NALGAO
Wales and the WLGA.

The Welsh Arts Council as was and the Arts Council of Wales as is, have taken
fifteen years to develop a strategy for participation in the arts. VAW have been
consulted during this long and protracted process. The disappointing resultant
document has been drafted to deliver to the new priorities of the ACW and focuses
largely on professionally led work designed to transform communities and does not
reflect the activities, aspirations, needs or diversity of delivery and practice of the
voluntary arts sector.

The ACW Voluntary Cultural Sector Compact was originally developed in close
collaboration with VAW to ensure inclusion and representation from, and delivery to
the voluntary arts sector. The current and third revision of this document has
changed and been adjusted to reflect the voluntary sector in the widest possible
terms in line with Welsh Assembly Government policy, thus skewing the parameters
and shifting vastly away from the ethos and intentions of the original document. This
means that practically all the ACW clients are essentially voluntary sector
organisations, as they are mostly non-profit making organisations and registered
charities; which places the Welsh National Opera under the same consideration as a
voluntary organisation such as Mold Amateur Dramatic Society. However, in the
Investment Review the casualties are generally those organisations truly embedded
in the voluntary sector.

VAW is the Wales-based operation of Voluntary Arts (VA) which operates across the
UK and the Republic of Ireland with funding from each of the national arts councils.
As from the 1% April 2011 the revenue funding contribution from the ACW for the
operation in Wales will cease, depriving the people of Wales of the free support and
services that are provided to the voluntary sector in the rest of the UK and the
Republic of Ireland. VAW recognises that the funding situation is such that cuts have
to be implemented. However, the arbitrary way in which the ACW have selected to
fund high profile events and organisations at the expense and loss of those quality
organisations organically generated from the community and serving those
communities from which they have developed is unacceptable.

In a season of plenty events such as The Venice Biennale and the Artes Mundi
should be supported and celebrated however, VAW and the voluntary sector
question the ACW prioritising these events in a time of austerity. Not detracting from
the quality of these expensive high profile events, the impact per pound of the same
monies delivered through participatory arts activity at grassroots level is immense.
Compared to the funding of organisations which work directly with the community in
Wales, spending in the region of £550,000 on an event that benefits one Wales-
based artist is very hard to justify. For example if you take into account VAW, the
Drama Association of Wales and Ty Cerdd; the cumulative membership of
community groups and organisations that these umbrella structures support is just
under 3000. When you realise that the cumulative revenue funding from the ACW



for this supportive work is in the region of £350,000, you start to see how just 64% of
the Venice Biennale budget can have such a reach to grass roots level in Wales.

How can the ACW justify funding the “top” of the pyramid whilst ignoring its
foundations? It is well recognised that different parts of the arts sector intertwine and
feed each other — the voluntary/community arts sector is often a breeding ground
from which professional artists and arts organisations grow. See article in VAW
newsletter “Outside the Box” attached (Spring 2010). The years to come will see
rising difficulties in communities across Wales; it is well recognised and
substantiated that participatory arts are the glue that keeps communities together,
providing regenerational stimulus and focus. It is here, in these times that monies
should be focused and Venice is for another day. See article in VAW newsletter
“Recession Busting” attached (Spring 09). Whilst interpreting the intentions and
implications of the UK Coalition ,Big Society Programme" is currently engaging
government departments and the WAG, VAW is concerned that any cultural benefits
to the citizens of Wales will be reduced by the ACW moving its priorities towards a
high arts agenda.

Further to the above, we wonder how the ACW can continue to deliver to the Culture
minster"s priority in its remit letter, regarding “participation being available to all”,
when it is removing funding and ,deprioritising the amateur sector* where the majority
of arts participation takes place..

Once again many thanks for the opportunity and the chance to represent our sector's
opinions.

Best wishes

Jacqualywn Box

Wales Coordinator / Cydlynydd Cymru
Voluntary Arts Wales / Celfyddydau Gwirfoddol Cymru
01443 681420 / 07971789727

With a Passion for Participation
qyaa Angerdd am gyfranogacth
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1. Executive Summary

Formally organised voluntary and amateur arts groups are a crucially important part of the arts
ecology and account for almost one fifth of all arts participation in England, although in some
regions it is much higher than that — rising to 36% in the South West.

There are 49,140 groups across the country with a total of 5.9 million members. An additional 3.5
million people volunteer as extras or helpers — a total of 9.4 million people taking part.

The sector has an income of £543m a year. In general, it is not looking for core public funding.
Groups are entrepreneurial about generating income, including ticket income, subscriptions, selling
programmes, local sponsorship and other fundraising. Groups take pride in this remarkable ability
to be self-sustaining and deliver quality artistic product.

In 2006/07 groups put on 710,000 performances or exhibitions which attracted 159 million
attendances. On average a voluntary and amateur group attracts 220 people to each
performance or exhibition.

564,000 people have management roles in voluntary arts groups. Planning and developing
creative activity which is high quality, engaging and meets the needs of members is complex and
challenging. The time, expertise and commitment these individuals invest in the sector is a real
asset that, if not delivered for free, would come at a high price.

The voluntary arts sector is embedded in the grass roots of local communities and has a complex
impact on developing vibrant and inclusive communities. At a time when there is huge
competition for time and money, voluntary and amateur groups rely heavily upon the expertise,
experience and relationships of their members, their friends, families and the local community,
highlighting the value placed on voluntary arts activity.

Voluntary and amateur groups provide opportunities for people who would not otherwise
participate in the arts to do so within their local community. Arts groups are often associated with
other groups and activities (such as learning, religious groups, older people’s groups and women’s
organisations) and are particularly well placed to engage new audiences and participants in the
arts.

There is support and advice available at regional and national level. Local Authority arts officers
can play a crucial role in developing capacity but their engagement is often reactive and ad hoc.
Although most Local Authorities have cultural and arts development strategies, voluntary arts are
often ignored. This is to miss a significant opportunity. The introduction this year of local data
collection on levels of arts engagement, which will enable comparisons to be made between Local
Authorities for the first time, may be a powerful lever for change.

Appreciation of the artform is the main motivation for participation in a group. There is a belief
that the amateur arts are low quality, which is totally at odds with the ambitions of groups who
strive for the highest standards and take pride in the quality of their work.

The sector plays an important role in sustaining cultural traditions and developing new artistic
practice. There are a large number of groups with a national and even international reputation for
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the quality of their work. Over the last five years, 34% of amateur groups have had members who
went on to become professional.

The relationship between the amateur and professional sectors is of vital importance and the
two sectors are mutually supportive. Groups spend £125m employing professional artists, either on
a long term or ad hoc basis. Professional artists benefit not only in terms of employment but also
developing their creative practice, experiencing new ways of working and deepening their
understanding of audience development.

The amateur/professional relationship is changing, particularly with the development of new
technology. It has not been possible to explore this in detail in this study, and we recommend
further research should be done into this rewarding area.

Access to good quality venues, at a reasonable cost that is suitable for the artform, is a key issue.
Groups spend £67m on venue hire for performances and £26m on venues for rehearsals/meetings.
There is widespread concern about the rising cost of venue hire.

Other issues affecting the sector are the complexity of grant application processes, the need to
raise profile and attract new members and advice and guidance on compliance with legislation.

The sector has tremendous potential, but there are constraints on the extent to which any one
group can expand. There are significant challenges involved in moving to a larger venue and taking
on additional management burdens, and individual members can have less opportunity to
contribute in larger groups. This might lead to people establishing new groups or sign-posting new
members to other groups.

There is a view that in some areas the professional sector has been unduly prioritised by policy
makers, perhaps in part because of the belief that the voluntary sector is low quality. However,
policy makers need to engage more effectively with the voluntary and amateur sector if they are
not to miss a major opportunity to increase opportunities for participation in the arts.

In the last three years there were 1.9 million adult enrolments in unaccredited training funded by
the Learning and Skills Council. There are 36,800 classes across England offered by 4,560 providers.
However, the number of enrolments is decreasing, from 558,000 in 2003/4 to 423,000 in 2006/7.
One important issue is the fact that only 25% of courses are offered over the weekend.
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Introduction

This study was commissioned by the Department for Culture, Media and Sport (DCMS) and Arts
Council England (ACE) to improve the knowledge base on the voluntary and amateur arts sector in
England. The study is the first of its kind on a national scale and represents the first step towards
developing a comprehensive understanding of a very complex sector. The study considers two key
aspects of the sector:

+ Voluntary and amateur arts groups
Informal adult learning in the arts.

Arts participation is increasingly recognised as valuable for individuals and communities, both for its
intrinsic and instrumental value. Arts Council England held the Arts Debate to encourage the public to
highlight their view of the role the arts play in their lives. A key finding of this debate was the
“importance of the social aspect of the arts. People associated the arts with friendship, spending time
with family and a sense of a shared experience. Often people come to art in the first place through
these social networks and dynamics.”" This research provides an opportunity to gain a stronger
understanding of how the voluntary arts and adult learning feeds into an arts environment which is
placing an increasing value on participation.

Voluntary and amateur arts activity happens in a wide range of settings and whilst it is often
completely self-generated, it is also often closely related to other activities such as faith groups,
community associations and learning. The voluntary and amateur arts sector is therefore a crucial
player in encouraging people to access and participate in the arts. The sector is well positioned to
reach people that would otherwise not engage and who are excluded from other aspects of society
and community life, e.g. skills and expertise development. It is often in the voluntary arts sector that
individuals get their first experience of participating in the arts, and the sector has a major impact on
audience development for the broader arts sector.

Whilst a number of studies considering voluntary arts at a local and sub-regional level have been
carried out, they have tended to use a broad definition encapsulating voluntary, amateur and
community participation. This study focuses on participation in formally organised voluntary and
amateur arts groups across eight categories: craft, dance, festivals, literature, media, music, theatre and
visual arts. It looks specifically at:

+ Voluntary and amateur arts groups that are governed or organised by those also participating in
the activities, which members attend for reasons such as self-improvement, social networking or
leisure, but primarily not for payment.

Adult arts learning that does not lead to external accreditation and is undertaken for personal
development, cultural enrichment, intellectual or creative stimulation and enjoyment.

The remit of the study did not include ‘community arts’ where a group is governed or organised by a
paid individual (or individuals) or where the activity is organised on behalf of members. Nor did it include
people who participate in an artform individually. The definition did not exclude voluntary arts groups
that bring or buy in the skills of a professional for ‘artistic direction’, e.g. a conductor, dancer or sculptor.

"The Arts Debate: stage one findings & next steps, Catherine Bunting, Arts Council England, February 2007
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2.1

The aims of the study are two-fold:

1. Examine the size, make-up and impact of the formal voluntary and amateur arts sector, providing

an understanding of how groups are structured, what formal and informal support is available to
them, what the challenges to and enablers of participation are and suggesting opportunities for
growth of the sector.

Produce an authoritative evidence base about the arts in adult learning that can be used to help
broaden and deepen levels of engagement in the arts and enable the development of individuals’
skills and creativity.

The objectives of the study are therefore to:

Estimate the size and make-up of the voluntary and amateur arts sector

Examine the barriers to and enablers of participation

Gather and assimilate existing information about the impact of voluntary arts

Estimate the size and scale of adult learning in the arts and the infrastructure that supports it
Understand the range and quality of existing provision

Understand who participates in arts-related adult learning and the motivations for and barriers to
their participation.

Methodology
The study was undertaken by TBR? over a period of six months between November 2007 and April
2008 and consisted of a programme of quantitative and qualitative research that included:

Desk research to identify and review relevant literature contributing to the study. This process
involved a combination of web-based research and contact with a number of organisations in order
to identify and access published documents as well as any internal work or forthcoming evidence
pertinent to the study.

Consultation with the ‘identifiable infrastructure’ supporting voluntary and amateur arts activity in
order to bring together the collective knowledge of the size and scale of the sector. This involved
making telephone and email contact with approximately 300 supporting organisations and
umbrella bodies to gather information and statistics on levels of participation in voluntary and
amateur activity.

A nationwide online survey amongst voluntary and amateur arts groups completed by
approximately 2,200 groups. Completion and return of a paper copy of the survey was facilitated
on request. The survey returned approximately 1,600 useable responses; 380 were returned with no
data and 220 were completed by groups either not based in England or who did not fit the study
definition of a voluntary and amateur group.

Accessing and analysing a number of secondary data sources including the National Learning
Directory (a government funded database of learning opportunities), the Learning and Skills
Council’s Individualised Learner Record for Adult Community Learning (data about learners and
learning aims collected from providers that are in receipt of ACL funding) and the National Learner
Satisfaction Survey (data on learners’ satisfaction with and perceptions of education).

A programme of 145 depth or case study telephone interviews with voluntary and amateur arts
groups, local, regional and national supporting organisations, professionals working in the sector,
Local Authorities, public and private learning providers and current and lapsed learners.

2TBR is the trading name of Trends Business Research Ltd
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A key element of the project was providing an estimate of the total number of voluntary arts groups
and people participating in them across England by artform and region. This was achieved by bringing
together a range of information gathered over the course of the research. A key difficulty in
quantifying the size the sector is that much of the activity, by its very nature, is unrecorded. There is
no requirement for groups to be registered with an umbrella body or membership organisation,
therefore there is no central source of information about the sector. The umbrella bodies, membership
organisations, guilds, associations and supporting agencies that groups do interact with are therefore a
crucial source of information on the population of groups.

At the outset of the project the research team compiled a comprehensive list of organisations that
have the potential to interact with voluntary arts groups and undertook a consultation exercise to
gather information from these organisations about the characteristics of the voluntary arts groups
they were aware of. Using information provided by the Voluntary Arts Network and Voluntary Arts
England combined with investigative research, a ‘population’ of 286 organisations was identified. These
were all contacted by telephone and/or email: 117 returned useful information and 30 were excluded
as they had no relationship with voluntary and amateur arts groups. Of the remaining 139
organisations, a significant proportion were unable to provide any information as to the voluntary or
community or professional status of their contacts as their membership was very mixed, while others
were simply unwilling to provide any information at all, or successful contact could not be made.
Organisations were asked how many voluntary and amateur groups they were aware of, what
information they could provide about their members and whether they would be willing to distribute
information about the survey or provide contact information for their members.

The project relies on standard statistical techniques to generate population estimates for voluntary
and amateur arts groups and their members. The information provided by the sample of 117 umbrella
bodies enabled the production of an estimate (by artform) of the average number of groups that a
supporting organisation is aware of and delivered detail on the proportionate distribution of groups by
region. Applying these averages and distributions to the ‘population’ information enabled the
production of an estimate of the total number of groups in England. Weighting factors for each group
and survey response could then be applied to the sample data in order to calculate estimates of group
and membership populations and to generate a range of additional analyses examining the activities,
participation, income and expenditure within and by voluntary and amateur arts groups.

It is important here to recognise some of the limitations of this approach:

+  Some of the voluntary arts are more formalised than others. For instance, amateur theatre and
music are well represented by umbrella bodies whereas photography or book clubs, which are
generally activities carried out in less formalised groups, are not. This means there is more
opportunity for groups to belong to an umbrella body in some artforms than others.

+ The estimate in this study is based upon groups that are members of, or associated with, a
supporting organisation. As stated above, not all groups have a relationship with a supporting
organisation, therefore the estimate of the number of groups delivered by the study should be
viewed as an estimate, with recognition that without a census of groups a total figure will always
have a degree of estimation about it.

+ A number of supporting organisations deal with groups on a multi-artform basis and were unable
to provide an accurate breakdown of the number groups they were aware of by artform. This was
particularly the case for organisations such as the Women'’s Institute or sub-regional arts
development organisations, which were aware of a significant number of groups, but not the
artform. This has given rise to an estimate of a large proportion of ‘multi-art’ groups where the
artform is either variable or unknown.
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Given the overlapping nature of some umbrella groups, there will be some element of double
counting in estimates of numbers, but this is not easily mitigated.

The study relies on groups to self-select as to whether or not they fit the definition of a voluntary
and amateur arts group. Given the close relationship that many voluntary and amateur groups
have with other group activities such as faith groups, community groups and so on, it is likely that
many may classify their group according to associated group activity as opposed to the art group.
This is particularly likely for minority faith groups.

Despite these limitations this study is founded on a robust approach and represents a significant step
in understanding the importance of voluntary and amateur arts in our society.
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The size and scale of the voluntary
and amateur arts sector

A firm understanding of the size and scale of the voluntary and amateur arts sector is something that
has long eluded those leading the development of the sector. It has always been known that many
people participate in the arts on a voluntary basis, and that many people do so collectively in groups
every week, fortnight and month across England. This study is the first step towards gaining a true
picture of how many people participate in the arts in this way and what can be done to support their
participation.

This first section of the report provides an overview of the key information about the size and scale of
the sector produced by the study. The key headlines are:

There are approximately 49,140 voluntary and amateur arts groups in England.
5.9 million people participate in voluntary and amateur arts groups across England.

Voluntary and amateur arts groups generated a total income of £543m in 2006/07 and incurred
expenditure of £406m.

An additional 3.5 million people participated in voluntary and amateur arts groups in an auxiliary
capacity as extras or helpers.

3.5 million women and 2.4 million men are engaged in voluntary and amateur arts.

1.8 million people aged between 45 and 64 take part in voluntary and amateur arts compared to
only 506,700 people aged between 16 and 24.

97,100 members of voluntary and amateur arts groups are from a black or minority ethnic (BME)
background.

154,000 members of voluntary and amateur arts groups consider themselves to have a disability.
2.4 million voluntary and amateur arts group members are employed (including self-employed).
147,000 people contribute to voluntary and amateur arts groups on a paid basis.

564,000 people undertake a management role within a voluntary or amateur arts group.

Table 1 (below) shows the estimated number of voluntary and amateur arts groups (associated with a
supporting organisation) in England by region and artform. The region with the most groups is the
South East with 9,140, followed by the South West, East and then London. Music is by far the most
represented artform with 11,220 groups across England, followed by Theatre with 5,380 groups and
Dance with 3,040.
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Table 1: Number of voluntary and amateur arts groups by artform and region

Yorkshire

East North North South South West and
Artform East Midlands London East West East West Midlands Humber England
Craft 80 100 70 130 130 70 110 90 90 840
Dance 450 280 490 140 320 550 240 250 310 3,040
Festivals 100 80 70 60 90 150 170 100 110 940
Literature 100 90 20 130 100 150 60 60 50 760
Media 60 40 70 20 90 150 270 30 80 820
Music 1,340 960 1,290 540 1,160 2,290 1,610 950 1,070 11,220
Theatre 650 470 650 570 700 770 750 550 260 5,380
Visual Arts 290 90 200 120 110 570 310 30 80 1,810
Multi-Art 2,940 2,080 2,740 1,820 2,740 4,440 3,590 2,110 1,880 24,330
Total 6,010 4,190 5,600 3,530 5,440 9,140 7,110 4,170 3,930 49,140

Source: TBR Art Survey 2008 (Ref: W1/56)

Table 2 shows the estimated number of members of voluntary and amateur arts groups across
England by region and artform. As with the groups, the region with the most members is the South
East, with 1.3 million people, followed by the South West. However, while the East has the third largest
number of groups, London and the North West have more members. This suggests that while there are
a large number of groups in the East they tend to be small. Conversely, while the North East has the
lowest proportion of groups, they do tend to be slightly larger and therefore give the region a higher
level of participation.

Table 2: Members of voluntary and amateur arts groups by artform and region

Yorkshire

East North North South South West and
Artform East Midlands London East West East West Midlands Humber England
Craft 2,000 3,000 1,000 2,000 6,000 2,000 6,000 5,000 2,000 28,000
Dance 12,000 15,000 12,000 2,000 15,000 43,000 6,000 8,000 16,000 128,000
Festivals 4,000 18,000 24,000 12,000 20,000 66,000 159,000 13,000 11,000 328,000
Literature 2,000 2,000 * 2,000 2,000 3,000 2,000 2,000 3,000 17,000
Media 3,000 1,000 3,000 1,000 2,000 5,000 41,000° 1,000 4,000 62,000
Music 156,000 106,000 179,000 159,000 256,000 403,000 208,000 81,000 93,000 1,642,000
Theatre 78,000 78,000 229,000 71,000 118,000 233,000 157,000 76,000 73,000 1,113,000

Visual Arts 25,000 23,000 63,000 23,000 15,000 56,000 36,000 18,000 7,000 265,000
multi-art 135,000 159,000 299,000 154,000 231,000 542,000 587,000 125000 107,000 2,339,000
Total 417,000 405,000 810,000 426,000 665,000 1,353,000 1,202,000 329,000 316,000 5,922,000

Source: TBR Art Survey 2008 (Ref: W1/S6) *Figure too small to report

Table 3 (below) considers the distribution and membership of groups across England alongside figures
on total participation in the arts from the DCMS Taking Part survey. The table also shows the
contribution that membership of a voluntary and amateur arts group makes to arts participation in
England and each region.

31t is recognised that this figure may appear high. However, the number is not calculation error. Given the nature of the topography of the region and of activity
in media groups it is likely that groups tend to operate remotely with a larger number of members. The underlying sample for media contains 14 responses in
the South West out of a total of 44 responses for media in England, nine of whom had in excess of 100 members. If this research is repeated in future, we
recommend that this issue is examined in more detail.
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Table 3: Participation in arts across England

Group
membership
as a proportion

Group % Group % National Arts National Arts of national
Region Group % Group Membership Membership Participation Participation participation
South East 9,140 19% 1,353,000 23% 5,372,435 17% 25%
South West 7,110 14% 1,202,000 20% 3,362,944 11% 36%
East 6,010 12% 417,000 7% 3,591,566 12% 12%
London 5,600 11% 810,000 14% 4,592,333 15% 18%
North West 5,440 11% 665,000 11% 4,050,784 13% 16%
East Midlands 4,190 9% 405,000 7% 2,605,692 8% 16%
West Midlands 4,170 8% 329,000 6% 3,133,851 10% 10%
Yorkshire & Humber 3,930 8% 316,000 5% 3,013,753 10% 10%
North East 3,530 7% 426,000 7% 1,469,255 5% 29%
England 49,120 100% 5,923,000 100% 31,192,613 100% 19%

Source: TBR Art Survey 2008 and Taking Part (Ref: W14/S1)

NB: Source for ‘National Arts Participation’ column is Taking Part Year 1 dataset weighted to population

Source for ‘Group’ and ‘Group Membership’ column is TBR Art Survey 2008

Activities included in arts participation column are as listed in the glossary of the Taking Part annual report 2005/2006

The distribution of voluntary and amateur arts groups is similar to the distribution of people taking
part in the arts in general across the country. The South East hosts the majority of groups, the highest
proportion of members and one of the largest proportions of arts participation in general.

It is interesting to note the key role of voluntary and amateur arts groups in the South West, South East
and North East in contributing to arts participation. Membership of a group is equal to a third of all arts
participation in the South West and a quarter of participation in the South East and North East.
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4. People and groups

This section of the report presents a range of information from the online survey and in-depth
interviews with groups across England, considering the people who participate in groups and the
format the groups take.

Key messages:
At the core of the motivation to establish a voluntary arts group is the desire to participate in a
particular artform or creative practice, with some groups occurring as a spin out from publicly
funded arts activity or community activity.

Word of mouth is the primary tool for attracting new members, followed by public events and links
within the community, which develop a group's reputation for high quality activity and a
welcoming social environment.

The majority of people involved in the voluntary arts are employed and diversity tends to be
dependent on the local area.

The gender balance across the sector is approximately a 60:40 female/male split although there are
some artforms where there is a higher propensity for single gender groups such as all female textile
crafts or all male wood craft.

75% of groups feel that members join and remain involved in groups for enjoyment and
appreciation of the artform.

Membership of groups tends to be based on a sustainable core group of members around which a
broader peripheral group of people will come and go.

Some groups experience limits on the number of members they can accommodate, but develop
approaches to addressing this either through expanding and diversifying activity or supporting
people to set up their own groups.

Many groups have a mixture of skill levels which enables members to mutually support each
other’s creative development.

In certain sectors, particularly music and performing arts, there are a large number of groups which
perform to a professional level and therefore audition for members who have reached a particular
level of creative skills attainment.

The major source of finance for the sector is from ticket or similar income (49%).

Income levels are extremely variable, ranging from an average turnover of £1,600 in craft to
£27,200 in festivals.

Artistic and creative activity is planned and driven by the members of the groups.
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4.1 Why are groups started?
There are many situations which lead to the establishment of a voluntary arts group. Many groups
have been established for a considerable time, some for over one hundred years, so it is often difficult
for current members to know the circumstances under which the groups were established. However,
the primary driver is a desire to be involved in the particular artform, craft or practice.

In many circumstances a group of friends, neighbours or local people that already know each other will
discover that they have a common creative interest and where there are existing groups in the area it is
likely that these people will simply join those groups. However, if there is no local provision or if the
groups in the area are up to their membership capacity this leads to people establishing a group of
their own. This provides an opportunity for them to share their interest, become more formally involved
and encourage other local people to get involved in the creative practice. In the case of more traditional
artforms such as woodcraft, morris dancing or folk music, groups are often established by people with a
desire to ensure that the artform and skills associated with it are not lost.

Groups have also been started as the result of publicly funded arts projects, exhibitions or events held
in the area. This type of activity can generate a real interest in a particular artform amongst local
people, but many projects only have time-limited funding. It is not unusual for local people to
establish purely voluntarily run arts group at the culmination of a class or course or after funding for
projects has finished and professional staff are no longer involved. This enables them to continue their
engagement with the artform and further develop the skills which they have acquired as part of that
project. Nor is it unusual for publicly funded projects to bring together arts groups — voluntary,
community and professional — who otherwise may not have the opportunity to work together. This
can often lead to interesting spin-offs with groups set up to try out new collaborations or work in new
artforms.

Non-arts organisations such as community associations, Women's Institutes or older people’s groups
can also provide a hub around which creative activity can be generated. Some of these organisations
will run arts activity as part of their broader remit or run taster sessions which generate an interest
and provide people with an opportunity to try out an artform. This can lead to the development of
independent, voluntarily run arts and crafts groups enabling people to develop more focused and
ongoing opportunities to share their creative skills.

At the core of establishing any group is a strong motivation to participate in an artform, share creative
output and skills and provide other people with the opportunity to get involved. Essentially, this is
down to entrepreneurial individuals, either in groups or independently, spotting an opportunity, having
a passion about a particular artform and finding ways of getting people together to make it happen.
This entrepreneurial spirit is at the heart of both individual voluntary arts groups (even those which
have been established for many years) and the sector as a whole.

4.2 Membership

4.2.1 How do people get involved?
Voluntary arts groups have a broad range of approaches to promotion/publicity. The majority of
groups (average of 50%) attract members through word of mouth. The next most popular methods
are the internet (16%) and the local press (14%). This pattern is not necessarily mirrored across
artforms; literature and media groups rely less on word of mouth, with 20% of literature groups
attracting new members through their local library and 11% of media groups attracting members by
placing adverts in local shops or businesses. Music groups tend to make most use of the internet, with
20% of groups attracting members this way. Conversely craft groups make least use of the internet
(9%). Most groups (70%) tend to use just one method of attracting new members.
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Approaches to publicity are broad ranging and include producing leaflets and posters to be put in local
libraries, shops or other venues, working closely with the local press to raise the profile of the group
through advertising and editorials and developing a website for the group or being included on the
listings websites of other organisations. Use of online publicity is fairly widespread; 54% of groups
have a website, 21% have a presence on someone else’s website and 9% have an entry on a social
networking site. Craft, literature and visual arts groups are least likely to have a website with only 30%
and 35% respectively having their own site.

Many groups also find that their public performances, exhibitions and open events are an invaluable
approach to attracting members. This is the most public presence of the group in a community and is
a key way for them to promote the quality of their work and activity and build a reputation that will
encourage and inspire people to become members. Some groups run competitions, publish work or run
festivals which generate a broader interest in the group and can encourage more people to get
involved. These members might not join the group on an ongoing formal basis but may be involved in
activity at particular times of the year or for particular events or activities.

Reputation and profile are therefore crucial for groups, both in terms of their artistic practice and their
open and accessible ethos. In line with this, word of mouth is an invaluable way of getting members to
join the group. Recommendations from trusted family and friends can often encourage people to get
involved in an activity which they may otherwise find a little intimidating or unfamiliar. Groups work
hard to build their reputation within the local community and place a high value on good relationships
with residents and organisations in their area.

A lot of groups are open and do not have any specific membership criteria. If prospective members
find out about the group they can simply turn up at a session and get involved. Where there are
membership forms, this tends to be to enable the people who are running the group to keep up-to-
date contact details for members and to find out what people are expecting from the group, helping
to determine the types of activity they should be delivering.

There are, however, other instances where there are strict membership criteria, particularly in relation
to level of attainment in the specific artform. This is often the case for music groups such as
orchestras or choirs and for theatre groups. Many of these groups, although considered amateur,
perform to a professional level and recruit members for particular roles or orchestral positions who
have achieved a minimum performance standard. In these instances auditions are generally held and
groups often have more people wanting to join than can be accommodated in the group or for
particular productions or performances. Where this is the case, there are waiting lists to join the group
and rather than turning people away they are encouraged to get involved in other important volunteer
capacities, for instance front of house or behind the scenes.

4.2.2 Who gets involved?
Although a small number of groups have a fairly broad geographic spread, most groups are based on a
very local membership. People who get involved in groups are generally those who have a keen
interest in the particular artform and a desire to share that experience and develop their skills and it is
not unusual for people to be a member of several local groups, often in various artforms.

A third of participants are aged between 45 and 64. The next largest age groups are 65-74 and 25-44,
with 19% of members in each category. Craft, literature, visual art and media all have less than 5% of
members aged below 25.

As shown in Table 4 (below) in terms of socio-economic status the highest proportion of people
participating in voluntary and amateur arts groups are employed (42%), followed by 29% retirees and
23% full-time students.



Our Creative Talent: the voluntary and amateur arts in England
22 CC(3) AWE 09a u iv voluntary u i gl

Table 4: Socio-economic status of group members

Full-time student Employed (including
Sub-artforms (including school) Not employed self-employed) Retired Total
Craft 1% 11% 36% 54% 100%
Dance 51% 2% 37% 11% 100%
Festivals 47% 2% 22% 30% 100%
Literature 1% 6% 35% 53% 100%
Media 2% 6% 44% 48% 100%
Music 17% 7% 46% 31% 100%
Theatre 21% 7% 50% 22% 100%
Visual Art 1% 5% 34% 60% 100%
Multi-Art 27% 5% 39% 29% 100%
Grand Total 23% 6% 42% 30% 100%

Source: Art Survey 2008 (Ref: W04/S5)

Only 6% of respondents are not employed. This varies depending on the age distribution of
participants; in sectors with fewer people below the age of 25 (craft, media, literature and visual art)
there are very few full-time students and more retirees.

The diversity of groups tends to be dependent on the local area in which it operates. If the group is in
a rural area with a low BME population then it will not have a particularly diverse membership. Groups
are also conscious of their capacity and resources to manage diversity within a group. For example, it
would be very difficult for an English speaking writers group to include people with low levels of
literacy or those for whom English is not their first language. There are also instances where the
artform has an impact on diversity of membership, for instance, morris dancing is a very traditional
English artform and does not tend to attract people from diverse communities.

An average of 2% of group participants are from a BME background. There is little variance across the
sector; craft has the highest proportion with 3% BME participants, followed by dance, festivals,
literature and theatre with 2% and media, music and visual art with 1% BME participants. London has
the most diverse groups with 10% BME members across all artforms, while the North East is the least
diverse (0.3%). A number of interviewees felt that low rates of ethnic minority participation could be
attributed to a lack of ‘cross-over’ between communities. Additionally a number felt that as many arts
groups operate around faith or worship, some groups may not classify their activity as being voluntary
and amateur arts and may therefore exclude themselves from the classification.

In terms of disability, many groups mentioned that they do have some members who might be
considered disabled, but possibly not under the Disability Discrimination Act (DDA) definition. Equally,
they felt that although some members may have some form of disability or impairment, they would
not necessarily define themselves as disabled. Across the sector an average of 3% of participants
would consider themselves to have a disability. Craft has the highest proportion of disabled
participants (7%) followed by literature, visual arts and media (6%). Festivals have the lowest reported
proportion of disabled participants (1%).

As a whole, the sector is fairly well balanced in terms of gender, enjoying a mix of male and female
members. The survey revealed that an average of 59% of participants in voluntary and amateur arts are
female and most groups tend to follow this pattern of a roughly 60:40 female/male split. However, the
proportion of male and female participants varies across artforms. Craft has the highest proportion of
female members (79%) and media the lowest (45%). Dance has the most even split with 52% male
and 48% female members. In some artforms there is a tendency for groups to cater for either all-
female or all-male membership. Examples include specifically gender-based music groups such as male
voice choirs and less intentionally, groups that tend to attract either men or women, e.g. textile craft
which tends to attract mainly female participants or wood craft, which tends to attract mainly men.
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All groups consider themselves open and inclusive and do not actively discriminate against any
potential members. There is a moderate level of fear about being judged on crude national targets for
diversity and membership that are not relevant to local circumstances. It was felt that stipulated
criteria would place too much of an emphasis on ‘ticking boxes’ and that the best way for groups to
be inclusive is to focus on developing an open, welcoming, friendly and enjoyable environment which
a broad range of people will be keen to be involved in.

4.2.3 Why do people continue to participate?
High on the list of motivation for continued participation is a desire to be better skilled at the
particular artform. This does not necessarily mean that members are developing their skills to become
professional artists, but rather for the sense of personal achievement. Many groups have a very broad
skills base ranging from beginner through to experienced, which creates a mutually supportive
environment where members are keen both to develop their own skills and support other members to
do the same.

On average 75% of groups feel their members join for enjoyment and appreciation of the artform.
This does vary significantly between artform, from 83% of members joining for enjoyment in music to
49% in craft. 31% of craft groups believe their members join to develop new skills and 8% for health
or relaxation purposes. Media, festivals and visual arts groups also demonstrated a high rate of
participation in order to develop new skills (approximately 25% in each artform). Participating for
social benefit was, perhaps surprisingly, one of the lowest ranking reasons for joining, with an average
of only 6% of groups identifying this as the main reason.

At the heart of many groups is the desire to share creative output with a broader audience. For
example, writers only tells stories because they want people to read or hear them. Voluntary arts
groups are a real opportunity for people to share their creative talents, both with other members of
the group and with a broader audience. This sense of pride, particularly being part of a group which
has a strong reputation for high quality output, is a key driver for people remaining involved.

People responsible for managing groups also work hard to develop programmes of interesting activity.
This might be a broad range of workshops with high quality interesting speakers and demonstrators or
a challenging and diverse music or performance programme and the opportunity to be involved in
festivals, events and other public performances. It is this commitment to a broad range of high quality
activity which helps groups to both attract new members and retain existing members by keeping
their work interesting and engaging.

Although all groups are driven by the creative activity, underlying all of this is the sense of being
amongst likeminded friends. As the membership of the group changes and new people join, this also
provides the opportunity for people to make new friends and expand their social networks. Voluntary
arts groups provide a real opportunity for people to socialise and have fun. If the activities were not
enjoyable, people would not continue to participate in the groups.

There is a large proportion of older and retired people involved in voluntary arts groups; an average of
30% of members are retired and 25% are aged 65 or over. Such activity provides people who are
retired with a real opportunity to continue their personal development and have the focus of
formalised activity and social networks that would previously have been provided by their working
environment.

4.2.4 Turnover of membership
The majority of groups are based on a strong and sustainable core membership around which a
broader peripheral group of people will come and go. There seems to be general confidence across the
sector that groups have a good turnover of membership which ensures their sustainability, with
enough new members coming in to replace those who have left and thus keep the group running.
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48% of groups have seen membership increase over the last five years. Craft and literature groups in
particular have grown, with almost 60% of groups in each artform reporting an increase in members.
On average, 38% of groups have seen static levels of membership. Media and dance have seen the
most decline in participation; 21% and 18% of groups respectively have experienced decreased
membership in the last five years.

Some groups are more informal than others. For instance, writers or craft makers will run sessions that
people can drift in and out of, whereas amateur theatre and music groups need commitment from
members to regularly attend rehearsals and commit time to backstage tasks such as set construction
and costume design to ensure quality of performance. For the more informal groups it is often difficult
to measure turnover of members as some people may not attend the group for long periods of time
due to other commitments and will then get involved in sessions again at a later date when they have
more free time.

Turnover of membership can also be dependent on the area that the group is based in. For instance,
groups based in very stable and established rural communities with an older population will have less
turnover of membership than a group based in an urban area with a more transient population.
Turnover can also be cyclical, and groups which hold annual events or competitions will experience a
large influx of new members as a result of these specific initiatives.

In general, the majority of groups do not seem concerned with turnover or losing members. There is
often an acceptance that a group cannot be everything to everyone and while groups try to
accommodate individual needs and aims, they will not necessarily be in a position to meet the
expectation of every potential member. This is particularly the case where new members have a
particular perception of what is on offer from the group which does not match the reality. Groups
therefore focus on delivering activity which meets the expectations of the majority and retains an
appropriately sized core membership. Although groups provide a flexible range of activities, they try to
guard against being sidetracked into niche provision which only meets the needs of a small number of
members and which could perhaps be better supported by another group in the area.

In terms of recruiting participants, 24% of groups feel that they are doing as much as they can to
increase membership and 35% are taking some steps to recruit new members. 22% of groups would
like to increase membership but are not taking any active steps to do so and 19% are happy to stay
as they are. This does vary significantly between artforms; in literature, for example, 38% of groups
would prefer to maintain their current membership and only 16% are actively seeking to increase
membership. Media groups show the highest propensity to actively recruit participants, with 45%
doing as much as they can on this front. One might therefore also expect dance groups, which saw a
similar decline in membership to media, to be as active in recruitment; however, only 25% are doing
as much as possible to increase membership.

4.2.5 Membership capacity
Voluntary arts groups recognise that not all members will attend all sessions, so there is an optimum
level of membership which will ensure there is a good turnout for the majority of sessions, making the
activity both creatively and financially viable. Generally groups are happy with an organic and healthy
turnover of membership and will only proactively recruit if the overall membership becomes too low
to sustain the activity of the group.

For some groups the number of people they can accommodate is limited by the size of the venue
they use. Often groups have a long standing relationship with their venue and have negotiated a low
rate or even get the facility free, making it financially risky to secure an alternative venue. This
problem is exacerbated in areas where there is limited choice of suitable venues for groups to hire at a
reasonable rate. The decision to move the group to a larger, more expensive venue can be a
particularly challenging one. They have to be confident that there will be a sustainable increase in
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membership to enable them to cover any increased venue costs through increased subscriptions or
session fees. In some cases, groups will address the issue of venue limitations by running a series of
smaller groups and sessions at different times, enabling them to accommodate a broader membership,
only requiring a larger venue on the limited number of occasions, often social, when they bring the full
membership together at one time.

Other groups are conscious that the number of members can impact on the quality of activity and
the experience of being involved in the group. Once attendance at individual sessions gets too high, it
becomes difficult to ensure that everyone has an opportunity to be actively involved. For many groups
sessions involve supporting members to develop their expertise. A good example of this is writers
groups where members do ‘homework’ around particular themes which are then discussed in detail at
the following session. If there are too many members, the opportunity for people to share work, have
feedback from other members and input into the critiques of other people’s work are limited.
Similarly, a large membership for very interactive groups would require sessions to last several hours,
which is impractical in terms of both the time which people are able and willing to commit and the
cost of hourly room hire.

It is also important to recognise that on the whole, the larger the group membership, the more
complex and time consuming the management requirements become. There are a large number of
groups who actively ensure that management is kept to a minimum. This is because they feel that the
burden of management can distract from the enjoyment of being involved in the group and they are
concerned that there may be challenges getting members to volunteer for management roles,
resulting in the responsibility being on the shoulders of only one or two members.

Although groups are conscious of their capacity limitations, at the heart of what they do is a passion
for enabling likeminded people to get involved in their artform. Many groups highlighted that if they
are approached by potential new members when their group is at full capacity they actively support
those people in establishing their own group. Others, who are comfortable with the additional
management, expand their activity and run extra sessions to accommodate more members.

4.2.6 Artistic and creative skill levels
One of the primary drivers for people to get involved in voluntary arts groups is to develop their skills
in artistic and creative practice. One of the key approaches to enabling this is through mutual support
from within the membership, while the level of skill expected for potential and existing members
tends to vary across artforms.

The majority of groups in artforms such as literature, visual arts or crafts do not stipulate the level of
skill which prospective members need to display before they join. Groups therefore have a broad range
of skills, ranging from complete beginners through to experts, and this is usually seen as a real bonus
for the group. It provides an opportunity for members to share experience and expertise and create a
mutually supportive learning environment for all involved. There are some instances in music groups
where there is also a mix of expertise. However, it was recognised that this can present some
challenges in relation to artistic programming. For instance, for music groups with a broad mix of
expertise, careful attention has to be paid to ensuring that the programme of music is not so
challenging that it is beyond the capability of less experienced members yet is still interesting and
demanding enough for the more accomplished players.

In music and theatre particularly, there are a large number of groups which strongly stipulate the level
of competence of their membership. This is because many of these groups, e.g. orchestras and choirs,
although amateur, perform to a professional standard so are not in a position to accept members who
do not meet these standards. Although some groups do struggle to get performers for particular
instruments or performance roles, on the whole they do not struggle to recruit members. Many groups
stated that they hold regular auditions for membership and often have waiting lists of people who
would like to join.
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4.3

4.3.1

Management

Management and administrative structures

All groups require some level of administration and there are a broad range of approaches to group
management across the voluntary arts sector. Because the sector is generally financially self-reliant,
these structures and governance models are developed based on the needs of the groups rather than
on funder demands. Groups therefore develop the most appropriate management structure for their
specific circumstances, ensuring that the level of management is proportionate to the size, activity
and complexity of the groups and, crucially, is complementary to the ‘culture’ and ethos of the
membership.

22% of groups do not have a constitution and groups without a constitution tend to be smaller. There
is significant variance between artform here. 53% of literature and 40% of craft and dance groups
operate without a constitution, compared to only 13% of theatre and 20% of media and music
groups. London has the highest proportion of non-constituted groups, with 33% of groups in the
region operating without a constitution. Groups in the North East are most likely to be constituted,
with only 12% not having a constitution. It is interesting to note that the region with the most
constituted groups also has the largest groups.

On average, each voluntary arts group has eight managing members. This varies between artform,
from five in craft, dance and literature, to 13 in festivals. Media and music groups tend to have seven
managing members, theatre nine and visual art six. Clearly, the level of management required varies
drastically across the sector. A large amateur dramatic group, which owns or manages a venue and
programmes 6-12 public performances throughout the year, will require a much more structured
approach to management than a more informal craft group, which runs ongoing sessions throughout
the year and perhaps has just one small scale annual public exhibition.

The approach to governance and management within the sector is highly entrepreneurial and groups
will develop flexible structures which operate as and when needed. During general ongoing operation,
for instance, a group may take a very minimalist, low-level approach which ensures that the basic
needs are covered. However, at times when they are in receipt of grant funding to run additional
projects they will adopt a more structured approach to ensure that they are meeting the funders’
requirements.

Those groups which have developed a management and committee structure have not done so to
create a hierarchy, but rather to enable them to spread the responsibility of management across a
number of members. There is strong recognition that running an interesting and varied programme
relies on a huge amount of time and commitment from a management committee and there is a
danger that this can become burdensome. A structured approach to management guards against this
overload and makes it easier for groups to encourage and recruit members to take on some of the
management responsibility.

The tasks required to manage groups are broad ranging, including co-ordinating activity and
communicating with members, managing the accounts and legal responsibilities of the group,
marketing, press and publicity and sourcing and hiring performance, rehearsal and meeting venues. It is
very difficult to quantify the time spent managing groups. Although many groups spend time in
formal management committee meetings, a lot of activity goes on behind the scenes with individuals
taking on particular tasks in their own time. Levels of management required can also be cyclical
depending on the activity of the group, for instance if a group runs an event once a year the amount
of time members will have to commit to management activity will need to increase to accommodate
that event.

Groups also have a range of processes to encourage members to take on management responsibilities.
For smaller, more informal groups it is generally the case that people simply ‘muck in’. Larger groups
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tend to hold an AGM at which new members are elected to the committee as and when vacancies
come up. In these cases people either volunteer their services or potential candidates are approached
by existing committee members in advance of the AGM to ascertain if they are willing to be elected.
When specific tasks are identified, during ongoing management, committee members either volunteer
or are nominated to take responsibility for ensuring that those tasks are delivered. Groups that have a
formal management structure feel that this makes it easier for them to recruit committee members
and get people to take on responsibility for particular tasks as the management of the group had been
broken down into manageable ‘bite-sized chunks'.

Crucially, all groups recognise that the success of their group is thanks to the unpaid and willing
commitment of time, and in some cases money, of their core membership. It is also recognised that
no task is more important than any other and that the amount of time required or committed bears
no relation to its resulting value, as even the smallest contribution is essential for keeping the group
running effectively. All input to group management is highly valued and is recognised as one of the
sector’s most important assets.

4.3.2 Financial management
The major source of income (49%) for groups is ticket income or similar. This varies significantly
across artforms, from 61% of all theatre income from tickets to only 23% in craft, 16% in visual art
and 12% in literature.

Table 5: Distribution of total artform income across sources of finance and funding
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Craft 47% 23% 1% 4% 0% 9% 1% 0% 1% 3% 10% 100%
Dance 33% 32% 3% 3% 21% 14% 3% 1% 0% 3% 7% 100%
Festivals 8% 40% 6% 8% 8% 3% 2% 6% 11% 4% 3% 100%
Literature 20% 12% 1% 7% 3% 8% 0% 0% 25% 19% 5% 100%
Media 39% 27% 1% 2% 4% 8% 0% 0% 0% 1% 17% 100%
Music 30% 40% 3% 3% 5% 7% 3% 1% 1% 4% 3% 100%
Theatre 8% 61% 5% 2% 3% 8% 1% 1% 7% 2% 2% 100%
Visual Art 48% 16% 2% 4% 1% 11% 6% 1% 0% 9% 3% 100%
Average 15% 49% 5% 4% 4% 7% 2% 2% 6% 3% 3% 100%

Source: TBR Art Survey 2008 (Ref: W5/54)

Visual art relies far more on subscriptions and/or membership fees, as does craft (48% and 47% of
income respectively). Literature groups are more likely than any other artform to receive Arts Council
Lottery funding or funding from another lottery distributor, with 44% of funding coming from this
source. Music groups are fairly evenly balanced between subscriptions and/or membership fees (32%)
and tickets (39%) as the main source of income.

Table 6 (below) shows that a major area of expenditure for groups is hiring professional artists to
contribute to the group. 31% of expenditure across the sector is in this area. Although the level of
expenditure varies across groups, only media spends less than 19% of total expenditure on
professionals. Music spends the most with 47% of expenditure being on professionals.
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Table 6: Distribution of total artform expenditure
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Craft 20% 4% 20% 29% 7% 4% 6% 4% 1% 4% 100%
Dance 30% 14%  19% 12% 4% 4% 4% 0% 7% 6% 100%
Festivals 1% 20% 37% 12% 7% 13% 2% 1% 1% 6% 100%
Literature 9% 8% 38% 7% 7% 16% 0% 0% 4% 11% 100%
Media 8%  14% 3% 16% 33% 4% 3% 8% 1% 10% 100%
Music 0% 1% 47% 6% 4% 7% 2% 5% 4% 5% 100%
Theatre 5% 19% 21% 21% 5% 6% 5% 7% 1% 9% 100%
Visual Art 30% 7%  21% 5% 7% 5% 3% 0% 4% 18% 100%
Average 7% 17% 31% 14% 6% 8% 4% 5% 2% 7% 100%

Source: TBR Art Survey 2008 (Ref: W9/S3)

Rehearsal/meeting venues are an extremely variable cost for groups, with the proportion of
expenditure ranging from only 1% in festivals to 30% in dance and visual art. There is similar variation
in spend on performance/exhibition venues.

19% of groups turn over between £1,001 and £2,500 per year, a further 15% turn over between
£2,501 and £5,000 and 11% between £501 and £1,000. Some groups do have a much higher
turnover; festivals and theatre groups tend to turn over the most averaging £27,200 and £22,700
respectively. Festivals and theatre also demonstrate the highest variation in turnover and are the only
artforms to turn over more than £150,000. Craft groups have the lowest average turnover at £1,600
per year. Dance, literature and visual art groups all turn over a similar average of between £2,300 and
£2,400 per year. Music and media turn over an average of £7,100 and £3,200 respectively. Perhaps
unsurprisingly, London shows the highest average turnover per group (£37,000). The West Midlands
has the lowest average turnover at £8,700, followed interestingly by the South East with £9,300.

Patterns of average expenditure follow a similar trend to patterns of income. Festivals and theatre
have the highest average expenditure, spending £19,000 and £16,200 respectively. Craft, dance and
visual art groups have the lowest levels of expenditure, each spending between £1,600 and £1,800.
Overall, media expenditure is higher than income, craft just breaks even and all other artforms make
some (even if only a little) profit. Festivals and theatre make the highest return.

Table 7: Average profit or loss per group across artforms

Average Average Average
Artform Turnover Expenditure Profit/Loss
Media £3,200 £3,500 —£300
Craft £1,600 £1,600 £0
Literature £2,300 £1,900 £400
Dance £2,300 £1,700 £600
Music £7,100 £6,500 £600
Visual Arts £2,400 £1,800 £600
Theatre £22,700 £16,200 £6,500
Festivals £27,200 £19,000 £8,200
Average £12,300 £8,800 £,500

Source: TBR Art Survey 2008 (Ref: W9/S2)
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4.3.3 Planning and developing artistic activity
Each group plans the timing of its meetings to ensure the maximum possible member engagement.
The most popular meeting format is a weekly meeting lasting between one and two hours, with 28%
of all groups using this format. The second most popular is a weekly meeting lasting between two and
three hours (29% of groups). Only 3% of groups meet for less than one hour.

Half of all groups meet on weekly basis. Meeting monthly is the next most popular interval (17% of
groups) followed by fortnightly (8%) and quarterly (7%). Weekly meetings are particularly common
amongst dance, music and theatre groups. Theatre and music groups are also the artforms most likely
to meet multiple times per week (usually in the weeks preceding a performance). Craft, literature and
visual arts groups tend to favour a monthly meeting, while media groups are balanced between
weekly and fortnightly meetings. Craft meetings tend to last the longest, with 37% of meetings in the
artform lasting for more than three hours.

Smaller, more informal groups generally take a collaborative approach to planning artistic activity.
Individuals will bring forward ideas for activity, themes for sessions or suggestions for speakers and
workshops, which will then be discussed and agreed by the broader membership. This creates very
strong ownership of the programme for the group and ensures that all members get an opportunity to
contribute their ideas and influence activity. Many groups are conscious that they cannot please all of
their members all of the time but feel this approach ensures that there is a broad range of activity.
This ensures that over the course of the year there is something for all members to engage in, even if
they choose not to collaborate in other sessions which are not of particular interest to them.

Other groups, particularly music and performance groups, take a different approach to programming.
Many of these groups employ an artistic director who selects productions or orchestral pieces for the
group to perform. Importantly, such a post is always recruited with the ethos of the membership in
mind to ensure that programming decisions are made in the context of the agreed objectives, culture
and ambitions of the group. The group, both in the broader membership and through the management
committee, still has influence over the programming as the employer of the artistic director. It is
therefore strongly positioned to question any artistic decisions which it is uncomfortable with and, in
extreme cases, terminate the contract with a particular individual.

Essentially, voluntary arts groups pride themselves in providing a broad range of high quality artistic
activity which is both interesting, challenging and developmental for their members and engaging,
captivating and entertaining for their audiences. Although groups have different approaches to
developing their artistic programme, their membership is always at the heart of the decision-making.
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5. Infrastructure and support

5.1

The following section considers the infrastructure and support that groups make use of. The section
begins though with a note on self-sufficiency, a recurring theme of high importance for groups across
all artforms.

Key messages:
Voluntary arts groups are self-sufficient and entrepreneurial but still need access to relevant and
up-to-date support, advice and information.

The sector receives a significant amount of informal support and good will from family, friends and
the local community, highlighting the value which is placed on voluntary arts activity.

Sharing the creative output of the group either through exhibitions or performances is a crucial
element of voluntary arts activity and groups place a high value on the support they receive from
their audiences.

Groups tap into a broad network of support organisations including Local Authority arts officers,
artform-specific umbrella and membership bodies and organisations established at a regional or
sub-regional level to support the development of arts activity.

The arts and culture are recognised in a range of community development strategies at a local and
regional level, but these strategies tend to overlook the voluntary arts sector and the impact it
makes both in terms of community development and quality of artistic practice.

Networking amongst groups is not consistent and some groups have concerns regarding
competition from other arts activity, both voluntary sector and professional, in their local area.

There are links with the professional sector, with a large number of groups employing professional
artists either on a long-term basis or on an ad hoc basis as speakers and tutors.

Self-sufficiency

Voluntary arts groups are extremely entrepreneurial and rely heavily on the expertise and experience
of the members of their groups. A large number of the organisations that responded to the survey
highlighted that their membership was primarily made up of employed or retired people who have a
broad range of professional management skills and networking opportunities which they bring to the
group. This means that they are generally very good at problem solving within the group and if the
management expertise is not available within the membership, someone is likely to have connections
which will enable them to access this expertise.

However, although there are high levels of management skills within the sector, it is important for
groups and supporting organisations not to assume that this means no support is needed. It is
particularly important to recognise that although groups may have good management skills this does
not mean that they have an in-depth knowledge of more specific issues in areas such as artform
development and networks and legislation such as charities law, companies law, child protection and
performance licensing.
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5.2

The management expertise of members of voluntary arts groups is highly valued and should be more
broadly recognised as an asset to both the development of artistic practice and the broader impact of
the voluntary arts sector. Many of these groups do not need significant hand-holding. However, they
do require, and deserve, easy access to appropriate and up-to-date information and a commitment
from the supporting infrastructure to champion their efforts and raise the profile of the high quality
work which they are committed to achieving.

Informal support

The term ‘informal support’ is used in this report to refer to assistance which is not received through
regulated, structured or formally organised agreements. Sometimes this support comes from people
who are not members of the group but give up their time to support activity for specific events or
initiatives. Some groups do have members who are not interested in participating in artistic activity
themselves but are committed to being involved in the group and give their time in crucial support
roles. As shown in Table 8 below, an additional 3.5 million people participated in voluntary and
amateur arts groups in an auxiliary capacity as extras or helpers across 2006/07, bringing the total
number of people involved in the sector to 9.4 million.

Table 8: Total number of people involved in sector

Total Partcipants

Extra Participants (group members plus

(e.g. extras, helpers extras, helpers and

Artform Group members and volunteers) volunteers)
Craft 28,000 13,000 41,000
Dance " 128,000 12,000 140,000
Festivals 328,000 395,000 723,000
Literature 17,000 11,000 28,000
Media 62,000 12,000 74,000
Music 1,642,000 643,000 2,285,000
Theatre 1,113,000 687,000 1,800,000
Visual Arts 265,000 52,000 317,000
Multi-Art 2,339,000 1,692,000 4,031,000
Total 5,922,000 3,517,000 9,439,000

Source: TBR Art Survey 2008 (Ref: W2/S3)

Groups identified the following different types of informal support:

+ 'Advice’ or administration assistance, including advice on funding applications and useful
information from contacts.

- 'Donations’ received as one-off payments (rather than formal sponsorship). Local businesses have
been highlighted by a large number of groups as invaluable supporters of voluntary arts activity.

+ 'Good will’ from local figures and the community in general, in the form of positive attitudes and
providing opportunities e.g. through extending invitations to voluntary and amateur groups.

« 'ICT or the Internet’, which is often used as an informal resource.

- ‘Premises/rent discount’ — while this may be contractual (and therefore formal), many groups enjoy
the use of reduced cost or free premises on the basis of an informal agreement.

+ 'Other discounts’ received by voluntary and amateur groups included rates and/or insurance
premium reductions where informally agreed.

+ 'Publicity’ in the form of free (usually local) press coverage was frequently identified as a vital form
of informal support. It also refers to word of mouth communication.
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‘Teaching/skills assistance’, including technical support and informal support from skilled
practitioners across the full range of artforms, such as conductors, stagehands and choreographers
who gave their time voluntarily.

+ 'Other informal’ — this includes assistance from family and friends with transport, catering,
ushering and boosting audience numbers, as a few examples.

Table 9 shows that across all artforms, ‘other informal’ is the mostly commonly received form of
informal support (32% of all groups), followed by good will at 20% and premises/rent discount and
donations at 10%.

Table 9: Informal assistance received by voluntary and amateur groups

Premises Teaching/ ITC

Other rent/ skills Other based/
Artform informal Goodwill discount  Donations Advice Publicity  assistance  discounts Internet Total
Craft 13% 0% 33% 7% 13% 13% 13% 0% 7% 100%
Dance 27% 25% 10% 8% 4% 12% 8% 6% 2% 100%
Festivals 32% 17% 12% 17% 12% 6% 4% 0% 0% 100%
Literature 29% 11% 18% 4% 11% 14% 7% 0% 7% 100%
Media 10% 38% 5% 0% 29% 10% 10% 0% 0% 100%
Music 33% 15% 9% 15% 9% 10% 6% 2% 0% 100%
Theatre 35% 29% 8% 6% 5% 8% 5% 1% 2% 100%
Visual art 34% 21% 4% 6% 11% 6% 13% 2% 2% 100%
Average 32% 20% 10% 10% 9% 9% 7% 2% 1% 100%

Source: TBR Art Survey 2008 (Ref:W12/51)

This does vary by artform. Media groups tend to receive the most informal support in the form of
both advice (29%) and good will (38%). However, theatre and dance groups also tend to rely on
significant amounts of good will, perhaps due to their need to draw an audience and develop a
positive reputation. Craft groups showed high levels of informal support in terms of premises/rent
discount (33%). Finally, festival and music groups received the highest levels of informal support
through donations (17% and 15% respectively).

The support needed from family and friends varies across the sub-sectors of the voluntary arts. Very
small informal groups, particularly those that hold their sessions in private homes, are thankful to the
support of their families opening up their homes and providing refreshments for the members, with a
little extra support if the group puts on a larger workshop session or exhibition. At the other end of
the scale, putting on a production or exhibition requires a lot of input above and beyond the
performers and exhibitors. For example, amateur theatre groups rely on significant amounts of support
from their friends and family. This ranges from front of house activity such as box office and selling
programmes through to back stage tasks ranging from building sets through to making costumes, all
of which are essential to the quality of experience for the audience.

Local communities on the whole place a high value on and have a lot of good will towards the
voluntary arts groups in their area. Groups often rely on the local community to promote their work
both in terms of encouraging new members to join and generating audiences for performances. It is
common for local shops and venues to hold leaflets and posters produced by the groups and, through
word of mouth, generate an interest and buzz around the group’s activity. Local businesses have been
highlighted by a large number of groups as invaluable supporters of voluntary arts activity. Support
from businesses is broad ranging and can include the donation of money and sponsoring activity,
donating gifts which can be used for raffles and fundraisers and providing venues or loan of equipment
for use by the group at low or often no cost.
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All groups place a very high value on the support which they get from their friends, family and local
community and recognise that they often rely heavily on good will for the ongoing support of their
group. They therefore have a very strong commitment to ensuring that they show their gratitude,
provide reciprocal support for other community activity and work hard to ensure that the group has a
good reputation and is seen as being of value to individuals and the broader community.

Audiences
Table 10 shows the number of performances put on by voluntary and amateur groups per year and
total audience attendance. On average 220 people attend each performance.

Table 10: Performances and attendance figures

Total Total Average audience
Artform Groups Performances Audience per performance
Craft 840 3,000 924,000 300
Dance 3,040 57,000 10,906,000 190
Festivals 940 12,000 3,481,000 280
Literature 760 4,000 191,000 50
Media 820 21,000 1,563,000 70
Music 11,220 160,000 39,325,000 250
Theatre 5,380 92,000 21,166,000 230
Visual Arts 1,810 8,000 1,289,000 170
Multi-Art 24,330 353,000 79,789,000 230
Total 49,140 710,000 158,634,000 220

Source: TBR Art Survey 2008 (Ref: W3/S5)

For many groups, particularly performing arts groups, the continued support of their audiences is one
of their most valued assets and the opportunity to perform and share their creative output with a
wider audience is the life blood of the majority of voluntary arts groups. What is the point of writing a
story if nobody reads it or hears it and what is the point of developing an exceptional musical talent if
it is only ever performed in the privacy of your own home?

Support from audiences has a vital role to play in relation to the sustainability of groups. Financially it
is the commitment from audiences to continue coming to performances and buying tickets and
programmes that enables a group to continue performing and providing an opportunity for members
to participate. Equally, for groups across the whole spectrum of the voluntary arts, their public activity
is the key to them demonstrating the quality of the work they do and raising the profile of the group,
which in turn encourages new members to join.

It is not surprising, then, that there is a strong commitment from groups to develop programmes of
activity which sustain their reputation and encourage audiences to engage with what they do. This
ranges from a craft group presenting small scale local exhibitions through to a professional standard
orchestra performing large-scale symphonies at high-profile music venues.

Formal support infrastructures

The sector is supported by a vast network of organisations and individuals that all contribute in
different ways, either through providing support directly to a voluntary or amateur arts group or by
assisting organisation. In order to provide an insight into the formal support available, the following
section identifies the key information from a programme of in-depth interviews undertaken with local,
regional and national supporting organisations. Support across these levels is used to varying extents
by voluntary groups; 67% of groups surveyed had links with a national umbrella body/organisation,
28% with a local and 5% with a regional body. Dance and media groups demonstrated the most
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linkages, with 90% of groups associated with some form of organisation. This was followed by
festivals, theatre and music (80%). Literature, craft and visual arts groups showed the least propensity
to form linkages, with only half of groups being associated with a supporting organisation.

Formal support organisations are a key source of information, guidance and advice for voluntary arts
groups. Figure 1 on pages 36 and 37 shows the organisations, individuals and participating bodies
operating within the sector and the information flow between them. The diagram is divided into
local, regional and national levels and organisations/bodies are colour coded according to their focus
of activity. The sector’s supporting infrastructure is shown in the medium and dark blue bands. In
many instances organisations overlap the geographical boundary lines or coloured bands; this
demonstrates activity at multiple geographical levels or the provision of support combined with
participation in the sector.

5.4.1 Local Authority support
Local Authority arts development officers can play a crucial role in supporting the sector at a local
level, although the picture can be patchy across the country. The kind of support they can offer
includes advice and guidance, logistical support to help groups run events, promotional support and
providing access to performance, rehearsal and meeting space at a reduced or no cost. Many Local
Authority arts officers also run small pots of funding for voluntary art groups which can support them
in developing new activity, getting access to professional speakers/demonstrators or developing
publicity and websites. On average, however, voluntary arts groups only receive 4% of their income
from Local Authorities. This varies by artform (theatre and literature groups, for example, receive 8%
and 7% respectively of their income from Local Authorities) but the figures are still low.

Most Local Authority arts officers do not see supporting the voluntary arts as their core remit and
many give support in an ad hoc manner when they are approached, rather than proactively engaging
with the sector. The Local Authority arts officers who were interviewed for this research felt that
voluntary and amateur arts were an important part of the arts sector, playing a valuable role in local
communities and offering great opportunities to participate, particularly for people and communities
who might otherwise not engage with the arts. Despite this, they felt that voluntary groups were not
central to their activity as local arts officers. Although most Local Authorities have cultural and arts
development strategies, voluntary arts are often unrepresented in these strategies.

Many arts officers are tied to broader strategic development and regeneration programmes within
their authorities. Arts development is generally recognised as a key factor in the development of local
planning and regeneration policies, for example. This can lead to funds from non-arts budgets being
made available for arts activity, but not necessarily for supporting voluntary arts groups. The need for
Local Authority arts officers to feed into strategic development can mean they have very limited
capacity to provide a significant amount of ‘hands-on’ support for a large number of groups. This is a
particular challenge for arts officers who have to balance the need for strategic development with a
desire to connect more closely with arts groups at the grass roots level. Many arts officers can only
signpost groups to other sources of support and advice, such as Arts Council regional offices and local
Council for Voluntary Service (CVS) organisations. Although CVS organisations do not specialise in arts
activity, they can provide one-to-one guidance on issues such as constitutions and governance and
accessing funding.

There is also work at national level to make the case for investment in arts activity, particularly
activity which encourages participation. In 2007 the Local Government Association published Taking
part counts: the contribution of art, culture and sport to national outcomes. Prepared by IDeA, the
Improvement and Development Agency, this publication aims to support cultural services to
strengthen their data and performance measurement and demonstrate the impact that cultural
activity has on local development priorities.
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Our research suggests that voluntary and amateur groups account for almost a fifth of all arts
participation in England. It is good to see that there is a strong commitment to the value of culture
and arts to local communities. However, there is some concern that Local Authorities which overlook
the voluntary arts sector and do not recognise the contribution it makes or provide the necessary
support services are seriously missing a significant opportunity to support the growth of truly
community-driven arts participation. This mixed attitude towards the voluntary arts sector may begin
to change with the introduction this year of local data collection on levels of arts engagement, which
will enable comparisons to be made between Local Authorities for the first time. The new National
Indicator 11 on local arts engagement may also have an impact.

5.4.2 Regional and sub-regional arts bodies
The mapping exercise undertaken at the outset of this study identified more than 60 organisations
across the country which have been established to develop the arts infrastructure at a regional or sub-
regional level. Many of them are Arts Council Regularly Funded Organisations (RFOs) and many
receive core funding from Local Authorities and other regeneration bodies and will secure funding for
specific initiatives from a range of other bodies, including trusts and foundations. Their primary role is
to develop and support the broad arts sector including professional artists and arts organisations,
community arts projects and the voluntary arts sector. They also help develop social and economic
regeneration strategies and arts development policies at a local, sub-regional and regional level.

A key role for these organisations is to provide advice and guidance. It is difficult to quantify the
number of voluntary arts organisations which are supported through this part of the infrastructure,
but the support organisations which were interviewed for this study reported that they were regularly
approached by voluntary arts groups, particularly at start-up stage, for advice on constitutional, legal
and governance issues and for signposting to funders and advice on making applications for grants.
However, only one of the support organisations interviewed was specifically established to focus on
supporting the voluntary arts sector, providing targeted, focused and bespoke support to voluntary
arts groups and a voice for the sector.

Many of the arts support organisations are also responsible for delivering project-funded
community arts activity which also has an impact on the voluntary arts sector. These initiatives
often provide opportunities for voluntary arts groups to participate in festivals and arts
development activity involving community and professional arts organisations, enabling them to
develop networks and contacts, build their skills and raise their profiles. It is also not unusual for
voluntary arts groups to be established as a result of such activity. When the funding for the arts
project has come to an end the chance to be involved in arts activity has often created a spark
amongst a group of local people who will then go on to set up their own group to enable them to
have continued participation in the artform.

The regional and sub-regional support organisations we spoke to felt they were effective because they
were relatively local and embedded in the arts infrastructure of the area they work in. This means they
are accessible and trusted by the arts communities they served and recognised as having a detailed
knowledge of a specific and valuable sector.

All the organisations we interviewed felt that the voluntary sector was a valuable part of the arts
infrastructure and they were concerned that sometimes this was not fully recognised by policy makers
outside the sector. There was concern that there is often a misconception that the sector’s activity is
poor quality and that as a result the professional sector was often unduly prioritised over the
voluntary arts. This meant that many policy makers were missing a major opportunity to increase
opportunities for participation.
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5.4.3 National umbrella bodies and organisations

55

The mapping exercise undertaken at the outset of the study identified more than 250 national
organisations supporting voluntary arts in some capacity. Their primary objective is to support
amateur groups (and often individuals) participating in an artform and many undertake considerable
additional work to promote new participation. The Voluntary Arts Network acts as an ‘umbrella body
of umbrella bodies’, promoting participation in the arts and crafts, helping to develop the sector and
working on behalf of umbrella bodies.

The proactivity of umbrella bodies can vary quite significantly. Some are extremely active in lobbying
for their artform, while others prefer to remain more reactive to the needs of the groups and
individuals engaged in the artform. In some cases this depends on how proactive the organisation’s
chair and board are. The funding arrangements for umbrella organisations vary significantly. Many
operate solely on membership subscriptions and, depending on the level of membership, this can often
restrict the range of activities and services the organisation is able to provide. Some organisations are
in receipt of regular funding from Arts Council England. Many also rely on fundraising and income
from sales and events.

On the whole, the activity of umbrella organisations is driven by the needs of their members but
many organisations also play a role in developing the sector. Their activity is often a balance of
following demand and leading change and development. The proactivity of members also tends to
vary, from those who are members simply for the purpose of ‘kite-marking’ the group at one end of
the scale, to those who are looking for a high level of support to assist in exploring new and different
ventures at the other. The majority of members, however, use umbrella bodies as a source of support
and guidance, using services on a needs basis.

Information provision is a key function for national bodies and information is disseminated in a range
of formats. Umbrella bodies tend to provide advice specific to their artform and related to running a
group. Organisations answer direct queries from groups and will signpost any queries which they can
not answer. Information is distributed in a variety of formats such as magazines, briefing papers,
bulletins, emails and online. The Voluntary Arts Network in particular is very proactive in producing
information, which is distributed to its network of umbrella bodies who are encouraged to re-package
and distribute the information to their membership. This process has evolved through recognition that
groups are often more receptive to information received from an artform-specific organisation.

A number of umbrella organisations offer specific services to groups, either related to artistic or
operational practice, for example:

+ Making Music has developed a ‘Block Insurance’ package that is available to all members. The
package provides a basic range of cover suitable for most music groups with the option of
additional cover to meet particular requirements. The insurance is renewed by Making Music with
subscription fees and provides groups with a convenient and much simplified method of sourcing
insurance.

+  The National Operatic and Dramatic Association (NODA) offers a number of services through its
regional committees to support the development of productions, for example assistance with
casting, access to choreographers, reviewing productions and so on.

Some umbrella organisations also deliver workshops, conferences, seminars and training sessions.
Others run festivals or events involving a range of their members. This is hugely valued as it is an
opportunity for groups to meet like-minded people, share experiences and perform new pieces with
other groups.

Venues
Voluntary arts groups use a broad range of venues for a broad range of purposes including formal
management meetings, artistic sessions, workshops and training, rehearsal and performance and
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exhibitions. Groups are also keen to provide opportunities for their members to socialise outside the
formal activity of the group, so many look for a venue that can also provide space for social
interaction. Some groups need quite complex spaces in which to practise, for instance a potters group
will require wet and dry space, space for storage and use of glazes and chemicals and specialist
equipment including kilns and wheels.

21% of groups meet in a community or village hall, 19% in a church, church hall or other religious
building, 13% meet in a private residence and 13% meet in a school or other educational
establishment. Only 9% of groups meet in an designated Arts Venue. Craft, dance, theatre and visual
arts groups most commonly meet in community or village halls. Music groups tend to meet in either a
church, church hall or other religious building or a school. Literature and media groups commonly
meet in a private residence, though media groups also make the most use of Arts Venues out of all
artforms. The artform least likely to use an Arts Venue is dance. Schools seem to be becoming an
increasingly valuable potential venue, particularly specialist schools which can provide arts groups with
access to high quality purpose-built space and specialist facilities and equipment.

The majority of groups use just one meeting venue. Literature and theatre groups show the highest
propensity to use multiple venues, with 22% and 21% respectively using two to three venues. Music
and dance groups are least likely to use multiple venues, with 86% and 84% respectively using only one
venue. Most groups have been in their venue for a long period of time and have negotiated a reduced
rent or even free access. There are also a number of groups who own or manage their own permanent
venue, although numbers vary across artforms. On average 6% of groups fall into this category.

It is important that venues are accessible and in a central location to ensure easy access for both
members and audiences. In the case of performance venues it is important that they are in a location
which has a good catchment area to attract the level of audiences required to ensure that
performances are financially viable. In rural areas access to public transport, particularly if meetings
finish after 9pm, can be a challenge. However, groups tend to get around this by ensuring that venues
are as central as possible, have a good level of affordable parking and are perhaps rotated to cover a
broader geographic membership. Generally, groups which do not have access to good public transport
overcome this problem by car sharing between members.

Importantly, it is not just the venues supporting the voluntary arts sector; voluntary arts groups are
key to supporting the venues (see Table 14, page 47). Performances, ongoing rehearsals and meetings
held by voluntary arts group are a key part of demand for community venues, which ensures that they
are financially viable and can continue to provide services to their local community. Voluntary arts
groups also add vibrancy to these venues, encouraging more and more people to use local facilities.

Networking with other arts groups

There is a mixed perception of both the level of collaboration and networking between voluntary arts
groups and its value. Interviews with arts support organisations and Local Authority officers
highlighted a concern that the quality of networks amongst voluntary arts groups was varied, with a
prevailing impression that they did not interact to a notable extent and tended to ‘keep themselves to
themselves." However, it is important to recognise that these comments are sometimes based solely
on personal perceptions.

Some groups who responded to the survey felt quite strongly that other arts groups in the area — either
voluntary or those supported by public sector funding — were in direct competition with them for
members and audiences. Others were more confident about their relationship with other groups and
were keen to explore opportunities for collaboration, networking and joint activity. Organisations who
were members of umbrella bodies saw the opportunity to develop connections with other members of
the body, locally, regionally and nationally, as a positive benefit of being a member of that organisation.

Many groups placed high value on opportunities to be involved in festivals which incorporated
performances from a range of arts organisations across a range of artforms. It was recognised that this
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provided opportunities to make connections and be ‘on the same bill" as professional arts
organisations and artists, although there was sometimes concern that voluntary arts groups were not
necessarily given the best deal in terms of programming of their performances. Although in some
cases festivals do lead to groups developing more longstanding partnerships with particular groups, it
does not necessarily follow that groups involved in such festivals will engage in networks on a more
ongoing basis.

Many groups are based in small local communities where there is a lot of other community activity
happening. In these cases, even if the group itself has no formal connections with other groups in the
area, it is not unusual for its members to be independently involved in a range of community activity.
A painters group may have members who are also involved in local music or writers groups and are
proactive in other community based activity such as churches or community associations.

Links with the professional sector

There is some concern that the sector has a tendency to fall between stools, both in terms of policy
making and funding. Because it is arts focused it is often overlooked by the voluntary sector and
because it is voluntary driven it is often undervalued by the arts sector. However, the sector is a very
valuable part of the broader arts sector, or arts ecology as it is often described. Above and beyond
playing a role in increasing participation and access for audiences, voluntary arts groups have other
connections with the professional sector.

Progression from amateur to professional

Professional progression does not appear to be a significant motivation for participating in a group.
Although there are instances in some groups of members having work published or selling pieces of
their work, it is unlikely that they are able to earn a living from their artistic practice.

However, in the last five years 34% of groups have seen members progressing to become practising
professionals in the artform. This varies between sub-sector; in theatre 52% of groups have seen
members become professional, compared to 16% of dance groups. While the number of groups reporting
progression to professional practice is high, the actual proportion of members making the progression is
relatively low; the average across all groups is just 4% of current members. Dance demonstrates a much
higher rate, with 9% of members becoming professional, compared to only 3% in theatre.

5.7.2 Employing professionals

Many groups hire the services of a professional to contribute to their group. This ‘employment’ could
be a professional brought in on an ad-hoc basis or regular payment of a member. The following
statistics refer to the latter. The level of paid members varies between artforms; in music, craft,
festivals and visual arts 3% of members are paid to attend the group, in theatre 2% and in literature
and dance 1%. Media is the least likely artform to employ the services of a professional with less than
1% of groups reporting such activity.

The survey found that across the sector 31% of expenditure was on employing professionals to work
with the group, with music groups spending the most at 41%. Clearly, groups from across the sector
see the opportunity to work with professionals as a valuable resource, inspiration and skills
development opportunity for their members (see Table 14, page 47).

For some groups, particularly music and amateur theatre groups, professionals are employed on an
ongoing basis. The contribution of the professional will clearly be specific to the artform, for instance
choreographer, conductor or musical accompanist, and they will often take on the role of ‘artistic
director’. This professional input supports the groups in developing an artistic programme of activity
which is both challenging and enjoyable for the members and draws in a broad and committed
audience for the work.
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It is important to recognise the difference between a professional employed by a voluntary arts group
and similar activity in areas such as community arts. In the community arts sector the professionals
are generally employed by an agency and their salary is often funded by an external grant maker. This
means that although participants in the project are able to raise concerns if they are not happy with
the performance of the professional, they are not in a position to cease the contract. In the voluntary
and amateur arts sector, the professional is employed by the participants of the group through the
management committee and their payment is primarily covered from the group’s self-generated
income. This means that the members of the group have the power to dismiss the professional if they
feel they are no longer the most appropriate person for the role.

It is also common for professionals to be employed on an ad hoc basis, with groups bringing in
professional artists to deliver workshops and masterclasses for their members or as speakers for events
which might be open to a broader audience. Some of these groups highlighted that they sometimes
find it difficult to find artists. Some said they found it difficult to access information on how to
contact potential candidates and find people with the necessary experience of and interest in working
with voluntary groups. Others found that the costs associated with hiring artists often limited their
ability to do this on a regular basis with many artists and professionals expecting fees as well as
expenses and subsistence, which although appropriate for the more resourced professional and
community arts sector are often beyond the financial constraints of voluntary arts groups unless they
are able secure additional funding.

5.7.3 Benefits for professionals
There are significant benefits for artists working with participation driven voluntary arts groups:
“Involvement in arts activities can have a positive impact on the confidence, skills and training of the
artists themselves.”# To gain an insight into the activities of professionals working with groups and the
way in which they contribute, interviews were conducted with a small number of professionals
working in the roles most commonly employed by groups — an accompanist, a choreographer, a visual
artist and a conductor. Although one of the professionals interviewed is now retired, there was
consensus that involvement in a voluntary arts group is complementary to a professional career. For
example, one professional described their inclusion in a community-based voluntary and amateur
group as an asset to their professional CV, because it helped to show prospective clients that they
were experienced in a diverse range of areas related to their artform.

There are also some instances where professional or retired professional artists become members of
voluntary arts groups. It seems that for these professionals this tends to be for personal benefit rather
than part of their commercial practice and for retired professionals it provides an opportunity for
them to continue sharing and maintaining their creative skills.

It is clear that professionals in voluntary and amateur groups find their involvement beneficial to
their main occupations in a number of subtle but significant ways. This ranges from opportunities to
explore new creative practices and new ways of working through to developing innate qualities such
as ‘people skills’ and teaching ability. Involvement can also help to diversify professionals’ experience
and marketability in the context of their main occupation. There is evidence that more could be done
to promote the opportunities and benefits of working with the voluntary arts sector amongst
professional artists.

It became clear during this research project that the relationship between the amateur and
professional sectors is crucial and that this relationship is changing, particularly with the development
of new technology. The two sectors support one another and are inter-related in many complex ways.
It has not been possible to explore this in detail in this study, and we recommend further research
should be done to look into this rewarding area.

4Use or ornament? The social impact of participation in the arts, Francois Matarasso, Comedia, 1997
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Impacts

In 1997 Comedia published Francois Matarasso’s influential study Use or Ornament? The social impact
of participation in the arts. This study argued that although the debate regarding the economic impact
of the arts, kick-started by John Myerscough's survey The Economic Impact of the Arts in Britain
published by the Policy Studies Institute in 1988 was useful, it was perhaps limited and did not
address the broader and deeper impact of participation in creative and artistic activity. Use or
Ornament? highlighted that: “arts produces impacts as complex as the human beings who create and
enjoy them."”

These studies on social and economic impact were hugely influential in starting the debate and
discussion regarding the multi-faceted impact that the arts and creativity can have on both individuals
and society as a whole, and there is now a significant body of literature which both advocates and
attempts to provide evidence for this impact.

Although all of these studies are building a strong evidence base for and advocating the value of
the arts, the focus has primarily been on making the case for public investment. As the voluntary
arts sector is not a primary recipient of public sector funding, the specific role that the sector plays
in relation to opportunities for participation is not generally covered in these publications. Equally,
there is a tendency to focus on the instrumental rather than intrinsic value of the arts, when the
focus of the majority of voluntary arts groups is to enable people to participate primarily in order
to enjoy an artform.

The findings of this study begin to highlight the crucial role which voluntary and amateur arts groups
play in the arts ecology. The sector is well placed to enable people to access creative activity and
arguably can sometimes be in a position to fill gaps which other parts of the broader arts sector are
not well placed to deliver. This suggests that those policy makers and support agencies which disregard
or overlook the value of the sector are in danger of missing a significant opportunity.

Key messages:
+ There is evidence of a significant demand for access to the arts and culture across the population
and the voluntary arts sector plays a crucial role in supply and demand at a local level.

+ The voluntary arts sector has been and will continue to be sustained through the time and
financial commitment of its members, even in a society where there is huge competition for time
and money.

Participation in the arts and management of groups has a significant impact on individuals and the
member-driven and managed nature of the voluntary arts has a significant (if secondary) impact
on social inclusion, social capital and empowerment.

+ Embedded in the grass roots of local communities, the voluntary arts sector has a deep,
fundamental and complex impact on developing vibrant and inclusive communities.

- Driven by enjoyment and appreciation of the artform and with a focus on developing high quality
activity and skills, the voluntary arts sector has a high artistic and creative value both in terms of
sustaining cultural traditions and developing new artistic practice.

*Ibid
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Demand for artistic and creative activity

There is now a significant body of evidence which demonstrates a huge demand for access to high
quality arts and cultural activity throughout the population. The arts and culture in contemporary
society is no longer an elite pastime enjoyed by a privileged minority: “The arts are a delight and
enrichment to the lives of millions of people: that is why they participate, in countless ways, in
countless places, on countless occasions.”®

From October 2006 to September 2007 the Arts Council held its first public value inquiry, The Arts
Debate. This exercise consulted a broad range of stakeholders, including members of the public, artists,
arts managers and partner organisations, to ascertain the value people in England place on the arts.
This major study found that: “The majority of people believe the arts can play an important role in the
lives of individuals and society."”

The Taking Part survey commissioned by the DCMS collects data on the number of people engaging
with arts and culture. According to the survey, 77% of all adults in England have taken part in the arts
in the last 12 months. 66% of people attended arts events, 52% of people participated in an arts
activity, and 43% did both. In its current form this survey cannot unpick the detail of how and where
people participate in the arts.

However, the role that the voluntary and amateur arts sector plays in relation to participation has
been clearly highlighted by this survey. It has found that a total of 9.4 million people participate in
voluntary and amateur arts groups. On average 75% of groups who responded to the survey feel that
their members join for enjoyment and appreciation of the artform. It is also important to recognise
that the sector is primarily resourced by self-generated income. 15% of income comes from
participants, for example through subscriptions and event fees and 49% from audiences through ticket
income and similar activity.

In a society where there is a significant amount of competition for people’s time and money, this level
of personal and financial commitment is a huge asset for the sector and an indicator of its value.
Crucially, the voluntary arts sector is a prime example of balancing supply and demand at a local level.
This has enabled many groups to be sustainable over a long period of time, some for decades and
even over 100 years, and indicates that the sector is highly valued by those directly participating in
creative activity, by audiences and by the wider community.

The value of participation

Although it is recognised that culture as a whole is of significant value, Use or Ornament? focused
specifically on the value of participation, particularly the social impact. It identified six key themes
into which the social impact of participation could be divided:

Personal development

Social cohesion

Community empowerment and self-determination
Local image and identity

Imagination and vision

Health and well being®

Participation is the prime driver for the voluntary arts sector and participation at all levels is highly
valued. From creative practice to group management to technical and practical support, voluntary and
amateur arts groups are defined and driven by their members. In essence, for many people, being
involved in voluntary arts activity is a key part of ensuring they have a good quality of life. It provides
¢Ibid

”What people want from the arts, Arts Council England, March 2008
& 1bid
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them with both an outlet for their creative talent and an opportunity to develop and build broader
social networks.

6.3 Social inclusion and social capital
As well as the creative element there is of course a strong desire to enjoy this creative development in
a welcoming, sociable and supportive environment:

“... the desire for fun, relaxation or excitement; to escape the pressures or tedium of day-to-day
working life; to experience something unusual or uplifting or surprising; and for the opportunity
to learn something new. For many people the arts are a positive, happy but also challenging
aspect of their lives. Participants described the social dimension as particularly important...
associate the arts with friendship, spending time with the family and sharing an experience with
others from all walks of life."®

Groups did not define their value in language used by policy makers and community development
practitioners with terms such as ‘social inclusion’ or ‘social capital’. However, analysis of responses to
the survey and interviews with groups highlighted that for many people this social element is a vital
part of engagement in a voluntary arts group. Although groups do not necessarily proactively recruit
members from diverse communities, they nevertheless see themselves as open and inclusive and keen
to encourage participation in the artform to anyone who wishes to do so.

Fundamental to the ethos of voluntary arts activity is providing a supportive and cooperative
environment. This is an environment in which members are keen to both learn from other members
and share their own skills and in which people feel a collaborative sense of individual and group
achievement. This might be particularly important for the large number of retired members, for whom
being involved in a group can often provide an opportunity to socialise, focus and attain personal
development which would previously have been provided by the workplace.

A key part of social inclusion and building social capital is the concept of ‘empowerment’, enabling
people to take control of their personal environment and giving them confidence that their voice will be
heard. In his Use or ornament? research, Francois Matarraso found that groups where people felt most
empowered “tended to prioritise active involvement in all levels of decision-making associated with the
work, including administration and management”.'® By definition, voluntary and amateur arts groups are
‘governed or organised by those also participating in the activities'. This suggests that the recognition
that self-empowerment is at the heart of their activity could provide some valuable lessons for policy
makers, although care must be taken to guard against forcing voluntary and amateur arts groups into a
role which would be contrary to their self-sufficient, arts-focused and membership-driven ethos.

6.4 Benefits to the community
It is recognised that arts and culture have a key role to play in regenerating communities. Key reports
in this area include the 2004 report to the DCMS, The contribution of culture to regeneration in the UK:
a review of evidence by London Metropolitan University,"” which was closely followed by the DCMS
publication Culture at the Heart of Regeneration. As with similar impact studies, these primarily focused
on the impact of the publicly funded cultural sector, in particular the role that it plays in strategic
regeneration initiatives and urban capital development.

Being developed from and embedded in the grass roots of local communities, the voluntary arts sector
has a much deeper, fundamental and complex role to play in developing vibrant and inclusive
communities, a role whose very nature is dependent on and embedded in local communities and
cannot easily be replicated by top-down, policy-driven initiatives. As with social inclusion, although
groups did not use policy terms such as ‘neighbourhood renewal’, they did refer to having a significant

9Public value & the arts in England: discussion & conclusions of the arts debate, Catherine Bunting, Arts Council England, November 2007

©Use or Ornament? The social impact of participation in the arts, Francois Matarasso, Comedia, 1997

" The contribution of culture to regeneration in the UK: a review of evidence, a report to the DCMS, Graeme Evans & Phyllida Shaw, London Metropolitan
University, January 2004
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amount of good will and informal support from their local community, which suggests that these
aspects are highly valued.

Voluntary arts can often provide access, both as participants and audience members, for people who
would otherwise not consider engaging in the arts or have no access due to living in an area where
there is low service provision. All groups aim to be inclusive and welcoming and are keen to enable as
many like-minded people as possible to engage in the artform. Where there is not capacity in the
group to take in new members, it is not unusual for groups to proactively support people to set up
their own groups, thus ensuring that there is a range of opportunity for people throughout the
community to get involved and providing a diverse range of creative opportunities.

Importantly, voluntary arts organisations play a key role in creating demand for and supporting local
venues and community facilities. Community associations, community schools and religious buildings
provide a core hub around which activity is generated for many small communities. Voluntary arts
groups are a key part of the range of community activity which ensures that community buildings are
financially and socially viable. It is also common for voluntary arts organisations to hold fundraising
events to raise money which they donate to local charities.

Often it is the local communities’ voluntary arts groups that are centrally involved in performing at
and organising community festivals, fairs and events. Morris dancers will perform throughout the
summer at local pubs, folk singers will perform at buskers nights and events, film clubs will run
screenings of films for young people for whom attending a cinema requires significant travel and the
local amateur dramatic society will organise the village’s annual pantomime. This is particularly
important in rural areas which often suffer from an under-provision of arts facilities. It is this activity
which brings a vibrancy and life to communities, develops and keeps alive local cultural traditions and,
probably most importantly, has local residents at its heart.

Impact on the economy

The economic impact of the voluntary arts sector is seen through direct financial measurements of
income and expenditure, but in fact it needs to be considered much more broadly. The sector contributes
to the economy indirectly through improved training and employment opportunities, local spending and
involvement in regeneration programmes. A number of studies have been undertaken at local, sub-
regional and regional level that explore these economic contributions and though each has approached
the issue from a different perspective they provide a useful insight into the impact of the sector.

Creative Yorkshire's study'? considers the sector’s contribution to economic regeneration and argues
that although the sector has been involved in development activity through regeneration programmes
and closer links with public policy objectives, its direct involvement in delivering economic
regeneration is very limited. In Yorkshire and Humber, the sector has been involved in the work of the
Yorkshire and Humber Regional Forum. The Forum highlighted the difficulties in measuring the sector’s
economic contribution through “crude economic terms alone” arguing that “voluntary activity
generally has a positive impact on the individuals involved and on society as a whole. Providing
services for particular groups is often directly relevant to economic activity levels”.

The Voluntary Arts Project for Cumbria’ provides an interesting perspective on the economic impact
of voluntary arts at a community level, specifically the unpaid labour and time on which arts groups
and projects rely. The study argues that one method by which economic value in this sector can be
measured is by the number of hours of unpaid staffing recorded in an area — for Cumbria this figure
was over 4,000 hours per week. There are 136 paid staff carrying out 450 hours’ work per week.
Annual expenditure on staffing in this area amounted to £194,000. Assuming that staff work for a
standard 48 weeks per year, this equates to 21,600 hours at a cost of £194,000 or £8.98 per hour. If
this hourly rate was applied to the 4,000 hours of unpaid staffing the cost would be £35,920 per week
and £1.7m over a 48 week year.

12 Creative Yorkshire, The Voluntary Creative Sector in Yorkshire & Humber (2005)
3 Cumbria County Council and Eden Arts (2008) The Voluntary Arts Project for Cumbria
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The Valuing the Voluntary Arts research in Somerset and Dorset™ provides more detailed financial
figures, demonstrating the direct and significant economic impact of the voluntary arts sector. The
study showed that in Dorset, voluntary arts groups have an annual turnover of at least £2.6m and
support the local economy by around £1.3m a year. In Somerset, voluntary arts groups have an annual
turnover of over £4m and support the local economy by around £1.1m a year. The study'’s results also
showed that the majority of sector expenditure in Dorset and Somerset is spent locally (55% and

62% respectively).

As shown in this study (section 4.3.2 (page 27)) the average turnover and expenditure of groups is
extremely variable, with group income ranging from £1,600 (craft) to £27,200 (festivals). Table 11
(below) shows the estimated total turnover for voluntary and amateur groups across England by

region and artform. In 2006/07 groups generated a total income of £543.6m.

Table 11: Total turnover by artform and region:

Artform East North North South South
(Al figures in '000s) East Midlands London East West East West
Craft £130 £160 £110 £210 £210 £110 £180
Dance £1,040 £640 £1,130 £320 £740 £1,270 £550
Festivals £2,720 £2,180 £1,900 £1,630 £2,450 £4,080 £4,620
Literature £230 £210 £50 £300 £230 £350 £140
Media £190 £130 £220 £60 £290 £480 £860
Music £9,510 £6,820 £9,160 £3,830 £8,240 £16,260 £11,430

Theatre £14,760 £10,670 £14,760 £12,940 £15890 £17,480 £17,030 £12,490

Visual Arts £700 £220 £480 £290 £260 £1,370 £740

Multi-Art  £36,160 £25,580 £33,700 £22,390 £33,700 £54,610 £44,160 £25,950
Total £65,440 £46,600 £61,510 £41,970 £62,000 £96,010 £79,710 £48,930

Source: TBR Art Survey 2008 (W5/S3)

Yorkshire
& Humber England

£140 £1,340
£710 £6,990
£2990 £25,570
£120 £1,750
£260 £2,620

£7,600 £79,660
£5,900 £122,130
£190 £4,340
£23,120 £299,260
£41,040 £543,670

Groups in the South East generated the most income overall (£100m), followed by the South West
(£79m) and the East (£65m). Yorkshire & Humber, the North East and the East Midlands generated
the lowest total turnovers, ranging between £41m and £46m. As may be expected given the high
average turnover per group, theatre contributed the most turnover with £122m of the total. Music
had the next highest total turnover, with £79m. Table 12 (below) shows the breakdown of total

income from the various sources of funding and finance across the sector in 2006/07.

Table 12: Total income by source of funding/finance

Funding/Finance Source
(Al figures in "000s)

Ticket income (or similar)
Subscriptions/Membership Fees

Fundraising e.g. raffles, sale of goods

Arts Council Lottery Funding

Programmes e.g. sales or selling advertising space
Local Businesses (e.g. sponsorship/donations)
Local Authority

Other Lottery Distributor (inc. Awards for All)
Trusts and Foundations

Donations

Other unknown/misc.

Total Income (ALl Groups)

Source: TBR Art Survey 2008 (Ref: W5/S3)

™ Voluntary Arts England (2004) Valuing the Voluntary Arts — The State of the Sector in Somerset and Dorset

Total Income
£266,410
£84,260
£37,080
£31,830
£25,330
£23,870
£20,190
£16,500
£16,350
£10,390
£11,460
£543,670



Our Céagyz\'{\?éeggéthe voluntary and amateur arts in England 47

Half of the income generated by groups came from ticket sales (or similar). This demonstrates not
only the key role that audiences have in supporting the voluntary arts but also the extent to which
the voluntary arts are accessed by the public, demonstrating a high level of demand at a local level.
Arts Council Lottery Funding granted £31m to the sector in 2006/07, £10m more than was granted
through Local Authorities.

Table 13 (below) considers the total expenditure of groups by region and artform in 2006/07. Overall,
groups spent £406m across the year. Groups in the South East incurred the most expenditure at
£72m, followed by the South West with £59m.

Table 13: Total expenditure by artform and region

Artform East North North South South West Yorkshire

(Al figures in '000s) East Midlands London East West East West Midlands & Humber England
Craft £130 £160 £110 £210 £210 £110 £180 £140 £140 £1,340
Dance £770 £480 £830 £240 £540 £940 £410 £430 £530 £5,170
Festivals £1,900 £1,520 £1,330 £1,140 £1,710 £2,850 £3,230 £1,900 £2,090 £17,860
Literature £190 £170 £40 £250 £190 £290 £110 £110 £100 £1,440
Media £210 £140 £250 £70 £320 £530 £950 £110 £280 £2,870
Music £8,710 £6,240 £8,390 £3,510 £7,540 £14,890 £10,470 £6,180 £6,960 £72,930
Theatre £10,530 £7,610 £10,530 £9,230 £11,340 £12,470 £12,150 £8,910 £4,210 £87,160
Visual Arts £520 £160 £360 £220 £200 £1,030 £560 £50 £140 £3,260
Multi-Art ~ £25,870 £18300 £24,110 £16,020 £24,110 £39,070 £31,590 £18570 £16,540 £214,100
Total £48,830 £34,790 £45950 £30,880 £46,160 £72,160 £59,640 £36,400 £30,990 £406,130

Source: TBR Art Survey 2008 (W9/S3)

Theatre and music incurred the largest expenditure, £87m and £72m respectively. Craft and literature
had the lowest total expenditure, £1.3m and £1.4m respectively. Table 14 (below) shows the
breakdown of total expenditure on services/goods across the sector during 2006/07.

Table 14: Total expenditure on services/goods

Services/Goods

(Al figures in '000s) Total Expenditure
Hiring professional artists (e.g. professional conductors, performers or tutors) £125,120
Venue hire for performance/exhibition £67,410
Arts equipment or technical services (e.g. materials, scenery, costume making, lighting technicians etc) £58,870
Other professional services (e.g. accountant, printers) £31,310
Rehearsal/meeting room hire £26,600
Non-arts equipment (e.g. stationery, postage) £23,260
Copyright fees/music hire £20,370
Insurance £14,830
Transport £8,510
Refreshments £3,780
Volunteer expenses £2,880
Advertising, promotions etc £2,250
Charitable or other donation £1,710
Affiliations and memberships to professional bodies £340
Other unknown/misc. £18,890
Total £406,130

Source: TBR Art Survey 2008 (W9/S3)
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In 2006/07 voluntary and amateur arts groups spent £125m hiring professionals, £67m on venue hire
and £58m on arts equipment and technical services. Securing the services of a professional is by far
the largest expense for the sector and constitutes almost twice the spend on venues.

While it may well be the case, as noted by Creative Yorkshire, that the sector does not play a
significant role in economic regeneration, the financial contribution that the voluntary and amateur
sector makes to the arts sector and its supporting infrastructure cannot be overlooked. As groups are
at the core of local communities, many for long and sustained periods of time, it is also important not
to overlook the sometimes difficult to measure economic value in terms of groups buying and
sustaining local services, from venues for rehearsals through to caterers for events.

Artistic and creative value

Although the voluntary arts sector clearly has invaluable social, community and economic impacts, it
is important to recognise that these are perhaps secondary to the prime driver for the sector. 75% of
groups feel that their members join for enjoyment and appreciation of the artform. Further analysis of
narrative responses and interviews with representatives highlighted that people get involved in the
voluntary arts because they are passionate about the particular artform and want to develop their
own artistic practice. Although this is not necessarily associated with a desire to become a professional
artist, it is very strongly associated with a sense of personal development, pride in achievement and
the opportunity to share this creative practice with other people.

For some parts of the sector, particularly more traditional English artforms and crafts, it was also
recognised that many groups have been established thanks to a desire to ensure that these traditional
creative skills are not lost to future generations. It could be argued that as these artforms are not
areas which are financially supported by the broader arts funding system, these groups play a crucial
role in keeping cultural traditions and artforms alive.

Excellence and quality of artforms is at the heart of the sector and section 5 of this study considers
the strong links between the amateur and professional sectors. It is therefore important to recognise
the value of the sector as a core part of the broader arts ecology which is driven by creative
practice, both in relation to keeping traditional artforms alive and developing new and innovative
creative products.
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Challenges and enablers

7.1

7.1.1

The following section details the various challenges and enablers to participation in, and the operation
and maintenance of, a voluntary and amateur arts group.

Key messages:

Access to good quality suitable venues at a reasonable cost is essential for voluntary arts groups
and there are concerns that rising costs of venue hire for meetings, rehearsals and performances
may result in a need to increase membership fees and ticket prices which could have a negative
impact on membership levels and audience figures.

Groups which manage or own their own venue face additional management and financial
challenges particularly in relation to ensuring the upkeep of the building as a resource, not only for
their group but for wider public benefit.

82% of the sector’s income is self-generated but some groups are keen to access funding for new
or additional activity and there are concerns that voluntary arts groups do not fall into the funding
criteria of some programmes, that application processes can be complex and time-consuming and
that often funding comes with strings attached.

Attracting and retaining members and getting members of the group to volunteer for management
and administrative tasks is crucial and can be a challenge for some groups.

Planning and developing creative activity which is high quality, engaging and meets the needs of
members is essential and is logistically complex and challenging.

Bureaucracy and compliance with legislation is a key challenge for voluntary arts groups and can
be restrictive of creative activity, with a sense that legislation has been developed in the context of
the professional sector with limited understanding of capacity in volunteer run organisations.

Some groups require access to specialised equipment, instruments and facilities.

There is a misconception that the voluntary and amateur arts are low quality, which means groups
are often overlooked by policy makers, funders and the broader arts sector.

Press and improved publicity is crucial to raising the profile of the sector both for generating
interest in individual groups and raising the profile and perception of the sector as a whole.

Venues

Cost of venues

Many groups have negotiated a reduced rate for the venue they use but it is recognised that venue
providers are under increasing pressure to generate income from venue hire to cover the increasing
costs of insurance, legal compliance and building maintenance. In some cases groups felt that the
potential increases in rent could threaten the future existence of the group.

On average 23% of group expenditure is on venues, either for general meetings (7%) or performances
(17%). This varies significantly by artform, as shown in Table 15 below.
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Table 15: Proportion of expenditure on venues

Rehearsal/meeting Performance/exhibition
Artform room hire room hire
Craft 20% 4%
Dance 30% 14%
Festivals 1% 20%
Literature 9% 8%
Media 8% 14%
Music 10% 11%
Theatre 5% 19%
Visual Art 30% 7%
Average 7% 17%

Source: TBR Art Survey 2008 (Ref: W9/S3)

As the voluntary arts sector is primarily supported through self-generated finance, there are particular
challenges for the sector to balance the books. Any increase in venue costs has to be covered
somehow. If this is through an increase in subscriptions and session fees, there is concern that this
could result in a drop in membership which would make the group unviable. Equally, rising venue costs
impacting on ticket prices could be off-putting for audiences, making it difficult for groups to finance
good quality performances.

There was concern that in some areas voluntary groups are priced out of the market for the use of
professional performance venues. It was felt that sometimes venues did not have a sliding scale of
charges to meet the needs of a range of potential users from not-for-profit organisations through to,
for example, bands that perform at venues generating commercial profit. This is a particular challenge
in areas where there is a high demand for performance space. Equally, when booking larger scale
performance venues, groups have to be confident that they are able to generate enough of an
audience from the production run to cover the higher costs of venue hire.

7.1.2 Suitability and quality of venues
A large number of groups said that they had found it difficult to find venues in a good location that
provided them with the range of facilities that they needed. Often the range and types of activity
which groups undertake means that they require a broad range of facilities.

The size of space available is often important. Some groups find that their capacity to take on new
members is constrained by the size of the venue which is available to them. On the flip side of this,
others find that there are only extremely large venues in the area which means that their group is
‘rattling around’ in the venue. Although this is not insurmountable, it is not ideal for a positive
experience of being involved in the group. There is a similar challenge when groups are sourcing
performance venues. If they are too small there will be limits on the audience they can attract, but if
they are too large they may be playing to a half-empty auditorium, which is never a positive
experience for performers.

The need for storage space, particularly for groups which needed to store props, sets, instruments or
uniforms, was also raised as an issue, as was the need for some groups, particularly media or craft
groups, to have access to a range of specialist technical and practical space which is sometimes not
available in the local area.

For most groups, the opportunity to socialise outside the practical participatory activity was also
important. This means that finding a venue which has either a café or bar facility, or these facilities
close by, is high on the list of venue requirements.

Crucial to any experience of the voluntary arts, be that as a participant or as an audience member, is
the quality and upkeep of the venue which activity takes place in. It is important that venues are
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comfortable and warm and have clean, good quality facilities. In response to the survey some groups
highlighted concerns that the buildings which they had access to were now starting to fall into a poor
state of repair and although they were sensitive to the financial challenges which the building owners
face and tried to be as supportive as possible, deterioration was a major concern. Although there is in
reality no link, there is concern that a poor quality building might reflect on the perception of the
quality of the voluntary arts group itself.

7.1.3 Venues owned by voluntary arts groups

7.2

7.2.1

An average of 6% of groups meet in a venue that is owned or managed by the group. This varies by
artform; theatre groups are most likely to own or manage their own venue (13%), followed by craft
(5%). Of the remaining artforms, 2-3% of groups own or manage their venue, with the exception of
media, where ownership or management of a venue is a very rare occurrence.

The responsibility of running a building can place extra pressure on a group’s management. All
voluntary arts groups who have responsibility for running buildings do so with a very strong
commitment to providing a resource for public benefit. As such they take the responsibility for its
upkeep and refurbishment, accessibility, insurance and compliance with legislation and licensing laws
very seriously. All of this creates particular challenges in relation to management and finance. Crucially,
groups need to ensure that they are generating enough income not only to cover the costs of running
their activity but also to make enough of a surplus to plough back into the maintenance of the
building. There are grants and funding streams which organisations can access for help with key
refurbishments and developments, but there are very few which will support the ongoing maintenance
and upkeep of buildings.

Finance

Self-sustaining

Across the sector 82% of finance is self-generated, though this varies by artform. 83-90% of finance in
dance, music, visual art, and theatre is generated by the group compared to 44% in literature.
Approximately 80% of craft and media finance is self-generated. Groups are very entrepreneurial
about how they generate this income, with methods including subscriptions and activity fees, ticket
income and selling programmes, running competitions which charge for entry, publishing and selling
anthologies and fundraising through raffles and other charity events.

As shown in Table 16, 75% of groups generate finance through subscriptions/fees and 71% through
ticket sales. Only 25% seek finance or sponsorship from local businesses and 13% generate finance
through donations.

Table 16: Proportion of groups generating finance by method and artform

Programmes Local Businesses Fundraising

Subscription/  Ticket income e.g. sales or selling (e.g. sponsorship/ e.g. raffles, sale Other
Artform Membership Fees or similar advertising space donations of goods  Donations unknown
Craft 87% 33% 9% 7% 48% 11% 7%
Dance 73% 56% 11% 8% 41% 8% 7%
Festivals 52% 84% 74% 57% 38% 18% 17%
Literature 81% 33% 8% 8% 36% 6% 3%
Media 78% 55% 13% 15% 48% 8% 3%
Music 74% 78% 32% 26% 49% 19% 12%
Theatre 81% 87% 68% 30% 58% 8% 7%
Visual Art 88% 35% 10% 10% 37% 9% 11%
Average 75% 1% 39% 25% 48% 13% 10%

Source: TBR Art Survey 2008 (Ref: W5/54)
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There is clearly a pride in this ability to generate finance. Interviews with representatives from
voluntary arts groups highlighted that they felt this gave them an independence which ensured that
the activity they deliver is always driven by the paying members of the group rather than dictated by
the particular criteria or monitoring requirements of funders. That is not to say that groups do not
access funding for project activity when they want to develop additional projects. However, it was
remarked that once a group started accessing core funding for their activity there was a danger that
this could make them reliant on one primary source of funding rather than spreading their income
across a range of income streams, leading to financial vulnerability.

There were some concern, however, that being financially sustainable could go against a group if it did
decide to apply for funding for developing new activity or holding one-off additional events.

7.2.2 Additional activity
Although groups are generally able to generate enough income to cover the ongoing running of their
groups, their finances can often not stretch to more ambitious additional activity.

Many groups are keen to bring in professional speakers and demonstrators to add value to the skills
sharing which exists within the group. It is strongly felt that this opportunity to engage and work with
professional artists can be hugely inspirational and build members’ confidence in their artistic ability
and creativity. However, many groups find it difficult to source speakers who will provide their services
at an affordable rate. This is often exacerbated if the professional also charges travel costs and
accommodation on top of their fee.

It is also felt that occasional additional funding can enable groups to expand the scale of what they do
and even open up access to the group sessions and performances to a wider public. Carrying out
activity of this kind often requires significant additional costs including securing speakers who will be
a big enough draw for a wider audience, hiring a larger, more expensive venue and in some cases (if
these are not covered by the venue) having to cover the cost of additional insurance and licensing
associated with public events.

Festivals and opportunities to perform will always be important for groups, and many groups
highlighted that they would like to access funding to hold such events. Equally, many groups are
involved in performing in festivals across the country and even internationally. This is seen as vital for
the development of the groups, both in terms of raising their profile and in terms of skills
development opportunities for their members. However, attending such festivals can be beyond the
financial limitations of many groups. Travel and accommodation can be extremely expensive,
particularly if events are overseas and if young people are involved, meaning chaperones are required
to accompany them. This is a particular challenge for groups which work in more disadvantaged
communities with people who are unlikely to be able to afford to cover the costs of their own travel.

7.2.3 Applying for funds
Although the majority of income for the sector is self-generated, some groups do access funding and
some highlighted that they would be interested in accessing grants. As shown in Table 16, 4% of
groups have received funding from the Arts Council, 5% from another Lottery distributor and 10%
from trusts and foundations. The most commonly accessed is the Local Authority, with 18% of groups
having sourced funding from their local council.
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Table 17: Proportion of groups sourcing funding by artform

Other Lottery

Arts Council Distributor (inc. Trusts and Local
Artform Lottery Funding Awards for All) Foundations Authority
Craft 4% 4% 4% 7%
Dance 0% 2% 5% 8%
Festivals 14% 10% 20% 43%
Literature 14% 6% 6% 28%
Media 0% 3% 5% 10%
Music 4% 5% 12% 19%
Theatre 3% 5% 8% 16%
Visual Art 0% 2% 4% 8%
Average 4% 5% 10% 18%

Source: TBR Art Survey 2008 (Ref: W5/54)

This is primarily for one-off projects such as events, exhibitions and festivals, for bringing in
professional speakers and demonstrators, for purchasing kit, equipment and instruments or for specific
communication initiatives such as website development, publishing anthologies or promotional
literature. Although some groups are accessing funding it is also apparent that many groups have not
previously considered this and were not even aware that they might be eligible for funding.

Across artforms only 16% of income is from a funding source. Again this varies across artform, with
literature groups being the most likely to access funding (56% of income across the artform from
funding). Dance and music source the least funding (10%). Between 20-25% of craft, festivals and
media income is obtained through funding sources.

Concerns about accessing funding were raised by a large number of the groups who responded to the
survey. In particular, there are concerns that in recent years there have been reductions in the levels of
funding available and the grant schemes that do exist seem to focus on areas of disadvantage or on
particular target communities. It was felt that this is particularly the case for Local Authority grant
schemes. As voluntary and amateur arts groups are extremely successful in generating income and are
often based in areas which are not considered disadvantaged, there is a perception amongst some
groups that they are precluded from accessing funding. This is a real challenge for groups as they are
often delivering high quality arts activity in areas which have very limited provision and for people
who would otherwise not have easy access to participation in an artform. There was a suggestion that
‘cultural’ disadvantage is an equally worthy cause.

Some felt that funding application forms were often over-complicated and perhaps designed for arts
organisations with professional staff, and that for groups that are purely voluntary, making applications
is time consuming and frustrating. There is a sense that the questions asked in applications forms and
criteria for investment are often not relevant to voluntary arts groups. Many groups also highlighted
that they were reluctant to access grant funding as they felt that there were often strings attached
which would dictate the activity that they deliver and require additional management to ensure they
were complying with monitoring and evaluation requirements.

It is also important to recognise that many of the challenges highlighted in response to the survey
may be down to misconceptions and a lack of knowledge of available funding rather than based on
the reality of funding programmes. Not all funding has strings attached and complicated forms.
Nonetheless, it is important to ensure that where funding is available it is accessible, appropriately
light-touch and enables groups to achieve their ambitions. Support for fundraising, signposting,
making the criteria and application processes clear and appropriate for voluntary arts groups and
providing advice and support to complete the necessary paperwork would constitute essential support
services for the sector.
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Clearly, being able to access funding is a significant boost for many voluntary arts groups. There is a
real sense in many cases of ‘chicken and egg’ where a group would like to expand or try new activity
and need more members to achieve this, but cannot get the new members without expanding or
adding new activity.

7.3 Management and membership challenges

7.3.1 Managing the group
As highlighted throughout this study, the success of voluntary arts groups is based on a huge
commitment of time and expertise from a large number of volunteers. This means that one of the
primary challenges for any group is finding the time and the volunteers to carry out management and
administrative tasks which are essential to ensuring the group runs smoothly and efficiently.

Although a large number of groups felt that they did not have any problems getting people to
volunteer for management committees and specific tasks, others found that it can be a struggle. There
was a particular concern from many groups that they found it difficult to get younger adults to
volunteer for management responsibilities. It was generally felt that this is due to work and family
commitments that make it difficult for this age group to find the time. This means that responsibility
for management sometimes falls to the older, retired members of the group.

Some respondents to the survey felt that there was a certain level of apathy amongst members of
their group with many members coming along purely to get involved in the artistic, creative and social
activity and not being prepared to take on more onerous and less enjoyable management tasks. For
small groups with very little management, this is not an issue. However, for larger groups which often
have more complex management needs this can be a real challenge, and existing committee members
have to spend a lot of time promoting the importance of management roles in ensuring the group’s
continued existence.

The survey also highlighted concerns that the responsibility of being a committee member can be off-
putting. Above and beyond the time commitment, a committee or board member is entrusted with
ensuring that the group is run for the benefit of the members, including financial management and
compliance with legal, insurance and health and safety requirements to ensure the appropriate
protection of the members. Where a group owns or is responsible for managing a building, this
responsibility is increased due to a commitment to ensuring their building is a resource not only for
their group but for the wider community.

Being unable to recruit an adequate number of people to take on management tasks is a real challenge.
It means that existing committee or management group members have to spend significant amounts
of time not only on the administrative tasks but also working to get more management volunteers.

7.3.2 Attracting and retaining members
Voluntary arts groups rely on a healthy turnover of membership to ensure they stay vibrant and are
sustainable. Although a good number of groups stated that they had no problems in this area, some
found that attracting members was a real challenge. Even those which felt that this was not an issue
for them at the moment were very aware that it was important for them to keep their eye on the ball
in this area.

One issue which came through very strongly was the challenge of attracting younger members,
particularly young adults, to get involved in the group. In some cases this was based on a concern that
attracting this age group was important for ensuring that the group could continue. For others, the
focus was more on the artform and ensuring that skills and interest in a particular craft is not lost to
future generations. It is recognised that this age group is likely to have many other commitments —
family, work or education — which makes it difficult for them to participate in voluntary arts activity.
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It is also likely that this age group accesses arts activity in other ways. Some may be involved through
university or academic activity, while others may not have the time to participate actively in an
artform but will be attending theatres, galleries and other artistic events.

Retention of members is as important for groups as recruiting new ones and some groups found this
the bigger challenge. Voluntary arts groups work hard to ensure that the services and activity which
they are providing to their members is engaging and interesting and ensures a committed core
membership over a period of time. This is a particular challenge for performing arts groups, where it is
essential that their members commit to a structured rehearsal schedule leading up to a performance.

7.3.3 Developing and planning creative activity
Programming times and locations which are suitable and convenient for the majority of members is a
key challenge and the logistics of running general activity should not be underestimated. “Herding
cats” was the analogy used by one respondent to the survey.

Many groups overcome this by having set times and venues for their activity. However, if anything
happens which disrupts this, somebody has to take responsibility for making alternative arrangements
and ensuring that all members of the group are aware of any changes. When organising events there is
a huge amount of logistical planning required to ensure that there is time for the group to prepare
and that there are both time and people available for setting up and taking down any exhibition or
sets and technical equipment. Groups also have to think about how their event links in with other
activity in the area. In some cases it will be advantageous to run at the same time as other initiatives
to support critical mass and generate higher attendance; in others it will be important to ensure that
there is no diary clash to guard against competition for audiences.

Many groups said that they had to spend a significant amount of their time sourcing speakers,
demonstrators and professional artists to support the activity of the group. For those who are well
networked this is not an issue, but networks are not consistent across the sector. Some organisations
have an effective database which enables groups to access local professionals, such as Making Music’s
Concert Promoters’ Network, which exists to facilitate member societies’ booking of professional
artists. Resources like this are not available across the whole of the voluntary arts, so many groups
have to spend a lot of time trying to find professionals and speakers. Many get so frustrated that they
simply give up.

As well as timing, programming a diversity of activity to ensure that the majority of members remain
engaged is a major challenge. For music groups which have some mix of skills but perform to a high
standard, it can be a particular challenge to ensure that work is not too demanding for less
experienced members and yet challenging enough for the experts in the group. Equally, there can
sometimes be a clash between the type of work which different group members want to be engaged
with. Older, more longstanding members of a group might enjoy a traditional repertoire while younger
or new members of the group might want to try more contemporary work. It is down to those who
are running the group to find ways of managing these potential conflicts.

The majority of groups are keen to have a diverse and interesting range of activity for their members.
However, for many there is concern that the ambition to have a diverse programme can put
significant pressure on those managing the group and there has to be a careful balance to ensure that
the committee or management group is not overloaded. The quality of experience of the members
and audiences is at the forefront for all groups, so it is important that a balance is maintained to
ensure that an overload of management tasks is not detrimental to the quality of the group’s activity.
This is a particular challenge for those groups who struggle to get people to volunteer for
management tasks.
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7.3.4 Bureaucracy and legislation
One of the biggest management challenges for the majority of voluntary arts groups is increasing
bureaucracy and the need to comply with legislation. This ranges from simply knowing what
procedures or legislation the group should be complying with through to having a robust
understanding of what that means for the group.

Child protection legislation was raised as a particular challenge for many groups. Although there is an
appreciation of the need for child protection, there was concern that much of the legislation puts a
significant burden onto groups and limits their potential to develop activity for children and young
people. At a basic level, many groups are not aware of the detail of the legislation and do not know
where they can get support and advice on the compliance processes they need to go through. The
need for ‘chaperones’ also creates challenges. It requires a time (and sometimes financial)
commitment from parents and families to attend sessions with their children. For many parents the
opportunity for their children to take part in organised activity provides them with time on their own.
In these cases it is likely that parents will choose to place their children in provision from professional
or community services who have more capacity to engage with legislation.

Licensing and public entertainment legislation was also raised as a concern by many groups,
particularly the more informal groups such as folk and morris dancing. There was concern that both
within these groups and within the range of potential performance commissioners, there is not the
necessary level of knowledge of the legislation. This means that legislation can be over-applied, which
can mean a performance simply doesn’t happen or does so in an unprofessional manner, putting the
group and individuals within it in an extremely vulnerable position.

Much of this legislation has been developed with the professional world in mind, where there is more
capacity to manage bureaucratic processes and systems. For voluntary groups this can be a serious
burden and can place huge limitations on their ability and confidence to deliver and expand activity.
However, it is important to recognise that this is not limited to the arts sector and has an impact on
groups across the voluntary sector. It is also recognised that work has been carried out by national
bodies such as Volunteering England to support organisations in understanding legislation. Their
support and advice on legal and compliance issues is invaluable.

7.3.5 Access to kit, equipment and instruments
For some groups having limited access to specialist kit, equipment and instruments can seriously limit
the range of work and activity which they are able to deliver. For media groups this might be access to
production and editing equipment and facilities; for photography groups, particularly those who do
not work in a digital formats, this might be access to dark rooms and printing facilities, and for music
groups such as brass bands it could be instruments and uniforms.

Some groups are finding creative ways of accessing some of the specialist facilities. Other groups are
developing partnerships with specialist schools and Higher Education colleges which are becoming
important points of access for up-to-date equipment that would otherwise be outside the financial
scope of voluntary groups. It was also suggested that it would be interesting to explore better links
with the professional sector. This could involve enabling groups to access kit from professional
companies and facilities in ‘down time’, when it is not being used by the host organisation. There may
also be opportunities to encourage professional arts organisations to donate their old kit to voluntary
arts groups rather than discarding it when they invest in more up-to-date equipment.

Being able to provide access to instruments was raised by many music groups as a real challenge
when it comes to attracting new members. This is a particular issue for groups working in less affluent
areas or trying to attract younger members who may not be able to afford to purchase their own
instruments. Many performance groups also require members to wear uniforms for their performances.
For people who may not have been involved in musical performance for some time, there may also be
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7.4

7.4.1

some reluctance to invest in instruments or uniforms in case they find that they do not enjoy being
involved in the group. It is felt that there are very few funding streams which enable groups to
accumulate banks of instruments and uniforms which would allow them to loan potential new
members instruments and uniforms free of charge.

Perceptions of the sector

Quality and excellence

A very strong message that came through the survey, the interviews with voluntary arts groups and
interviews with support organisations was the feeling that voluntary and amateur arts is perceived,
amongst the wider community, as low quality. This is totally at odds with the ambitions of groups
whose members strive to develop their creative skills and take pride in the quality of their work.

There are a large number of groups which have a national and even international reputation for the
quality of their work. This ranges from amateur orchestras performing at high profile international
festivals and competitions through to writers groups running competitions and collating anthologies
which attract submissions from around the world. Although this quality is often recognised within the
sector it is generally not appreciated more broadly, particularly amongst policy makers and funding
bodies and the broader arts sector.

Concern was expressed that the arts funding system does not recognise the value of the sector as a
key opportunity for enabling people to participate in high quality activity, and it was also felt that the
sector is equally overlooked by local government. Although many Local Authorities have arts and
cultural strategies, the voluntary arts sector is generally not specifically recognised in these strategies.
Equally, when organising festivals and events, there is concern that voluntary arts groups are
overlooked in programming with preference given to professional, and more expensive, performance
groups or workshop facilitators.

7.4.2 Traditional British artforms

The survey highlighted a major concern amongst groups who are involved in more traditional,
particularly British, artforms and crafts. The concern is that their practice is overlooked as not being a
true part of the arts sector. It was felt that often these practices are not valued and are even seen as
the butt of jokes rather than taken seriously as contributors to the broad cultural heritage of the
country requiring a high level of skill and expertise.

It was felt that there is often much more interest in contemporary artforms, for instance
contemporary dance rather than folk dance and new media rather than painting. Equally, where there
is a focus on the traditional, this tends to be directed towards the traditions of ethnic and refugee
communities rather than traditional British artforms. It was felt that a group of people getting
involved in morris dancing or even performing Gilbert and Sullivan is just as much about keeping in
touch with their culture and heritage as an Asian dance or music group. There is an overriding sense
that traditional British artforms may be seen as ‘white middle-class’ preoccupations, which overlooks
their value in keeping traditions alive.

The perceptions of these artforms often mean that groups find it challenging to recruit new members,
particularly younger people. It is recognised that there is less teaching of traditional artforms in
schools, so there are fewer opportunities for young people and children to get involved in the activity.
It is strongly felt that work needs to be done to change the profile of these sectors of the voluntary
arts, as one respondent commented, the “flat cap” reputation of brass bands does nothing to attract
young people.
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Press and publicity

Clearly, press and publicity have a key role to play in raising the profile and changing perceptions —
and dealing with misconceptions — of the sector. Local press and media organisations are crucial
partners for many voluntary arts groups doing significant work to raise the profile of the activity
within the local community through free publicity, low cost advertising and positive editorials.
However, some groups find it difficult to get good press coverage at an affordable price. Many felt that
they spent a disproportionate amount of money on advertising and press in comparison with the
benefits to the group.

Press and publicity have an important role to play at many levels. They can be beneficial to individual
groups, enabling the attraction of new members and audiences, but equally can have a much broader
strategic impact. Good quality press and media coverage can go a long way to raising the profile of
the voluntary arts as a whole. Stories are featured in the community sections of the press, highlighting
the positive social value of the groups. However, stories rarely appear in coverage of arts activity,
which tends to be dominated by listings, critiques and reviews of professional companies and activity.
Providing opportunities for voluntary arts organisations to feature more in the arts coverage of local,
regional and even national media will go a long way to raising the profile of the sector as a key aspect
of high quality arts provision.
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Opportunities for growth

People running groups are hugely entrepreneurial, highly committed to their artform and ready to rise
to any challenge, hence the large number of sustainable groups which have been running for many
years. Groups provide an extensive range of opportunities at a very local level to participate in and
engage with the arts and for this reason alone it is important that the sector continues to thrive and
develop. The research undertaken outlines a number of opportunities that could be explored further to
promote the growth of the sector:

The study has demonstrated that the availability of appropriate venues is a key issue for many
groups. Both for practice and performance, groups often struggle to find space that is appropriate
for their needs, well-maintained and affordable. Ensuring sustained availability of venues for groups
would provide fundamental assistance in maintaining a high level of voluntary and amateur arts
groups.

It is clear from the research that the voluntary and amateur arts sector makes a significant
contribution to the broader arts sector economically, socially and creatively. It is also clear that
there is often a lack of awareness or recognition amongst supporting organisations of the value
and quality of voluntary and amateur arts, and that engagement with the sector can therefore be
limited. Improving the level of understanding of the value of voluntary and amateur arts for
organisations and individuals would assist in maximising the impact and potential of amateur
participation across the sector.

The amateur arts sector is rarely a high priority in terms of policy and strategy. Therefore, although
there are many valuable support organisations already engaging with the sector they often have
limited resources and capacity to do so proactively. Organisations operating at a local level are in
the best position to provide direct support and signposting to groups and influence local funding
and policy, which can have an extremely positive impact on the sector. Supporting regional and
sub-regional arts organisations to proactively engage with, evaluate and build a stronger knowledge
of the sector would have a positive impact on strengthening its support infrastructure.

Local Authority Arts Development Officers are an invaluable resource and important conduit for
interaction with the sector. However, research has shown that officers are disparately engaged with
the sector. Improving the resources available to Local Authority Arts Development Officers to
enable further engagement would be extremely beneficial. In many cases the action required may
simply be a case of raising awareness of the role of the amateur sector in the arts environment.

Supporting engagement is not necessarily about increased investment; it may involve reviewing
where investment is already being directed, particularly in arts development agencies/departments,
and empowering these structures to engage more actively with the voluntary and amateur arts
sector.

Raising the profile and recognition of the value of the voluntary and amateur arts, particularly in
relation to the quality of the work, is of vital importance. Many amateur arts constantly struggle
against stereotypical views of low quality and a ‘just for fun’ stigma. However as observed in the
study, the quality of work is often very high because the social aspect, together with collective
enthusiasm for the artform, means that people are well motivated.
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A key motivating factor for many groups participating in traditional artforms and crafts is ensuring
the continuation of the artform. The preservation of cultural heritage and promotion of traditional
arts and crafts is also a priority for many of the umbrella and membership organisations or
associations supporting participation in them. A key challenge for these groups is a perceived lack
of recognition for traditional arts. This is perhaps a result of a lack of critical mass. It would be
interesting to explore the development potential of an ‘Endangered Arts’ sub-group, whereby
supporting organisations joined together to lobby on behalf of this element of the sector.

It is clear from the research that groups are determinedly self-sufficient and most show little
interest in becoming engaged in the funding process, particularly for ongoing core funding. It is also
apparent that there is a general lack of awareness amongst groups about the funding available to
them. However, there are some areas where assistance to alleviate financial pressure would be
beneficial:

— Groups often struggle to meet the fees of professionals to speak/demonstrate at meetings or
assist in the artistic direction of groups. Establishing a scheme whereby the cost of hiring a
professional is met by the group and another agency (or whereby the groups pays a proportion
of the cost and the professional claims the remainder) would have a significant impact on the
artistic range of groups. Given the benefits to professional development noted in the study, this
may be something Arts Council England wishes to explore further.

— Sourcing materials and equipment can also be an issue for groups, either because they are
expensive or difficult to locate. One possible solution could be the establishing of a materials
exchange, whereby professionals and businesses could donate unwanted materials and
equipment to be purchased by voluntary and amateur groups at a discounted rate, e.g. if a
company updates its equipment.

— While it is clear that the sector operates on a significant amount of self-generated income,
funding can help groups take risks with artistic activity or hold larger scale events which can be
open to a broader range of people. Identifying ways in which funding can ‘add value’ to the
activity that is being carried out in the sector could therefore increase the range and diversity of
voluntary and amateur activity.

The study highlighted a number of links between the professional and amateur sectors. Further
research with professionals working with amateur arts groups and those who have progressed to
professional practice following involvement with a group would provide an invaluable insight into
the developmental benefits of participation in the voluntary and amateur sector.

It would be interesting to explore the potential for links between Higher Education Institutes (HEls)
and voluntary and amateur groups, particularly in terms of sourcing tutors/demonstrators for
groups. Brokering a relationship with local HEIs whereby Masters students, particularly PGCE
students, demonstrate to groups or teach sessions could be hugely beneficial for both group
development and the individual development of the student.

The research identified relatively low participation in the sector by people from BME groups. It was
also noted that low rates of ethnic minority participation could potentially be attributed to a lack
of identification with the term ‘voluntary and amateur arts’, particularly where groups operate
around faith or worship. A valuable insight into the balance of professional, community and
voluntary and amateur participation would be gained through research focusing on arts
participation in BME communities.

In order to maintain a flow of information about the voluntary arts and support the sector’s
development consideration should be made for a regular monitoring survey of the sector. The
sector benefits from extensive good will toward engagement with this kind of research; 84% of
participants in this study were happy to participate in further research. Alongside a periodical
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review, it would be interesting to develop a ‘panel survey’ whereby a number of groups are tracked
regularly. This would provide a deep understanding of the life cycle of groups and the internal and
external factors impacting on development.

To allow for swift monitoring of a sample of the voluntary and amateur sector, umbrella bodies
should be encouraged and supported to collect a standard set of basic information about members
upon joining and renewing membership. This could be fed back to a central source and provide a
ready bank of information on the sector.
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Creative adult learning

The key objective of this element of the report is to provide an understanding of the size and scope of
Adult Community Learning (ACL) in the creative sector from the perspective of providers and learners.
This involves considering the infrastructure supporting adult learning as well as those taking part and
understanding reasons for and barriers to participation.

While a substantial amount of information is available on arts engagement and adult learning as
separate entities, this document aims to bring together information on adult learning and arts
engagement, provide detail on the number of adults participating in creative adult learning and
understand their motivations and experiences.

Key messages:
A vast number of organisations and institutions are engaged in the delivery of creative adult
learning: 4,560 providers falling into three main categories of further education, private classes and
public community education.

The 36,800 creative adult learning courses are available across England. Two-thirds of these courses
are offered in craft and visual art subjects and less than 10% of the total offering is in Northern
England (North East and North West).

The majority of courses are offered over a period of 4 to 12 weeks and generally offered Monday-
Thursday. Less than a quarter of courses are available over the weekend.

An average of 96% of adults participating in creative courses are satisfied with their learning
experience, rating delivery organisations and tutors above average on their knowledge of the
subject and ability to understand learners. Areas where learners felt provision could be improved
included the quality and availability of teaching materials and setting goals and targets to assist
improvement.

Between 2003/04 and 2006/07 1.9 million adults enrolled on a non-qualification related creative
course funded by the LSC. The most popular courses tend to be arts, media and publishing, with
43% of learners taking courses in this category.

The majority of learners are located in the South East and London. Of the other regions most
learners are in the North West. 85% of people enrolling on courses are of white ethnicity, 77% are
female and 36% are over 60.

Learners tend to participate in courses for enjoyment and personal satisfaction. However, there are
a number of individual motivating factors such as a desire to develop skills, desire to test skills
before progressing to further study or potentially professional activity, relaxation and escapism or
simply something to do in spare time. Post-completion learners are inspired to engage further with
the arts and show an interest in or actively seek to take part in other arts activities.

The key barrier identified was cost. While subsidies are available for certain groups, the initial outlay
for tuition combined with often expensive materials can be off-putting, particularly if the individual
is unsure that they will enjoy the course.
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The following section presents an analysis of the provision of and participation in non-accredited
courses available across England and considers learner perceptions of provision.

The section presents a range of information from the National Learning Directory, a government
database of almost 1 million learning opportunities. It also presents information from the LSC’s
Individualised Learner Record (ILR) for Adult and Community Learning, in order to provide an insight
into the level of participation in adult learning across England. The ILR is a rich data resource built on
information obtained from learners participating in LSC funded adult learning across the nation. It is
recognised that participation in private courses is a significant element of total participation that is
not captured by this dataset. However, given the scale of funded adult learning and the high levels of
public provision it is felt that the statistics will be indicative of the likely trends within private
provision and the profile of participants. It is also expected that the forthcoming DIUS consultation on
informal adult learning and the LSC’s review of PCDL provision will provide some illumination on
levels of private participation.

It should be noted that owing to differences in reporting information in the two datasets, information
on participation is presented in artform groups that differ to those used for participation. For example
the LSC reports data on ‘performing arts’ rather than breaking this down into artforms such as music,
dance and theatre.

Levels of provision
+ There are 36,800 adult learning courses in creative subjects available across England.

Table 18: Courses available by region and artform

Visual Grand

Region Craft Dance Literature Media Music  Theatre Art Total
East 1,100 300 100 200 300 0 1,100 3,200
East Midlands 1,100 200 100 200 300 0 700 2,500
London 2,400 1,400 500 700 1,100 400 2,300 8,900
North East 500 200 0 100 100 0 300 1,300
North West 700 100 100 100 200 100 700 2,000
South East 2,200 700 200 300 500 100 2,400 6,400
South West 1,100 200 200 200 300 100 1,400 3,600
West Midlands 1,000 200 100 200 300 100 800 2,700
Yorkshire and Humber 1,700 300 200 300 300 100 1,000 3,900
Region Unknown 300 200 600 700 100 100 400 2,400
England 12,100 3,800 2,100 3,000 3,500 1000 11,100 36,900

Source: National Learning Directory (Ref: W6a/S1)

+  24% of all courses (8,900) are offered in London and 17% (6,400) in the South East. The North
West and North East have the lowest levels of provision, with 5% and 3% of courses respectively
(2,000 and 1,300).

33% of all courses (12,000) available are in craft and 31% (11,200) are in visual arts subjects.
Literature and theatre have the fewest courses with 6% (2,200) and 3% (900) respectively.

« The majority of courses available (45%) run for between four and 12 weeks, though this varies
across artforms. One day courses are most likely to be offered in literature and media (30% and
24% respectively).

+ The most popular day of the week for courses to run is Wednesday. 69% of courses are offered
Monday-Thursday, while only 20% are available over the weekend.
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Table 19 shows the courses available per 10,000 adults in England and across the English regions. On
average there are 8.8 creative non-qualification related courses for every 10,000 residents across the
nation. As shown below this can vary significantly between artforms and regions.

Table 19: Courses per head of population

Visual Creative

Region/Artform Craft Dance Literature Media Music  Theatre Art  Courses
London 3.9 2.3 0.8 1.1 1.8 0.7 3.7 14.5
South East 33 1.0 0.3 0.4 0.7 0.1 35 9.5
Yorkshire and Humber 4.0 0.7 0.5 0.7 0.7 0.2 2.4 9.2
South West 2.6 0.5 0.5 0.5 0.7 0.2 33 8.4
East 2.4 0.7 0.2 0.4 0.7 0.0 2.4 7.0
East Midlands 3.1 0.6 0.3 0.6 0.8 0.0 1.9 6.9
West Midlands 23 0.5 0.2 0.5 0.7 0.2 1.8 6.2
North East 2.4 0.9 0.0 0.5 0.5 0.0 1.4 6.1
North West 1.2 0.2 0.2 0.2 0.4 0.2 1.2 3.6
England 2.9 0.9 0.5 0.7 0.8 0.2 2.7 8.8

Source: National Learning Directory and National Statistics (Ref: W06/54)

The highest levels of opportunity per head are in London, the South East and Yorkshire and Humber;
the proportion per head is above the national average. Interestingly, although the North East has the
lowest level of provision (3% of all courses), the opportunity per head is on a par with the East and
West Midlands. The North West has the lowest level of courses per head with only 3.6 per 10,000
people. Across all artforms the availability of courses per head in London is above the national average,
particularly dance where there are more than twice as many courses compared to England.
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9.1.1

Distribution of craft courses across England
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Craft
+ There are 12,000 non-accredited craft courses available across England.

+  Craft courses constitute one third of all creative adult learning courses available.

- After London and the South East, Yorkshire & Humber offers the most craft learning opportunities
with 14% of all courses. The North East has the fewest courses with only 4% of the total.

+ The largest proportion of craft courses available are in textile crafts such as embroidery, crocheting
or knitting, which constitute 40% of craft courses across England. Glass, ceramics and stone crafts
make up 18% of courses, followed by decorative crafts with 16%.

+ Availability differs across regions. In the North East, textile courses constitute 32% of those
available in craft, and decorative crafts make up 28%. The East Midlands has the largest proportion
of decorative metal craft courses (13% of learning opportunities).

+  The largest proption of craft courses (44%) run for between four and 12 weeks. Again this varies by
region, in the North East 64% of courses run for this period. The South East, South West and East
Midlands all have a substantial number of one-day craft courses, with approximately 25% of the
courses available in each region taking this format. In the North West 25% of all courses last
between 12 and 52 weeks. Across England relatively few craft courses (4%) run for between one
and four weeks. Yorkshire and Humber offers the most variation in duration with 59% of courses
being available at different durations.

+ Across England the majority of courses are offered on Tuesday, Wednesday or Saturday (18% on
each day). Only 5% of courses are offered on Sunday.
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Distribution of dance courses across England
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Dance
There are 3,900 non-accredited dance courses available across England.

+ Dance courses constitute 11% of all creative adult learning courses available.

+ After London and the South East, Yorkshire & Humber offers the most dance learning opportunities
with 7% of all courses. The North East has the fewest courses with only 4% of the total.

+ The majority of dance courses available after ‘other dance courses’ and those that were
uncategorised (which make up 49% and 19% respectively of all courses) are in folk dancing, which
constitute 15% of dance courses across England. Ballroom dancing classes make up 13% of
courses, followed by ballet with 5%.

Availability differs across regions. In Yorkshire and Humber folk dancing classes constitute 22% of
those available in dance. The East has the largest proportion of ballroom dancing courses (23% of
learning opportunities). The highest proportion of ballet courses is in London with 8% of learning
opportunities.

+ The highest percentage of dance courses (47%) run for between four and 12 weeks. Again this
varies by region; in the South East 72% of courses run for this period. The North East and Yorkshire
and Humber have a substantial number of courses of varying durations (48% and 47%
respectively). Across England relatively few dance courses run for between one day and one week
(2%) or between one week and one month (3%)

« Across England, the largest proportion of dance courses are run on Wednesday (21%) or Monday
(20%). Only 7% of dance courses are run on Friday and only 6% on Sunday.
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Distribution of literature courses across England
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Literature
There are 2,200 non-accredited literature courses available across England.

+ Literature courses constitute 6% of all creative adult learning courses available.

+  After London, Yorkshire & Humber and the South West offer the most literature learning
opportunities, both with 11% of all courses. The South East offers 10% of all literature courses.
The North East has the fewest courses with only 2% of the total.

+ The majority of literature courses available are in creative writing, which constitutes 59% of
literature courses across England. Journalism makes up 22% of courses, followed by writing for
performance with 9%.

Availability differs across regions. In the North East creative writing courses constitute 91% of
those available in literature. London has the largest proportion of writing for performance literature
courses (18% of learning opportunities). This percentage is only slightly lower in the East Midlands
at 15%.

+  The largest percentage of literature courses (38%) run for between four and 12 weeks. Again this
varies by region; in the North East 80% of courses run for this period. London and the North West
have a substantial number of one-day craft courses on offer, with approximately 25% of the
courses available in each region taking this format. In the West Midlands, 21% of courses run for
between three months and a year. Across England relatively few craft courses (3%) run for between
one and four weeks. Yorkshire & Humber offers the most variation in duration with 20% of courses
being available at different durations.

- Across England, the largest proportion of literature courses (21%) are run on Saturday, followed by
Tuesday (20%). Only 5% of courses are offered on Sunday.
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Distribution of media courses across England
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Media
There are 3,000 non-accredited media courses available across England.

+ Media courses constitute 8% of all creative adult learning courses available.

+  After London and the South East, Yorkshire and Humber offers the most media learning
opportunities with 11% of all courses. The North East has the fewest courses with only 4% of the
total.

+  The majority of media courses available are in photography or publishing, which constitute 39%
and 26% respectively of media courses across England. Making films or videos as an artistic activity
and studying media both make up 16% of courses.

Availability differs across regions. In the South East, photography courses constitute 65% of those
available in media. London has the largest relative proportion of making films or videos as an
artistic activity media courses, with 26% of learning opportunities in this sub-sector. The East
Midlands has the largest proportion of publishing media courses, with 28% of learning
opportunities in this sub-sector.

The largest proportion of media courses (35%) run for between four and 12 weeks. Again this
varies by region; in the North East 55% of courses run for this period. London and the South East
both have a substantial number of one-day media courses on offer; 26% and 19% respectively of
the courses available in these regions take this format. Across England relatively few media courses
(6%) run for between one and four weeks. The North West and the South West offer the most
variation in duration, each with 21% of courses being available at different durations.

- Across England the largest proportion of courses (22%) are run on Wednesday. Only 8% of courses
are offered on Friday.
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Distribution of music courses across England
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# Music Courses

Music
There are 3,500 non-accredited music courses available across England.

+ Music courses constitute 10% of all creative adult learning courses available.

- After London and the South East, the West Midlands offer the most music learning opportunities
with 10% of all courses. The North East has the fewest courses with only 3% of the total.

+ The largest proportion of music courses available are in stringed instrument playing, which
constitutes 22% of music courses across England. Music theory and history makes up 19% of
courses, followed by singing with 18%.

+ Availability differs across regions. In the North East stringed instrument courses constitute 46% of
those available in music. The South East and West Midlands have the largest relative proportions of
music theory and history courses, each with 24% of learning opportunities in this sub-sector.

The highest percentage of music courses (49%) run for between four and 12 weeks. Again this
varies by region; in London 60% of courses run for this period. The South East has a substantial
number of one-day music courses, with approximately 14% of the courses available in the region
taking this format. Across England relatively few music courses (3%) run for between one and four
weeks. Yorkshire & Humber offers the most variation in duration with 27% of courses being
available at different durations.

- Across England, the largest proportion of music courses (20%) are run on Tuesday. Very few courses

(6%) are run on Friday. Compared to other subject areas, there are a relatively large proportion
(15%) of courses available on Sunday.
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Distribution of theatre courses across England
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# Theatre Courses

Theatre
There are 900 non-accredited theatre courses available across England.

+ Theatre courses constitute 3% of all creative adult learning courses available.

- After London and the South East, theatre and performance courses are quite evenly spread across
other English regions, ranging from 7% in both the South West and West Midlands to 4% in the
East Midlands.

+ The largest proportion of theatre courses available are in acting, which constitutes 49% of theatre
performance courses across England. Carnival courses make up 9% of courses, followed by
production with 6% and circus art with 5%.

Availability differs across regions. In London acting courses constitute 57% of those available in
theatre. The West Midlands has the largest proportion of carnival courses (29% of learning
opportunities).

+ The highest percentage of theatre courses (38%) run for between four and 12 weeks. Again this
varies by region; in Yorkshire & Humber 67% of courses run for this period. The North West offers a
substantially higher number of one-day theatre courses than other regions, with 27% of the
courses available in the region taking this format. Across England relatively few theatre courses
(7%) run for between one and four weeks. The North East offers the most variation in duration
with 65% of courses being available at different durations.

«Across England, the highest proportion of theatre courses are run on Tuesday or Saturday (16%
each). The rest of the courses are all relatively evenly spread out across the other days of the week,
with the lowest number of courses (13%) being offered on Monday.
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Distribution of visual art courses across England
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9.1.7  Visual Art
There are 11,200 non-accredited visual art courses available across England.

Visual art courses constitute approximately a third (31%) of all creative adult learning courses
available.

After London and the South East, the largest proportion of visual art courses are offered in the
South West (12%) and the East (10%).

The majority of visual art courses available are in painting, drawing, printmaking or sculpture, which
constitutes 68% of courses across England. Art appreciation and art history courses make up 17%
of courses, followed by design with 5%.

Availability differs across regions. In the West Midlands, painting, drawing, printmaking or sculpture
courses constitute 76% of those available in visual art. The North West has the largest proportion
of art appreciation and art history courses (24% of learning opportunities).

Half of all visual art courses run for between four and 12 weeks. Again this varies by region; in
Yorkshire & Humber 60% of courses run for this period. The East Midlands offers a substantially
higher number of one-day courses than other regions, with 20% of the courses available in the
region taking this format. Across England relatively few visual art courses (4%) run for between one
and four weeks. Yorkshire & Humber offers the most variation in duration with 24% of courses
being available at different durations.

Across England, the highest proportion of visual art courses are run on Wednesday (19%), followed
by Tuesday (18%). Only 6% of courses are run on Sunday, although in the West Midlands 14% of
visual art courses are run on this day of the week.
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9.2 Levels of participation
Between 2003/04 and 2006/07 there were 1,932,600 enrolments on LSC funded adult learning
courses with no qualifications in the creative sector across the whole of England. As shown in Table
20 below, the number of enrolments has decreased over the last four years. Following these trends
it will continue to decrease over 2007/08 and 2008/09.

Table 20: Enrolments 2003/04 — 2008/09

Prediction Prediction
Year 2003/04 2004/05 2005/06 2006/07 Total 2007/08 2008/09
Enrolments 558,126 517,834 463,730 422,620 1,962,310 375,422 329,360

% change —7% -10% —9% —24%

Source: LSC ACL ILR 2006/07 (Ref: W7a/S6)

The largest proportion of enrolments are in arts, media and publishing courses (43%), followed by
crafts, creative arts and design (26%), languages, literature and culture (21%), performing arts
(8%), and media and communication (1%).

The largest proportion of total enrolments are in the South East (21%), followed by London (18%)
and the North West (12%). Only 4% of total enrolments were in the North East.

The majority of course enrolments are female (77%), a pattern which is followed across all English
regions.

Just over half of all enrolments are in the 25-59 year age range, followed by 36% in the 60 and
over group. There are very few younger enrolments on courses with no qualifications; in total only
5% of enrolments are for people aged 24 or under.

85% of all enrolments are of white ethnicity, followed by 3% Asian or Asian British ethnicity and
2% Black or Black British ethnicity. Less than 1% of enrolments are Chinese or Mixed ethnicities.
Outside of London, these ethnicity patterns are quite similar, with the exception of the North West
where 4% of all enrolments are Asian or Asian British ethnicity and the East Midlands where 2% of
all enrolments are Asian or Asian British ethnicity.

9.2.1 Arts, media and publishing
+ Between 2003/04 and 2006/07 there were 846,100 enrolments on arts, media and publishing
courses across England. This constitutes 43% of all creative enrolments.

The largest proportion of arts media and publishing enrolments (20%) are in the South East. Only
4% of these enrolments are in the North East.

The majority of arts, media and publishing enrolments are female (80%). This varies very little
across regions.

The majority of arts, media and publishing enrolments (53%) are aged between 25 and 59. This
varies between 47% in the North East and 58% in London. There is also a relatively high number of
enrolments (39%) aged 60 and over. Only 5% of enrolments are aged 24 or under.

The majority of enrolments are of white ethnicity (85%). This is followed by Asian or Asian British
at 3%. The ethnicity was unknown for 8% of enrolments. Only 0.47% of arts, media and publishing
enrolments were Chinese. Ethnicity patterns for enrolments follow a similar pattern across all
English regions, although after London, the North West has the highest proportion of Asian and
Asian British enrolments (4%).
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9.2.2  Crafts, creative arts and design
Between 2003/04 and 2006/07 there were 512,500 enrolments on crafts, creative arts and design
courses across England. This constitutes 26% of all creative enrolments.

The largest proportion of crafts, creative arts and design enrolments are in the South East (20%),
followed by London (18%) and the North West (13%). Only 5% of these enrolments are in the
North East.

The majority of crafts, creative arts and design enrolments are female (82%). This varies very little
across regions.

The majority of crafts, creative arts and design enrolments (51%) are aged between 25 and 59. This
varies between 46% in the North East and 59% in London. There is also a relatively high number of
enrolments (43%) aged 60 and over. Less than 4% of enrolments are 24 or under.

The majority of enrolments are of white ethnicity (87%). This is followed by Asian or Asian British
enrolments at 3%. The ethnicity was unknown for 6% of enrolments. Only 0.35% of enrolments
were Chinese. Ethnicity patterns for enrolments follow a similar pattern across all English regions,
although after London, the West Midlands and the North West have the highest proportion of
Asian and Asian British enrolments (both 5%).

9.2.3  Languages, literature and culture
+  Between 2003/04 and 2006/07 there were 407,200 enrolments on languages, literature and
culture courses across England. This constitutes 21% of all creative enrolments.

The largest proportion of languages, literature and culture course enrolments are in the South East
(24%), followed by London (18%) and the North West (11%). Only 3% of these enrolments are in
the North East.

The majority of languages, literature and culture enrolments are female (67%). This varies very
little across regions. However, it is slightly more balanced than enrolments for other artforms.

The majority of languages, literature and culture course enrolments (62%) are aged between 25
and 59. This varies between 49% in the North West and 67% in London and the East Midlands.
There is also a relatively high number of enrolments (29%) aged 60 and over. Less than 4% of
enrolments are 24 or under. Although only 4% of enrolments fall into the 21 to 24 age category,
this is higher than for enrolments in other sectors.

The majority of enrolments are of white ethnicity (86%). This is followed by Asian or Asian British
enrolments at 3%. Only 0.02% of enrolments are Chinese. Ethnicity patterns for enrolments follow
a similar pattern across all English regions, although after London, the West Midlands has the
highest proportion of Asian and Asian British and Black and Black British enrolments (5% and 2%
respectively).

9.2.4 Media and communication
Between 2003/04 and 2006/07 there were 17,700 enrolments on media and communication
courses across England. This constitutes only 1% of all creative enrolments.

The largest proportion of media and communication course enrolments are in London (22%),
followed by the South East (19%), the North West (14%) and the East of England (13%). Only 3%
of enrolments are in the South West.

Just over half of all media and communication course enrolments are female (56%). This varies
across regions from 45% females in the North East, i.e. a majority of male enrolments, to 64%
female enrolments in the South West.
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The majority of media and communication course enrolments (56%) are aged between 25 and 59.
This varies between 37% in the North East and 69% in London and the East Midlands. There is also
a relatively high number of enrolments (35%) aged 60 and over. Less than 4% of enrolments are
24 or under. Similarly to languages, literature and culture courses, 4% of enrolments fall into the
27 to 24 age category.

The majority of enrolments are of white ethnicity (84%). This is followed by Mixed ethnicity at
10%, Black or Black British ethnicity at 4% and Asian or Asian British ethnicity at 3%. Patterns
appear to be quite different for this sector than for other sectors analysed. However, there is still a
very small minority of Chinese enrolments (0.36%). Ethnicity patterns for enrolments follow a
similar pattern across all English regions, with the highest proportion of mixed ethnicity enrolments
being 22% in London.

Performing arts
Between 2003/04 and 2006/07 there were 149,100 enrolments on performing arts courses across
England. This constitutes 8% of all creative enrolments.

The largest proportion of performing arts course enrolments are in London (23%), followed by the
South East (20%), the North West (10%) and the East of England (10%). Only 4% of these
enrolments are in the East Midlands.

The majority of all performing arts enrolments are female (70%). This varies across regions from
64% females in Yorkshire & Humberside to 74% female enrolments in the East Midlands.

The majority of performing arts enrolments (65%) are aged between 25 and 59. This varies
between 57% in the North East and 70% in the East Midlands. There was also a relatively high
number of enrolments (25%) aged 60 and over. Less than 4% of enrolments are 24 or under.
Similarly to languages, literature and culture and media and communication courses, 4% of
enrolments fall into the 21 to 24 age category.

The majority of enrolments are of white ethnicity (82%). This is followed by Black or Black British
ethnicity (4%) and Asian or Asian British ethnicity (4%). Ethnicity patterns for enrolments follow a
similar pattern across all English regions, with the highest proportion of Asian and Asian British and
Black and Black British enrolments in London (9% and 13% respectively).

Quality of provision

The LSC carries out and publishes the National Learner Satisfaction Survey (NLSS) every year. The
2006/07 report is not available until spring/summer 2008, and the survey was not conducted in
2005/06™ therefore this review covers the 2004/05 report.

The NLSS is the largest survey of post-16 learners undertaken in England. It provides an overview of
delivery and learner satisfaction levels with education and training in England among learners aged 16
and over by capturing their views on various aspects of their learning. This provides invaluable insight
into learners’ perceptions of what is already working well and what might be improved. The survey
also allows for an analysis of key sub-groups within the learner base, such as younger learners, learners
from minority ethnic backgrounds and learners with learning difficulties and disabilities.

The objective of the NLSS is to provide an overview of ‘delivery and learner satisfaction levels with
education and training in England among learners aged 16 and over'. The adult learning sub-report
focuses upon overall satisfaction and the quality of teaching in adult learning, both in non-accredited
learning and in FE delivered by adult learning providers. The 2004/05 NLSS findings were obtained
through consultation with 43,671 interviewees, of which 3,770 (9%) were people taking part in Adult
and Community Learning.

> When it was suspended to test whether or not it was fit for purpose.
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The 2004/05 NLSS reported that overall satisfaction levels of adult learners across all learning areas
were the highest they had ever been:

In the ‘non-accredited Adult and Community Learning (ACL)’ group 94% expressed overall
satisfaction with their learning experience (33% extremely satisfied, 41% very satisfied and 19%
fairly satisfied).

In the ‘FE delivered by adult learning providers’ group, levels of satisfaction with the overall learning
experience were similar, with 93% expressing satisfacation.

In addition:
Overall satisfaction levels have increased year-on-year in ACL as a whole.

Learners from BME backgrounds were less satisfied than white learners. 27% of BME learners were
‘extremely’ satisfied with their overall learning experience, compared with 40% of white learners.

In general, female learners and older learners were considerably more satisfied than male learners
and younger learners.

9.3.1 Quality in creative adult learning
Of the 3,770 ACL participants interviewed for the NLSS ACL sub-report, 199 (5%) studied performing
arts and media-based subjects or courses including drama, dance and photography.

96% of ACL learners participating in performing arts and media-based subjects were satisfied with
their overall learning experience. This rating is slightly higher than the 94% of ACL learners across
all subject areas expressing satisfcation.

96% of performing arts and media ACL learners expressed satisfaction with the quality of teaching
they received. Again, this was slightly higher than the 94% average level of satisfaction with the
quality of teaching across all subject areas.

As part of the NLSS research process, respondents are asked to provide feedback on satisfaction with
aspects of teaching/tuition. Opinions are rated on a 1-10 scale, where a response of 9 or 10 is
considered to indicate a positive appraisal.

Table 21 shows a comparison of teaching satisfaction scores provided by learners involved in
performing arts and media and ACL learners overall. At a glance it is clear that performing arts and
media ACL learners rate tutors particularly highly on their knowledge of the subject (5% above the
average) and their ability to make the subject interesting and enjoyable (8% above average). Their
ability to understand learners and how they like to learn, as well as their management of groups of
learners, were also rated highly.

In contrast, performing arts and media ACL respondents rated teachers as lower than average on the
support they provided, lesson planning, the quality and availability of teaching materials they used,
and their provision of feedback. In particular, the quality and availability of teaching materials was
poorly rated, with a positive score rating of 43% compared to the 51% average.
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Table 21: Comparison of satisfaction with teaching in adult learning

(%) Performing arts and (%) Overall
Aspects of teaching media ACL satisfaction ACL satisfaction
Knowledge of the subject 82 77
How well they relate to you as a person 67 67
Making your subject interesting and enjoyable for you 66 58
Understanding you and how you like to learn 53 49
The support they give you 45 47
Planning their lessons 50 52
The quality and availability of teaching materials they use 43 51
Setting clear targets or goals to help you improve 40 45
Providing prompt and regular feedback 44 51
Managing the group of learners 59 56

Source: LSC NLSS 2004/05

9.4 The experiences of learners
In order to gain an insight into the experiences of learners participating in creative adult learning, a
number of in-depth interviews were carried out with current and lapsed learners. Learners
participating in a variety of artforms were consulted, including poetry, creative writing, a variety of
styles of dance, painting, pottery, glass jewellery making, photography and design.

9.4.1 Time spent participating in creative arts learning
The range of timescales spent participating in courses were extremely variable ranging from one day
up to one year. Some courses had no fixed timescales and were ongoing. A small proportion of
participants consulted for this study took part in 10-week termly courses and most of the respondents
had been doing a variety of courses on and off for two years or more. This variation in participation
reflects the varying duration of courses available.

9.4.2 Identifying courses
The internet was a common method of identifying available courses, along with a number of formal
and informal avenues including local college and council prospectuses, advertising, local press, social
networks and parents attending in support of their children. Public provision appears to be more
visible within the community. The learners consulted in the study tended to source courses from
public providers such as local colleges and through Local Authorities, though a few did go to privately
run courses. The learners appeared to be very focused on their objectives and showed determination in
finding suitable courses.

Messages were mixed from learners with regard to choice; some felt that provision had remained the
same in recent years while others felt it had decreased. None felt that the range of provision in the
area had increased. The changes described by learners reflected the focus on Skills for Life, with more
courses focusing on basic skills.

9.4.3 Motivations for participation and desired outcomes
Learners participated for a variety of individual reasons. Overall, the main motivating factor was
enjoyment and personal satisfaction. This was followed by the desire to develop new skills, relaxation,
the desire to be attain a more ‘professional’ skill level and the inclination to practise an artform with
the later goal of entering professional fields (i.e. getting work published, commissioning paintings,
widening horizons and cultural awareness and providing goals to work towards).
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There were often more specific reasons, such as to support professional employment/development, to
go on to teach others or to set up an art group. There was little interest in gaining formal
accreditation through learning activities; rather there was a preference to engage in informal learning
that did not require a set number of extra hours or adhere to a formal attainment structure.

After completion, learners were inspired to continue participating in the arts, either showing interest in
or actively seeking (or having already signed up to) another course or art group. Learners who were
not currently participating had stopped doing so either because of prohibitive costs, other demands on
time or not being able to find a suitable course in terms of artform or location.

9.4.4 Barriers to participation
Cost was the most frequently cited barrier to participation. This was not always related to course fees
(though many learners found that subsidies were essential in order to support individuals who
struggled to afford fees) but often to the cost of materials necessary for many artforms. A secondary
cost barrier can be paying fees in advance for a full term of classes. This is particularly an issue if
people are ‘trying something out’ and are unsure if they will stay the course. Where learners had
participated in a number of courses across a long time period it was noted that increased costs could
cause ‘a downward spiral’ as fewer people could afford the class, numbers would drop and the class
would be cancelled.

Additional barriers included:

+ Access — finding a suitable course in terms of artform, teaching ability and availability in terms of
timing, location and/or course existence.

+ Restriction on personal time.

+ Lack of confidence — important in the context of attending a class with new people and concern
that standards could be set too high.

+ Teaching standards — knowledge that teachers do not need a qualification to establish a private
class creating uncertainties about quality.

Learners proposed a number of solutions to the barriers identified. These included:

+ Graduated payments — providers could develop a scheme to pay monthly or weekly (not termly),
but still fully commit to all courses from the start. The possibility of developing adult education
vouchers was also suggested.

Holding taster sessions.
+ Testimonials from previous students.
* Increasing advertising and/or developing a central information point.

Allowing prospective learners to try out shorter courses with friends, so they can build up the
confidence to commit to longer courses.

+ Providing clear information on course requirements such as skill levels.

+ Introducing a standard evaluation of tutors or asking the more established ones to remain in
creative arts ACL.
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10. Adult learning infrastructure

In order to provide an overview of the infrastructure supporting the delivery of creative adult learning,
the map below has been developed in order to represent the structure of the sector in England,
according to broad classifications of:

education and learning activity
arts and culture
advisory and research bodies

The diagram on pages 80 and 81 represents the major funding streams and cooperative relationships
that support the sector. Organisations are ordered in approximate hierarchy from top to bottom
depending upon whether they are primarily disseminators or recipients of funding. In addition, each is
colour coded according to their direct association with creative adult learning. The remainder of this
section then describes the different activities and remits of the organisations represented on the map.

Organisations and institutions engaged in education and learning provision represent the most visible
aspect of creative adult learning infrastructure in England. As funding is most commonly sourced
through public sector provision, the funding sources and mediating organisations that support their
delivery play a crucial role. However, providers situated within the arts and cultural sector tend to rely
more heavily upon non-governmental sources of funding. Arts Council England serves as a key funding
body for a number of RFOs providing learning opportunities in the arts. In 2006/07, 787 RFOs
provided ‘education and/or training programme(s)’. In total 3.6 million people attended informal
education sessions, including approximately 680,000 adults.™

Local Authorities (LAs) play a key role in planning the range of provision to be delivered in a local area,
coordinating adult learning opportunities through a range of local organisations. Local Strategic
Partnerships (LSPs) between LAs, local delivery organisations (e.g. colleges, museums, libraries, schools)
and partners are important vehicles for this process.

Educational co-operatives are important mediating influences within creative ACL. They have been
included under ‘Education and Learning’ because they tend to offer arts-based learning as part of a
wider programme, and deliver learning opportunities directly. Examples include the Adult Residential
Colleges Association (ARCA), the Workers’ Educational Association (WEA), and the University of the
Third Age (U3A).

Voluntary and community sector (VCS) organisations — including but not limited to charities — also
provide extensive adult learning provision across England, and are classed as mediating organisations
here as they tend to direct provision across multiple local branches. VCS organisations maintain
philanthropic ideals and provide learning for the purposes of personal enjoyment, leisure or recreation.
Some adopt an explicit emphasis on the wider social benefits of inclusive ACL, such as ContinYou and
the Development Education Association. As a rough approximation, the Charities Commission lists
nearly 400 registered charities covering arts-related activities.

Additionally there are a number of advisory and research bodies that provide invaluable support to the
sector, such as:

16 ACE Education Learning Participation 06/07. (Adults aged 20+).
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10.1

The National Institute of Adult Continuing Education (NIACE) which ‘exists to encourage more and
different adults to engage in learning of all kinds',"” and therefore serves as an important
promotional, advisory and research body for adult learning, including creative ACL.

A range of governmental and non-governmental think tanks which serve to influence learning
provision across England. Examples include the Institute for Public Policy Research (IPPR), the Adam
Smith Institute and the Social Market Foundation.

Voluntary Arts England (VAE) is one of relatively few examples of an arts-centred advisory/
research body, aiming to ‘work towards an empowered, participative, fulfilled and healthy civil
society by promoting practical participation in the arts and crafts’.’

Funding for adult learning

The majority of mainstream adult learning provision is funded through allocations to the Learning
and Skills Council (LSC) from the Department for Innovation, Universities and Skills (DIUS). DIUS’
overall vision for adult education is of a service in which people from all backgrounds can participate,
with access for all but with a focus on attracting people who have benefited least from such learning
in the past.

The DCMS also works nationally through non-departmental public bodies such as the Arts Council,
English Heritage and Sport England, who in turn support a range of specifically creative and cultural
adult learning opportunities through Regularly Funded Organisations.

The LSC aims to provide a balance and mix of provision that takes into account the full range of
provision available in a particular area and within institutions. This includes ensuring the continued
availability of a wide range of adult learning opportunities for personal and community development
learning (PCDL). While a tighter focus on key priorities in adult learning has resulted in more provision
delivered at full cost (and therefore significant increases in fees) there remains a safeguarded level of
PCDL funding of £210m per year. This ‘safeguard’ will be provided until 2010/11 in order to support a
range of adult learning opportunities for personal development, cultural enrichment, intellectual or
creative stimulation and enjoyment and community development learning. In its current format the
£210m is broken down as follows:

£153m for leisure and community related learning for personal and community development
£20m for neighbourhood learning in deprived communities

£25m for family, literacy, language and numeracy

£12m for wider family learning.

The safeguard is delivered mainly through Local Authorities and also FE colleges but also through
course subsidy, i.e. direct support to organisers of informal adult education, or through funding to
individuals/groups to enable them to design and purchase their own informal education.

10.1.1 Distribution of funding across England

In order to provide an understanding of the changing distribution of funding across the nation
information was obtained from the LSC on funding allocations to Local Authorities, which constitute
approximately £120m of the £153m available for PCDL. The information was then aggregated to a
regional level to provide an overview that would allow for a comparison across England. Information
has been combined with data on resident population levels in order to provide a figure for the average
funding per resident in each region.

7 http://www.niace.org.uk/organisation/
'8 http://www.voluntaryarts.org/cgi-bin/website.cgi?tier 1=england
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Figure 2: Creative adult learning infrastructure map
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Table 22: Distribution of funding by region

07/08 % 07/08 funding

PCDL funding PCDL funding 06/07-07/08 total funding per resident
Region 2006/7 2007/8 % change per region aged 15+
North West £17,106,167 £19,071,788 11.5% 15% £3.39
East £10,543,488 £11,407,544 8.2% 9% £2.48
West Midlands £12,432,124 £12,890,582 3.7% 10% £2.94
London £24,959,683 £25,340,821 1.5% 20% £4.12
North East £4,837,574 £4,837,574 0.0% 4% £2.28
South East £18,692,817 £18,483,866 -1.1% 15% £2.73
East Midlands £15,701,798 £15,230,078 -3.0% 12% £4.23
Yorkshire & Humber £9,067,498 £8,305,011 -8.4% 7% £1.96
South West £11,402,613 £9,761,686 -14.4% 8% £2.29
Grand Total £124,743,762 £125,328,950 0.5% 100% £3.00

Source: Learning and Skills Council and National Statistics

Table 22 shows that overall there was a increase of 0.5% in funding allocated to Local Authorities over
the period 2006/07-2007/08. This did vary significantly across the regions, with the South West
receiving 14% less funding and Yorkshire & Humber 8% less. Funding in the South East, London and
North East remained fairly static, while the North West and East regions saw increases of 11% and
8% respectively.

In terms of the distribution of funding across regions, London authorities receive the highest sum with
20% of all funding, followed by the South East and North West each receiving 15%. The North East
and Yorkshire & Humber receive the lowest proportions with 4% and 7% respectively. Looking at this
in comparison with resident population figures reveals an average figure of £3 of funding per adult
resident across England. This varies significantly across regions from £4.12 per adult in London to
£1.96 per adult in Yorkshire & Humber. Only the North West and London receive a higher than
average level of funding per resident.

10.1.2 The impact of LSC funding changes
The National Institute of Adult Continuing Education (NIACE) provides an outline of the most
significant impacts of LSC adult learning funding reductions in its 2007 Unison report, Understanding
the impact of funding changes on adult learning. NIACE conducted interviews with 18 colleges and 15
Local Authorities. The most significant headline findings include:

+ Early evidence of a reduction in the numbers of older participants in ACL.

+  The loss of outreach centres and the ‘dismantling of some of the adult curriculum’is likely to make
it increasingly difficult to engage with learners in the near future.

+ Skills for Life is becoming an increasing important delivery focus for LAs.
Most providers have had to reduce staff numbers as a result of funding reduction for ACL.

+ Local Authorities anticipate that major reorganisation will be necessary as a result of projected LSC
funding cuts between 5% and 25%.

+ On a positive note, providers are becoming more efficient and target-driven as a result of the
pressure to reduce unnecessary expenditure.

Finally, and perhaps most importantly in the context of ACL in the creative arts:

«  “There is evidence of a reduction in both the overall offer and the numbers of courses in certain
traditional adult curriculum areas, for example arts and crafts...”
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10.2

Delivering adult learning
Table 23 shows that there are currently 4,560 providers offering non-accredited creative learning
courses across England.

Table 23: Providers offering non-qualification related adult learning courses

Region Craft Dance Literature Media Music  Theatre Visual Art Providers
North East 140 60 20 60 40 20 110 240
North West 230 50 80 90 80 30 250 440
Yorkshire and Humber 290 90 110 140 130 40 300 620
East Midlands 240 90 50 80 90 20 230 460
West Midlands 240 90 50 80 90 40 210 450
East 160 90 60 70 90 30 240 380
London 260 190 120 170 210 130 310 690
South East 320 160 120 140 170 50 480 790
South West 230 70 90 100 100 40 290 500
Total 2,100 900 700 930 990 390 2,430 4,560

Source: National Learning Directory

NB Rows do not total horizontally because providers often offer more than one type of course.

The South East has the most providers, with more than three times as many located in this region as
in the North East. London also has a high number of providers, which generally offer a more varied
range of courses. Visual arts and craft have the most providers offering courses, with 2,430 and 2,100
respectively. Yorkshire & Humber has a much larger proportion of providers who offer courses in
literature, media and music compared with other areas; its offering is similar to that of London and
the South East.

An extensive range of partners are engaged in the delivery of adult education:

+ Schools

+  Further Education (FE) colleges
Higher Education (HEIs) Institutions

+  Private class-based providers

«  Private self-study courses (with delivery supported through a public/private provider)
Public Sector Community Education

+ Voluntary Sector Education.

The majority of non-qualification creative courses are delivered through public sector community
education (35%), Further Education providers (28%) and private class-based providers (21%). Given
that private providers account for only 15% of the 4,560 providers, it is interesting that so much
provision comes from this source.

As may be expected, without the constraints of following an agenda set by government priorities,
private providers consulted tended to develop the range of provision in order to follow market
demand, placing the emphasis on individual development. Conversely, public providers tended to place
higher emphasis on harnessing the strength of local communities. In terms of developing the teaching
and learning process, private providers appeared less thorough at gathering feedback from learners at
the end of courses.
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The impacts of adult learning

A number of key supporting organisations were consulted in order to gain an insight into the impact
of adult learning. Interviewees included Heads of Adult Learning in a number of Local Authorities,
representatives from the Department for Innovation, Universities and Skills (DIUS), Voluntary Arts
England (VAE), the Workers' Educational Association (WEA) and the Third Age Trust. Interviewees were
generally in consensus that adult learning — and in particular adult learning in the creative arts — has a
strong positive impact.

The influence of creative adult learning in promoting social inclusion, especially amongst priority
groups, was cited as a major benefit in promoting people’s development across the country as well as
developing individuals’ self-confidence, creativity and social esteem. The social value of group
participation in arts learning for promoting community cohesion was commonly mentioned by Local
Authority representatives, a number of whom provided creative learning through Neighbourhood
Learning for Deprived Communities (NLDC) funded provision. Another substantial benefit mentioned
was the role of creative learning in bringing multicultural communities together, as some artforms
(such as music and dance) were especially suited to promoting open-mindedness and cultural
awareness. In addition one respondent in particular stressed the benefits to health and well-being,
especially in later life when ‘the creative mind’ was seen to become notably active.

Participation in creative adult learning opportunities can also assist in educational and professional
development. Non-accredited courses are often a useful ‘stepping stone’ to further formal accredited
learning and/or employment within the sector. Interviews with learners reinforced this to some extent,
with a number of younger learners stating that an element of motivation to participate was gaining
broad experience in the sector for CV enhancement. However, interviewees were keen to stress that
informal learning was not only seen as a means to an end — it was also recognised as inherently
beneficial.

In providing continued support to the creative adult learning sector to enable these impacts, the
supporting organisations felt it was important to ensure continued and (where possible) increased
promotion of the opportunities available for members of the public to get involved in adult learning in
the creative arts. Suggestions for awareness raising activities include:

‘Taster’ events based in local communities, which would have the potential to spark people’s
interest in creative arts adult learning.

Open days, where a number of groups come together under one roof and share promotional
responsibilities.

Consultees also felt that a common set of values for adult learning would assist in informing a
cohesive adult learning system and the delivery of universal aims. Given the range of funding available
to creative adult learning, the creation of a common application gateway through which funding from
all streams/organisations concerned could be channelled in order to meet local needs would be
welcomed.

Developing creative adult learning
The aim of this element of the project was to:

Produce an authoritative base of quantitative and qualitative evidence about the arts in adult
learning that can be used to help broaden and deepen levels of engagement in the arts and enable
the development of individuals’ skills and creativity.

This report has distilled a number of potential areas of development for the sector:

The reformed LSC streams have altered funding arrangements for many Local Authorities, resulting
in @ move away from subsidised mainstream public programmes towards participant-financed
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learning. However, some authorities have developed an innovative approach to planning the
delivery of creative adult learning based on the contributions it can make to the community. The
observed social value of group participation in creative adult learning courses means that some
authorities have begun to offer courses under the Neighbourhood Learning for Deprived
Communities stream. This potentially provides an opportunity to combine arts engagement
initiatives with learning in deprived communities.

+Accessing courses is a significant issue for a variety of reasons. While cost is an issue, the problem
in many cases is less to do with affordability and more to do with investment. The cost of
materials and upfront fees to participate in a new artform which the individual might not enjoy
means than some are understandably reluctant to try new things. Taster sessions and one-day
courses are therefore an ideal introduction to the sector. Currently only 15% of creative courses
available are day-long courses and only 10% run for between one day and one week. In addition to
this LSC funding has ceased for very short learning aims (those below nine hours) as they are felt
to have limited benefits in terms of progression for learners. It is therefore feasible that the number
of short courses will decline further.

+  The consultation undertaken also provided an indication that some priority groups (such as the
elderly) do need additional support with regard to participation in creative arts learning. The
obstacles faced often relate to straightforward considerations such as choice, access and costs.
However, another consideration voiced by both learners and providers and which is especially
relevant to priority groups is the lack of emotional support (i.e. advice and encouragement)
available to some learners, which is vital to maximising the potential social benefits of adult
learning. The sector would benefit from a stronger focus upon attracting and retaining participants
from priority groups by addressing issues such as low confidence and social exclusion.

+ There is often a significant emphasis on continued participation in the sector following completion
of a course. There is a perceived ideal that people will move on to further accredited study, formal
learning or even employment. Many consultees were keen to stress the importance of participation
for pleasure and the benefits of individual and personal self-development unrelated to educational
or professional progression. Interviews with learners demonstrated a lack of interest in training that
was too structured or formal, therefore continuing to develop an arts environment which
emphasises and encourages participation in isolation from progression would undoubtedly benefit
the sector. However, while the need to develop an arts environment which recognises non-
accredited participation as inherently valuable is important, it is also necessary to recognise that
the learning experience can often transform people’s attitudes towards accredited learning. The
capacity of the creative sector to engage people who may then move on to further learning may
provide an opportunity to link with the level 2 skills agenda.
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Appendices

Distribution of groups by artform and region (region totals)

Yorkshire
East North North South South West and
East  Midlands London East West East West  Midlands Humber England
Craft 1% 2% 1% 4% 2% 1% 2% 2% 2% 2%
Dance 7% 7% 9% 4% 6% 6% 3% 6% 8% 6%
Festivals 2% 2% 1% 2% 2% 2% 2% 2% 3% 2%
Literature 2% 2% 0% 4% 2% 2% 1% 1% 1% 2%
Media 1% 1% 1% 1% 2% 2% 4% 1% 2% 2%
Music 22% 23% 23% 15% 21% 25% 23% 23% 27% 23%
Theatre 11% 11% 12% 16% 13% 8% 11% 13% 7% 11%
Visual Arts 5% 2% 4% 3% 2% 6% 4% 1% 2% 4%
Multi-Art 49% 50% 49% 52% 50% 49% 50% 51% 48% 50%
Total 100% 100% 100% 100% 100% 100% 100% 100% 100% 100%
Source: TBR Art Survey 2008 (Ref: W1/S6)
Estimated distribution of groups by artform and region (artform totals)
Yorkshire
East North North South South West and
Artform East Midlands London East West East West Midlands Humber England
Craft 10% 12% 8% 15% 15% 8% 13% 11% 11% 100%
Dance 15% 9% 16% 5% 11% 18% 8% 8% 10% 100%
Festivals 11% 9% 7% 6% 10% 16% 18% 11% 12% 100%
Literature 13% 12% 3% 17% 13% 20% 8% 8% 7% 100%
Media 7% 5% 9% 2% 11% 18% 33% 4% 10% 100%
Music 12% 9% 11% 5% 10% 20% 14% 8% 10% 100%
Theatre 12% 9% 12% 11% 13% 14% 14% 10% 5% 100%
Visual Arts 16% 5% 11% 7% 6% 31% 17% 2% 4% 100%
Multi-Art 12% 9% 11% 7% 11% 18% 15% 9% 8% 100%
Total 12% 9% 11% 7% 11% 19% 14% 8% 8% 100%

Source: TBR Art Survey 2008 (Ref: W1/S6)
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Distribution of members by artform and region (region totals)

East
Craft 0%
Dance 3%
Festivals 1%
Literature 0%
Media 1%
Music 37%
Theatre 19%
Visual Arts 6%
Multi-Art 32%
Total 100%

East
Midlands London
1% 0%
4% 1%
4% 3%
0% 0%
0% 0%
26% 22%
19% 28%
6% 8%
39% 37%
100% 100%

Source: TBR Art Survey 2008 (Ref: W1/56)

Distribution of members by artform and region (region totals)

East
Craft 7%
Dance 9%
Festivals 1%
Literature 12%
Media 5%
Music 10%
Theatre 7%
Visual Arts 9%
Multi-Art 6%
Total 7%

East
Midlands London
11% 4%
12% 9%
5% 7%
12% 0%
2% 5%
6% 11%
7% 21%
9% 24%
7% 13%
7% 14%

Source: TBR Art Survey 2008 (Ref: W1/56)

Number and distribution of male and female members

Craft
Dance
Festivals
Literature
Media
Music
Theatre
Visual Arts
multi-art
Total

Male
6,000
66,000
120,000
6,000
34,000
691,000
452,000
100,000
946,000
2,421,000

Source: TBR Art Survey 2008 (Ref: W4/S1)

North North
East West
0% 1%
0% 2%
3% 3%
0% 0%
0% 0%

37% 38%

17% 18%
5% 2%
36% 35%
100% 100%

North North
East West
7% 21%
2% 12%
4% 6%

12% 12%
2% 3%
10% 16%
6% 11%
9% 6%
7% 10%
7% 11%
Female
22,000
62,000
208,000
11,000
28,000
951,000
661,000
165,000
1,393,000
3,501,000

South South
East West
0% 0%
3% 0%
5% 13%
0% 0%
0% 3%

30% 17%

17% 13%
4% 3%
40% 49%
100% 100%

South South
East West
7% 21%

34% 5%
20% 48%
18% 12%
8% 66%
25% 13%
21% 14%
21% 14%
23% 25%
23% 20%
Total
28,000
128,000
328,000
17,000
62,000

1,642,000

1,113,000
265,000

2,339,000

5,922,000

West
Midlands

2%
2%
4%
1%
0%
25%
23%
5%
38%
100%

West
Midlands

18%
6%
4%

12%
2%
5%
7%
7%
5%
6%

Male
21%
52%
37%
35%
55%
42%
41%
38%
40%
41%

Yorkshire
and
Humber

1%
5%
3%
1%
1%
29%
23%
2%
34%
100%

Yorkshire
and
Humber

7%
13%
3%
18%
6%
6%
7%
3%
5%
5%

87

England
0%
2%
6%
0%
1%

28%
19%
4%
39%
100%

England
100%
100%
100%
100%
100%
100%
100%
100%
100%
100%

Female
79%
48%
63%
65%
45%
58%
59%
62%
60%
59%
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Number of members by age
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Under 16 16-24 25-44
Craft 0 500 4,000
Dance 48,000 17,000 15,000
Festivals 135,000 37,000 32,000
Literature 0 200 2,000
Media 300 1,000 5,000
Music 157,000 101,000 379,000
Theatre 170,000 134,000 256,000
Visual Arts 400 3,000 27,000
Multi-Art 482,000 213,000 404,000
Total 992,700 506,700 1,124,000
Source: TBR Art Survey 2008 (Ref: W4/S2)
Distribution of members by age
Under 16 16-24 25-44
Craft 0% 2% 14%
Dance 38% 13% 12%
Festivals 41% 11% 10%
Literature 0% 1% 12%
Media 0% 2% 8%
Music 10% 6% 23%
Theatre 15% 12% 23%
Visual Arts 0% 1% 10%
Total 17% 9% 19%

Source: TBR Art Survey 2008 (Ref: W4/S2)

Participants in voluntary and amateur arts groups

Artform
Craft
Dance
Festivals
Literature
Media
Music
Theatre
Visual Arts
Multi-Art
Total

Source: TBR Art Survey 2008 (Ref: W2/S3, 54, S2)

Extra Participants
(e.g. extras, helpers
and volunteers)

13,000
12,000
395,000
11,000
12,000
643,000
687,000
52,000
1,692,000
3,517,000

45-64 65-74
13,000 8,000
38,000 8,000
46,000 52,000

8,000 5,000
31,000 17,000
553,000 353,000
348,000 158,000
99,000 105,000
671,000 423,000
1,807,000 1,129,000
45-64 65-74
46% 29%
30% 6%
14% 16%
47% 29%
50% 27%
34% 21%
31% 14%
37% 40%
31% 19%

Members involved
in management

4,000
14,000
12,000

4,000

6,000

183,000
112,000

35,000
194,000
564,000

75 and over Total
3,000 28,000
2,000 128,000

26,000 328,000
2,000 17,000
7,000 62,000

99,000 1,642,000

47,000 1,113,000

32,000 265,000

146,000 2,339,000
364,000 5,922,000
75 and over Total
11% 100%

2% 100%

8% 100%

12% 100%
11% 100%

6% 100%

4% 100%

12% 100%

6% 100%

Members participating
on a paid basis

1,000
1,000
9,000
200

60
50,000
20,000
8,000
58,000
147,000
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Disabled and BME participants

Disabled Proportion BME Proportion
Artform members disabled members BME
Craft 2,000 7% 800 3%
Dance 2,000 2% 2,900 2%
Festivals 3,000 1% 6,500 2%
Literature 1,000 6% 400 2%
Media 3,000 5% 600 1%
Music 40,000 2% 23,900 1%
Theatre 34,000 3% 17,700 2%
Visual Arts 15,000 6% 3,600 1%
Multi-Art 54,000 2% 40,700 2%
Total 154,000 3% 97,100 2%
Source: TBR Art Survey 2008 (Ref: W4/S3, S4)
Participants by employment status
Full-time Employed
student Not (including
Sub-artform (including school) employed self-employed) Retired Total
Craft 400 3,000 10,000 15,000 28,000
Dance 65,000 3,000 47,000 14,000 128,000
Festivals 153,000 6,000 71,000 97,000 328,000
Literature 100 1,000 6,000 9,000 17,000
Media 1,000 4,000 27,000 30,000 62,000
Music 275,000 109,000 751,000 507,000 1,642,000
Theatre 230,000 75,000 561,000 248,000 1,113,000
Visual Art 2,000 13,000 90,000 160,000 265,000
Multi-Art 634,000 117,000 910,000 679,000 2,339,000
Grand Total 1,360,500 331,000 2,473,000 1,759,000 5,922,000
Source: TBR Art Survey 2008 (Ref: W4/S5)
Proportion of expenditure on venues
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Artform S N v5'° '—;5 °© ‘5 < = 6@ © g k§ () ,§‘
Craft 30% 16% 7% 7% 5% 5% 11% 1% 18% 100%
Dance 37% 2% 8% 3% 6% 2% 20% 8% 15% 100%
Festivals 15% 9% 8% 3% 32% 3% 10% 3% 18% 100%
Literature 9% 6% 0% 4% 21% 3% 6% 13% 37% 100%
Media 15% 21% 9% 4% 19% 0% 15% 2% 15% 100%
Music 12% 6% 15% 3% 13% 2% 29% 6% 13% 100%
Theatre 26% 13% 9% 2% 8% 13% 14% 3% 11% 100%
Visual Art 29% 1% 3% 5% 1% 3% 16% 2% 21% 100%
Grand Total 21% 9% 10% 3% 13% 6% 19% 5% 15% 100%

Source: TBR Art Survey 2008 (Ref: W3/54)
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Reasons for joining the group

Enjoyment
and appreciation

Sub-artform of the artform

Craft 49%
Dance 75%
Festivals 56%
Literature 67%
Media 63%
Music 83%
Theatre 79%
Visual Art 66%
Grand Total 74%

Source: TBR Art Survey 2008 (Ref: W3/58)

Our Creative Talent: the voluntary and amateur arts in England

Health/
relaxation Other
8% 4%
4% 1%
0% 8%
2% 0%
0% 0%
0% 2%
1% 2%
1% 4%
1% 3%

Promote Promote/
sense of support
community the artform
0% 2%

0% 3%

4% 3%

0% 2%

0% 0%

0% 0%

0% 1%

0% 3%

1% 1%

Social  To develop
benefits skills
6% 31%
9% 7%
3% 25%
8% 20%
10% 28%
3% 10%
10% 8%
3% 23%
6% 13%

Total
100%
100%
100%
100%
100%
100%
100%
100%
100%

Would you say that the number of people in your group over the last five years has grown, declined or stayed the same?

Artform
Craft

Dance
Festivals
Literature
Media

Music
Theatre
Visual Art
Grand Total

Source: TBR Art Survey 2008 (Ref: W3/S9)

Declined
10%
18%
14%

8%
21%
14%
16%
14%
15%

Grown
59%
43%
47%
58%
49%
48%
47%
43%
48%

To what extent would your group like to increase its membership?

Don’t mind/

Happy to

stay as

Sub-artform we are
Craft 29%
Dance 15%
Festivals 14%
Literature 38%
Media 10%
Music 22%
Theatre 13%
Visual Art 31%
Grand Total 19%

Source: TBR Art Survey 2008 (Ref: W3/S9)

We'd like to increase
our membership but we're
not taking any active steps

to recruit new members
at the moment

33%
25%
15%
28%
15%
18%
26%
21%
22%

We're doing
as much as we
can to increase

our membership

20%
25%
30%
16%
45%
21%
25%
17%
24%

The same
31%
39%
39%
34%
31%
38%
37%
43%
38%

We're taking
some steps

to recruit

new members
at the moment

18%
34%
41%
18%
30%
39%
36%
32%
35%

Total
100%
100%
100%
100%
100%
100%
100%
100%
100%

Total
100%
100%
100%
100%
100%
100%
100%
100%
100%
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Qutside The Box

he Arts World seems to be riddled with

a series of counterpoints and opposing

positions. Is opera high art and rock
music low art? Is product more important than
process for arts producers and the opposite
true for participatory arts activity? s
contemporary art of a higher status than
traditional artforms because one is perceived
by some to be more innovative than the other?
What is more important - the intrinsic or
instrumental values of taking part in the arts?
And when does an amateur become a
professional? This leads to an underpinning
issue - where are the boundaries between the
professional and amateur parts of the sector?

Really! | propose we do away with all these
labels and arguments — in many cases they are
unhelpful and only serve to create barriers. We
are working in the arts for goodness sake! Do we
really have to put things in boxes? For example,
when does a writer who has been grafting away
producing work in a community writing group
for years suddenly become professional? In the
event of his/her first published work?

As to the other arguments - Art should not
be placed on a scale of low to high; both quality
of product and process are important
throughout the arts; contemporary and
traditional arts have equal status, often
intertwine and are not mutually exclusive; all

CYNGOR CELFYDDYDAU CYMRU
THE ARTS COUNCIL OF WALES

VOLUNTARY ART'S waLEs B Q‘zﬁz
CELFYDDYDAU GWIRFODDOL CYMRU ey G

participation in the arts has instrumental and
intrinsic value.

The arts sector in Wales is fluid and organic,
with many blurring of boundaries and various
parts interconnecting in an array of different
ways which are mutually supportive. For
example, voluntary and community arts
activities are not only a breeding ground for the
professional arts and creative industries, but
actually create employment opportunities that
support professional artists.

Finally then, a plea to ensure that grass roots
activity is given the same profile as other arts
activity. Without these roots there would be
no trees.

Jacquy Box, Wales Coordinator

A session at The Big Experiment 2009.

Photo by kind permission of Chris Bursnall.

Voluntary Arts Wales, PO Box 200,
Welshpool, Powys SY21 7TWN

Tel: 01938 556455.

Email: info@vaw.org.uk

Web: www.vaw.org.uk
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Wa

es Promotes and Nurtures

its International Talent

he Artist Development Programme for

Black and Ethnic Minority Artists has

gained momentum and support from a
range of partners including its principle funder,
the Arts Council of Wales. The two pronged
programme comprised of the Artist Database
and an Artist Professional Development
Programme was launched in 2006.

After discussions with the Arts Council in
2005, the Black Voluntary Sector Network
Wales (BVSNW) established the BME Artist
Database to promote the arts, artists and
cultural diversity. The aim was to showcase to a
wider audience the positive impact of
multiculturalism on society and how
contemporary Wales has been enriched by the
influences of multiculturalism.

Since then the programme has blossomed,
delivering events, facilitating consultations and
supporting artists across Wales in their specified
art form; from music to performance arts, from

W bvsnw

Black Voluntary Sector Network Wales
Reywydwaith Sector Gwirfoddol | Bobl Croenddu Cymru

Photographs
by kind
permission
of BVSNW.

literature to visual arts and from dance to multi-
media.

The Arts today provide a viable and
rewarding career path for many practitioners.
With the variety of academic courses available
to artists in Wales through institutions such as
the Atrium, the University of Glamorgan’s
flagship creative and cultural centre, new
opportunities are becoming available to practice
as skilled professionals in a fiercely competitive
market suffering from the affects of the current
recession.

BVSNW has always recognised the need for
alternative avenues to build skills and the
capacity of emerging Black and Ethnic Minority
artists. We achieve this through working in
collaboration  with  mainstream service
providers as well as a diverse range of Wales-
wide partners.

‘Our Vision is to see Cultural Arts playing
their fullest role in Wales with artists,
galleries & spaces, Arts agencies & local
authorities, training bodies, funders,
employers and promoters achieving regional
and national excellence in practice,
excellence in diversity and excellence in

equality of opportunity.’
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Wales has provided some of the most
innovative talent and skills in the fields of arts,
education and culture, and the Arts
Development Team with over 30 years
experience have felt privileged to have worked
with over 200 unique and inspirational artists.

Artists subscribing to the programme receive:

* an initial 1-2-1 professional development
session to assess their needs, ability and
future aspirations;

* referrals to partner training and support
agencies such as Community Music Wales,

g39’s Warp programme, Skillset Cymru and
Community Dance Wales;

* access to resources at BVSNW such as the
internet and our service information library;

* regular e-bulletins;

* early invitations to regional seminars;

* Arts & Culture bi-annual forum;

* involvement in events such as Black History
Month, Chinese New Year, International
Women’s Day and Gypsy, Roma and
Traveller History Month;

* employment and volunteering opportunities;
and

* a dedicated Women’s Arts Officer for any
female Artists wishing for a service which is
culturally and religiously sensitive to their
needs.

For  further information go to
www.bvsnw.org.uk If you'd like to discuss the
programme further, contact BVSNW tel: 029
20 440188 or e-mail Leanne Rahman
l.rahman@bvsnw.org.uk or Nicky Delgado
n.delgado@bvsnw.org.uk
Leanne Rahman
Arts Development Officer, BYSNW

Agents of change In
the Celtic countries

he Celtic Neighbours project, a three

I year action research project funded by

the Carnegie UK Trust, drew to a close

in 2009. It provided community-based arts and

cultural groups that work through their

indigenous languages with an opportunity to
collaborate.

A report in the form of a colourful book
entitled ‘Beirm, Bwrlwm, Fiudadh Foinn
(Ferment):  Culture, confidence and
regeneration in rural Celtic communities’ was
launched at the National Eisteddfod in Bala in
August by the Minister for Heritage, Alun Ffred
Jones AM. The book is in three parts: best

Minister
cuts cake to
launch
Bwrlwm.

practice, agents of change, and what was learnt
from the process, and can be viewed on our
website www.vaw.org.uk

We would like to thank Meic Llewelyn,
Bwrlwm’s editor (above, left), for all his hard
work and enthusiasm with the Celtic
Neighbours project and previously as a
member of staff with VAW. Meic’s commitment
is much appreciated. Thank you Meic.
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Who's who In
Voluntary Arts Wales

small but busy team! Voluntary Arts
AWaIes has three members of staff:

acquy Box, Wales Coordinator;
Sioned Best, Finance Officer and Gwenan
Davies, Information Officer. Sioned and
Gwenan both work part-time from the
office in Welshpool, whilst Jacquy, when
she’s not out and about, works from home
in South Wales. Sioned is now on maternity
leave, and in her absence, Ingela Mann has
been appointed to take over her
responsibilities.

www.vaw.org.uk

VAN briefings go
bilingual

AN briefings provide organisations
Vand individuals in the voluntary

arts sector with up to date
information about a wide range of topics
of interest to the sector in the UK. They
are a valuable source of expertise, and are
available from www.voluntaryarts.org
VAN briefings are now available in
Welsh as well as English, and can be
downloaded from www.vaw.org.uk

Minister plans
Statement on Culture

he Minister for Heritage, Alun
I Ffred Jones AM, plans to issue a
short Statement on Culture in
2010. It’s expected that the Statement will
set out some key short term messages — it
will not be a strategy or have an action
plan, but its publication may lead to new
areas of work. An initial discussion paper
was presented to the Arts Strategy Board
during the autumn 2009. If you would like
to know more, please contact VAW as
Jacquy Box represents the voluntary arts
sector on the Board.

Guidance on Vetting
and Barring Scheme

he new Vetting and Barring Scheme
I was launched in October 2009 to
protect children and vulnerable
adults. The scheme will have a major
impact on the recruitment and monitoring
practices of people working or
volunteering with children. Official
guidance can be found on the new
Independent Safeguarding Authority (ISA)
website www.isa-gov.org.uk A new VAN
briefing, ‘Children and Vulnerable
Groups’, is now available to download
from www.voluntaryarts.org
(source - VAN)

Voluntary Arts Wales is the development agency for the
participatory arts in Wales, existing to promote and
support participation in the arts as a force for personal
development, community cohesion and fun.

‘Join us in our passion for participation.’

Do you need this publication in an alternative format?
Would you prefer to receive this newsletter electronically

in future? Please let us know by contacting us:
tel 01938 556455 or email: info@vaw.org.uk
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Recession Busting

sn’'t it ironic how so many external factors
seem to have a detrimental effect on
communities and the groups who work in
them, whilst so many positive outcomes
happen and are possible by virtue of them? At
the moment, the external factors paint a pretty
grim picture for community based, voluntary
arts sector organisations and groups:
* the gloom of the current financial climate
and the lack of confidence in the financial
system;

* leading to less availability of public funds
and a decline in income for voluntary arts
sector organisations and groups;

* leading to even more tightly targeted
funding streams that cut out many excellent
projects and infrastructure organisations;

* leading to more pressure on voluntary
boards and trustees in terms of keeping
the organisations viable, whilst dealing
with restructures, mergers, redundancies
and - in the worst instances - closures;

* ultimately leading to less community
based projects and initiatives.
Over the last year with diminishing lottery

funds, the Olympics drain and now the
economic climate, Voluntary Arts Wales has

Acknowledgement: Maria Hayes, supported by the Celtic Neighbours
Project.
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seen a steady growth in the number of small
voluntary arts groups and organisations
requiring our help. About 90% of the
information requests we receive are from
people searching for funding. During the last
six months a substantial amount of our work
has been helping other organisations with
matters such as redundancy procedures due to
financial crisis.

The results of all the financial implications
for the sector and communities at this time
coupled together with the increasing
restrictions of the legislative drive (see article
on licensing but also think childcare and health
and safety legislation) really appears
disastrous.

This all just at the very time when these
community initiatives are even more vital in
view of the likely impact on communities of
the economic downturn, such as increasing
mental health issues, alcohol and drug
addiction and homelessness. Voluntary arts
groups and organisations need even more
support because of this — they are embedded
in communities and best placed to help
combat the results of this economic climate on
individuals and families in their area.
Infrastructure bodies to support these groups
are also more needed than ever.

The whole of the Third (Voluntary) Sector
seems to be galvanising itself to deal with the
predicted issues. For example, in England the
Office of the Third Sector and the Local
Government Association have already
committed to an action plan to deal with
“Recession and the Third Sector.” The
National Council for Voluntary Organisations
is proposing to ask the UK Government for
£100 million pounds to help deal with the
increasing demands organisations in the Third
Sector will have to face. Wales Council for
Voluntary Action has recently drafted an
outline action plan “The Third Sector and the
Recession in Wales” and is planning to hold a
conference in April.

www.vaw.org.uk

It is inevitable that there are going to be
increased demands for certain services and
projects in communities to tackle the
problems resulting from the recession. As we
know, many of these serious issues relating to
an individual’s physical and mental health and
wellbeing are improved by the innovative use
of Participatory Arts alongside ongoing
participation in community embedded cultural
activity: the impact of participating in the arts
to improve mental health issues is well proven.

Participatory Arts are definitely the way
forward! The strength of working together
creatively for shared outcomes, the feeling of
community cohesion, the joy that comes from
participating in cultural activities together, the
chance to socialise and the positivity this
engenders, the development of new skills and
the therapeutic benefits all contribute towards
helping to address individual and social
problems in the community. With the growing
number of people who are going to be
unemployed and in need of constructive
activity and rebuilding their confidence, these
activities are essential.

The voluntary arts sector needs to seize the
very essence of community — work together, be
resilient to change and flexible to adapt to these
challenging circumstances. Here is the impetus
for groups to look at different, more sustainable
ways of creating activity. This is the time for
organisations to take a really good look at
themselves, to refocus and hopefully move
forward to a healthier place.

The financially governed world we live in
has proved its fragility and people have lost an
incredible amount of confidence in it, but
communities are still thriving and with the
right support have an amazing capacity to
make the world we live in a better place.

So come on Welsh Assembly, local
government, funders and businesses — support
our communities - work with us, invest in us,
give us the opportunities and the respect we
deserve.
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Licence to Kill?

nvisage the scene: a community dance

class for young people who want to learn

street dance - a frantic dance
practitioner trying to tally up how many times
they have played a particular piece of recorded
music for the workshops. ‘Now is that 8 times
we’ve played the Pussycat Dolls and |2 times
Franz Ferdinand, or was it 137 When you
realise that many community _dance
organisations put on in excess of 50 workshops
a week, with groups of up to 30 members at
each workshop, you start to see the scale of
this counting game. But. this is in_effect what
could be required if proposed amendments to
the licencing law come into being.

The Licensing Act came into force in*2003.
During the consultation period, the cultural
industries and voluntary arts sector expressed
serious concerns about the effects the Act
would have on community activity. From here
on ensued confusion = 'what did the Act actually
say? What did the Act mean in‘law? How would
the Licensing Officers .in Local Authorities
interpret it? How would it be applied?

Let’s be honest - confusion still reigns and
the interpretation and application of the Act
varies widely across local authorities in Wales
and England. It doesn’t help that:the Welsh
Assembly Government does not have direct
jurisdiction over this Act: however, the negative
effects will impact on culture, education,
cultural industries, cultural tourism, economic
development and social justice for which it does
have a remit. Voluntary Arts Network (VAN)
has produced two briefings to try and address
some of the confusion surrounding the Act:
Licensing Act 2003 (No. 76) and What’s
happened to the Licensing Act 2003?
(No.101). Both are available to download from
the VAN website at www.voluntaryarts.org

In June 2007, the Department for Culture
Media and Sport brought out revised Guidance
Notes to Licensing Officers of Local Authorities

and claimed to_have dealt with the confusion
over the status of ‘incidental music” and other
community.‘concerns. There is, in fact, very
little clarification or change when comparing
the two versions. And then when you thought
things couldn’t get any worse, new proposals by
the UK Intellectual Property Office (UK-IPO) to
end exemptions for charities and other not-for-
profit organisations would mean that playing
music at events ranging from tea parties to
conferences’ to participatory arts workshops
would cost money. Voluntary arts groups.are
now. fearful that they may‘have to find millions
of pounds every year.if laws covering the use of
recorded music for events and workshops are
changed in this-way. The consultation on this
proposed amendment closed in October 2008:
however, "we will continue to represent the
views of the sector where possible to advocate
against its implementation.

This proposal shows a very incomplete
knowledge of how the wider community
actually'works, and expecting small arts groups
to have the financial resources to be able to pay
for access' to ‘music shows a real lack of
awareness of the income and expenditure
streams of the average local arts group.
Coupled with this, the law as it stands appears
to be prohibitive of spontaneous music making
sessions in pubs and community venues. The
more organisations and clubs begin to clamp
down on events of this nature, the greater the
loss in terms of reduced opportunities to freely
participate in music making. We know of
specific examples of activity which have not
taken place because of this Act. This in itself is
a great loss, but when you consider that this
kind of participation is often the first rung of the
ladder for individuals and groups who then
move on to contribute to the creative
industries in Wales, and how the whole
spectrum of this kind of cultural activity
contributes to Wales as a cultural tourism
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destination, the whole situation is much more
worrying.

We cannot think of any empirical evidence
that supports the need for these reforms, only
evidence indicating this legislation would
damage activity in the voluntary sector. We
believe this is another case of unnecessary and
disproportionate regulation, and we doubt that
the copyright owners would see much or any
additional income after taking relevant
administration costs into account. And how do
you actually police this — a Women'’s Institute
group participating in a salsa class in the depths
of Ceredigion — now there’s a challenge!

www.vaw.org.uk
Gift Aid

re you making the best of any
donation given to your group or
rganisation? Heard of the Gift Aid

scheme? Gift Aid works by allowing
charities to take a donation and then
reclaim tax on its ‘gross’ equivalent at the
basic rate from HM Revenue and Customs.
It applies to one off or regular donations. To
find out more, go to www.hmrc.gov.uk or
www.wcva.org.uk

The Arts
Strategy Board

he Arts Strategy Board was set up in
I response to the recommendation in the
Stephens Report (2006) to establish a
forum which would ensure a more joined-up
approach to the development of arts policy and
strategy in Wales. The Board is a Ministerial
advisory group with a remit to challenge, inform
and help shape future arts policy and strategies
of the Assembly Government. It has no decision
making powers and there are no formal voting
procedures.

The Board meets quarterly and is chaired by
the Minister for Heritage, Alun Ffred Jones AM.
The Board members include the Minister and
representatives from the Arts Council of Wales,
the Welsh Local Government Association, Arts
and Business Cymru, Wales Arts International,
Voluntary Arts Wales and senior officials from
the Welsh Assembly Government’s Culture,
Welsh Language and Sport Department.
Additional members are invited by the Chair on
an ad hoc basis to assist in the development of
specific strategies.

This is the forum where draft strategies such
as those for Arts in Health and Wellbeing and
Young People and the Arts, both developed by

4

Acknowledgement: Geraint Jones, Rhondda Cynon Taff Community Arts.

the Arts Council of Wales, are discussed prior to
being signed off. Jacquy Box, Wales Co-ordinator,
Voluntary Arts Wales, represents the voluntary
arts sector on the Board. Examples of issues we
have advocated for on behalf of the sector include
the effects of the Olympics funding drain and
licensing law changes and health and safety
legislation which are both having a negative
impact on participatory arts in communities. The
agenda is set a considerable time in advance, but
should you wish to raise issues of relevance to the
voluntary arts sector, please contact us.
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Theatr Felinfach is above all a centre for
informal education, working primarily
through drama in the medium of Welsh,
in schools across Ceredigion. They were
recently approached by a rural primary school,
anxious that Welsh was being displaced as the
playground language - a concern felt by many, of
course, especially in those areas that have
experienced large-scale inward migration in
recent decades. Could Theatr Felinfach do
anything to reverse this school’s situation?

A ‘Clwb Drama’ was set up, meeting weekly
and led by one of the theatre’s specialist
workers, in which as well as taking part in
creative games, children were encouraged to
devise and act out stories relating to their own
lives and community, and to research the area’s
history. All activities take place through the
medium of Welsh, but learners and non-
speakers are welcomed and supported,
enabling them to take part, and improve their
skills, at a level comfortable to themselves.
Children are now playing together more in both
languages, the school staff have noted, and

Acknowledgement: Theatr Felinfach.
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Diwylliant Bro®

they’re convinced that the profile of the Welsh
language, as well as the cultural confidence of
the Welsh-speaking majority, has markedly
improved. The project, which is now leading up
to an end-of-year public performance, has been
so successful that a petition was launched,
signed by the children as well as staff and
teachers, that Theatr Felinfach would continue
working in the school for the next year too.

As news has got around, three other
schools across the county have approached the
theatre for the same kind of support, and
approaches have been received from further
afield: the staff at Felinfach are beginning to
realise that they may have created a monster —
of the nicest possible kind. A model like this
may well, of course, be transferrable in future
not only to other Welsh and minority-language
communities, but in all situations in which
different languages and cultures live together
side by side.

‘Diwylliant Bro’ (the culture of the
community) has now been set up as a free-
standing project under the aegis of the Friends
of Theatr Felinfach, a group
whose raison-d’etre is the
development of activities
outside the theatre’s normal
remit. A trained and
experienced Development
Officer has been appointed,
and an integral part of future
initiatives will be the training
of school teachers, as part of
each project, to a level at
which they’ll be able to take
over the activity when the
time is right. The Friends are
actively seeking funding to
further develop a very
exciting project — watch this
space for further news.
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The Third Sector
Partnership

Coundall

The Third Sector Partnership Council
(previously known as the Voluntary
Sector Partnership Council) is a key
mechanism for maintaining regular dialogue
between the voluntary sector and the Welsh
Assembly Government. It is chaired by Dr Brian
Gibbons, Minister for Social Justice and Local
Government, who has responsibility for the
sector. The Partnership Council is made up of
twenty four representatives of voluntary sector
networks working across twenty four key areas
of voluntary sector activity (from animal

welfare to social housing) as well as three
representatives from Wales Council for
Voluntary Action (WCVA). Its main purpose is
to make sure that the principles set out in the
Assembly’s Voluntary Sector Scheme are put
into practice. It also provides an opportunity for
the sector to raise key issues of interest and
concern which affect the voluntary sector in
Wales. Examples of issues discussed are the
Communities First programme, new ways of
funding the sector and procurement. Issues
relating to a specific area of interest e.g.
voluntary arts can be taken up through twice
yearly meetings between the voluntary sector
and the relevant Minister. Jacquy Box, Voluntary
Arts Wales, represents the arts and heritage
sector on the Partnership Council.

The agendas are set a considerable time in
advance, but should you wish to raise issues of
relevance to the voluntary arts sector, please
contact us.

An excellent
day!’

‘It was an absolutely brilliant day, very
I helpful’ - one of the positive comments we

received about our Welsh Language
Scheme event. Around thirty participants,
mainly from voluntary arts umbrella bodies,

heard from experts and practitioners about
the importance of Welsh Language Schemes
and working bilingually in the voluntary sector.
The Minister for Heritage, Alun Ffred Jones
AM, told those present that they had a special
opportunity to contribute to the task of
making the Welsh language an essential part of
Welsh identity. The event, held at the end of
February at the Senedd, Cardiff Bay, proved to
be interesting, practical and informative, and
we hope to organise similar events in future.

Voluntary Arts Wales is the development agency for the
participatory arts in Wales, existing to promote and
support participation in the arts as a force for personal
development, community cohesion and fun.

‘Join us in our passion for participation.’

Do you need this publication in an alternative format?
Would you prefer to receive this newsletter electronically
in future? Please let us know by contacting us: tel 01938

556455 or email: info@vaw.org.uk




Newyddion gan Celfyddydau Gwirfoddol Cymru

Goresgyn y

Tdi hi'n eironig sut gall gymaint o ffactorau
allanol gael effaith niweidiol ar gymunedau
a’r grwpiau sy’n gweithio ynddynt, tra bod
llawer o bethau cadarnhaol yn digwydd ac yn
debygol o ddigwydd o ganlyniad i'w rhinweddau?
Ar hyn o bryd, o edrych ar y ffactorau allanol,
mae’n edrych yn bur ddu ar fudiadau a grwpiau
cymunedol y sector celfyddydau gwirfoddol:

* anobaith yn yr hinsawdd gyllidol bresennol
a’r diffyg hyder yn y system gyllido;

* hynny’n arwain at lai o gronfeydd cyllido
cyhoeddus a dirywiad mewn incwm i
fudiadau a grwpiau’r sector celfyddydau
gwirfoddol;

* arwain at dargedu ffrydiau cyllido
cyhoeddus tynnach, gan anghofio am nifer
o brosiectau gwych a chyrff is-adeiledd;

* arwain at ragor o bwysau ar fyrddau ac
ymddiriedolwyr gwirfoddol wrth geisio
cadw mudiadau yn ddichonadwy, ymdrin
ag ailstrwythuro, cyfuno, colli swyddi ac -
yn yr amgylchiadau gwaethaf - cau
llefydd;

* gan arwain yn y pen draw at lai o
brosiectau a mentrau cymunedol.

Dros y flwyddyn ddiwethaf, gyda lleihad yng
nghyllid y Loteri, y Gemau Olympaidd yn mynd
a llawer o gyllid y wlad, a nawr y dirwasgiad
economaidd, mae Celfyddydau Gwirfoddol

VA
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Cymru wedi gweld cynnydd yn y nifer o
grwpiau a mudiadau bychain celfyddydol
gwirfoddol sydd eisiau ein cymorth. Daw
oddeutu 90% o’r ymholiadau a dderbyniwn gan
bobl sy’n chwilio am gyllid. Dros y chwe mis
diwethaf, mae llawer o’n gwaith wedi bod yn
cynorthwyo mudiadau eraill ynglyn & materion
fel trefniadau diswyddo oherwydd argyfwng
cyllidol.

Mae canlyniadau’r holl oblygiadau ariannol
yn y sector a’r gymuned ar hyn o bryd, yn
ogystal a'r cyfyngiadau cynyddol yn yr ymgyrch
deddfwriaethol (gweler yr erthygl ar
drwyddedu ond meddyliwch hefyd am
ddeddfwriaeth gofal plant ac iechyd a
diogelwch) yn ymddangos yn drychinebus.

Mae hyn i gyd mewn cyfnod lle mae’r holl
fentrau cymunedol yma hyd yn oed yn fwy
hanfodol wrth edrych ar yr effeithiau ar
gymunedau yn ystod y dirywiad economaidd,
megis materion iechyd meddwl cynyddol,
dibyniaeth ar alcohol a chyffuriau a bod yn
ddigartref. Mae grwpiau a mudiadau yn y sector
celfyddydau gwirfoddol angen mwy o gefnogaeth
oherwydd hyn - maent wedi eu sefydlu’n rhan
o’r cymunedau, ac yn y lle gorau er mwyn ceisio
brwydro yn erbyn effeithiau’r hinsawdd
economaidd ar ran unigolion a theuluoedd sy’n
eu hardal hwy. Mae angen y cyrff is-adeiledd
nawr fwy nag erioed i gefnogi’r grwpiau yma.

Mae’r Trydydd Sector (Gwirfoddol) cyfan
i'w weld yn ysgogi ei hun i ymdrin &’r materion
a ragwelir. Er enghraifft, yn Lloegr mae
Swyddfa’r Trydydd Sector a’r Gymdeithas
Llywodraeth Leol wedi ymrwymo’'n barod i
gynllun gweithredol i ymdrin a ‘Dirwasgiad yn y
Trydydd Sector’. Mae Cyngor Cenedlaethol
Mudiadau Gwirfoddol (NCVO) yn bwriadu
gofyn i Lywodraeth San Steffan am £100 miliwn
o bunnau i helpu ymdrin a’r galwadau cynyddol
sy’n wynebu mudiadau yn y trydydd sector. Yn
ddiweddar, mae Cyngor Gweithredu
Gwirfoddol Cymru (WCVA) wedi llunio cynllun
drafft gweithredol “Y Trydydd Sector a'r
Dirwasgiad yng Nghymru”, ac yn bwriadu
cynnal cynhadledd ym mis Ebrill.

www.vaw.org.uk

Mae’n anochel y bydd y gofynion yn
cynyddu ar gyfer rhai gwasanaethau a
phrosiectau i geisio trechu’r problemau mewn
cymunedau o ganlyniad i'r dirwasgiad. Fel y
gwyddom, caiff nifer o’r materion difrifol yma
sy’n berthnasol i iechyd a lles corfforol a
meddyliol unigolion eu gwella drwy ddefnydd
arloesol o’r Celfyddydau Cyfranogol, ynghyd a
chymryd rhan mewn gweithgareddau
diwylliannol sy’n digwydd yn y gymuned e.e.
profwyd fod cymryd rhan yn y celfyddydau yn
gwella achosion iechyd meddwl.

Yn bendant, Celfyddydau Cyfranogol yw’r
ffordd ymlaen! Mae’r nerth o weithio gyda’n
gilydd yn greadigol tua’r un nod, y teimlad o
gydlynu’n gymunedol, y llawenydd a ddaw o
gymryd rhan  mewn  gweithgareddau
diwylliannol gyda’n gilydd, y cyfle i gymdeithasu
a’r effaith gadarnhaol sy’n deillio o hynny,
datblygu sgiliau newydd a’'u manteision
therapiwtig, i gyd yn cyfrannu at gynorthwyo
rhywun i fynd i’r afael & phroblemau unigolion a
phroblemau cymdeithasol yn y gymuned.
Gyda’r nifer o bobl yn ddi-waith yn cynyddu,
mae gweithgareddau adeiladol fel hyn yn
angenrheidiol ar gyfer magu hyder.

Mae angen i'r celfyddydau gwirfoddol
feddiannu hanfodion y gymuned — cydweithio,
gwytnwch wrth wynebu newid a bod yn hyblyg
mewn amgylchiadau heriol fel hyn. Dyma’r
symbyliad i grwpiau edrych ar ffyrdd gwahanol
a mwy cynhaliol o greu gweithgaredd. Dyma’r
amser i fudiadau gymeryd golwg fanwl arnynt
eu hunain ac i ail-ganolbwyntio gyda’r gobaith o
symud ymlaen i le gwell.

Mae’r byd ariannol yma rydym yn byw
ynddo wedi dangos pa mor fregus y gall fod ac
mae pobl wedi colli hyder ynddo. Ond mae
cymunedau yn parhau i lewyrchu a chyda'r
gefnogaeth gywir mae ganddynt allu rhyfeddol i
wneud y byd yma yn le gwell i fyw.

Felly dewch yn eich blaen Lywodraeth y
Cynulliad, Ilywodraeth leol, cyllidwyr a busnesau
- cefnogwch ein cymunedau - gweithiwch gyda
ni, buddsoddwch ynom ni, rhowch gyfleoedd i
ni a'r parch rydym ni’n ei haeddu.
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Trwydded | Ladd!?

ychmygwch yr olygfa: dosbarth dawns
Dgymunedol i bobl ifanc sydd eisiau
dysgu dawns y stryd - ymarferydd
dawns gorffwyll yn ceisio cadw cyfrif ar y nifer o
weithiau maent wedi chwarae yr un darn o
gerddoriaeth wedi ei recordio ar gyfer y
gweithdai. ‘Ai 8 gwaith wnaethon ni chwarae’r
Pussycat Dolls a 12 gwaith Franz Ferdinand, neu
ai 13 oedd e?” Pan mae rhywun yn sylweddoli
fod llawer o fudiadau dawns gymunedol yn
cynnal dros 50 o weithdai’r wythnos, gydag
oddeutu 30 aelod ymhob gweithdy, yna fe
gychwynnwch chi sylweddoli maint y gém cyfri
yma. Ond dyma beth a ddisgwylir os daw’r
newidiadau hyn i’r.gyfraith drwyddedu.i rym:.
Daeth y Ddeddf Trwyddedu i rym yn-2003.
Yn ystod y cyfnod ymgynghori, mynegodd y
diwydiannau diwylliannol a’r sector celfyddydau
gwirfoddol eu pryderon ynglyn ag effeithiau’r
Ddeddf yma ar weithgareddau cymunedol. O
hyn ymlaen roedd dryswch mawr - beth yn
union ddywedai’r Ddeddf? Beth a olygai’r
Ddeddf mewn cyfraith? Sut y  byddai
Swyddogion Trwyddedu mewn Awdurdodau
Lleol yn ei dehongli? Sut fyddai’n. cael ei
weithredu?
| fod yn-deg, mae’r dryswch yn parhau gan
fod y dehongliad a'r ffordd caiff y.Ddeddf ei
gweithredu yn amrywio’n eang o un awdurdod
lleol i’r llall ar draws Cymru-a Lloegr.- Mae
pethau’n gymhleth am nad oes gan Lywodraeth
y Cynulliad awdurdod uniongyrchol “dros vy
Ddeddf: fodd bynnag, bydd yr  effeithiau

negyddol yn effeithio diwylliant, addysg,
diwydiannau diwylliannol, twristiaeth
ddiwylliannol, datblygiad economaidd " a

chyfiawnder cymdeithasol, meysydd  lle" mae
ganddynt gyfrifoldeb drostynt. Er-mwyn ceisio
datrys y dryswch, mae’r. Rhwydwaith
Celfyddydau Gwirfoddol (VAN) wedi cyhoeddi
dau bapur briffio: ‘Licensing Act 2003’ (Rhif
76) a ‘What’s happened to the Licensing
Act 20037’ (Rhif 101). Gellir eu llawrlwytho
oddi ar wefan VAN ar www.voluntaryarts.org

Ym Mehefin 2007, fe gyhoeddodd yr Adran
Cyfryngau Diwylliannol’a Chwaraeon Nodiadau
Arweiniol Diwygiedig i Swyddogion Trwyddedu
mewn Awdurdodau Lleol, gan hawlio eu bod
wedi ymdrin  a'r dryswch gyda statws
‘cerddoriaeth ddamweiniol’” a phryderon
cymunedol eraill. Ychydig iawn o gadarnhad
neu newid sydd yna wrth gymharu’r ddwy
fersiwn. A phan roedd rhywun yn meddwl na
allai pethau waethygu, byddai cynigion'newydd
gan Swyddfa Eiddo Deallusol y DU (UK:IPO) i
roi terfyn ar eithriadau i elusennau a mudiadau
di-elw eraill yn golygu y byddai chwarae
cerddoriaeth mewn digwyddiadau yn amrywio
o bartion i gynadleddau i weithdai celfyddydol
cyfranogol yn costio arian. Bellach, mae
grwpiau celfyddydau gwirfoddol yn ofni bydd
rhaid iddynt ddarganfod miliynau o bunnau yn
flynyddolos caiff cyfreithiau sy’n ymdrin a
cherddoriaeth wedi ei recordio ar gyfer
digwyddiadau a gweithdai eu newid fel hyn.
Daeth “yr ymgynghoriad ar y diwygiad
arfaethedig i ben fis Hydref 2008. Fodd bynnag,
byddwn yn parhau i gynrychioli barn y sector lle
bo modd a dadlau yn erbyn ei weithredu.

Mae’r cynnig'yma yn dangos gwybodaeth
hynod anghyflawn o’r ffordd mae cymuned
ehangach yn gweithio mewn gwirionedd, drwy
ddisgwyl bod gan grwpiau bychain celfyddydol
yr adnoddau ariannol i allu talu am
gerddoriaeth. Dangosa  hyn ddiffyg
ymwybyddiaeth o ffrydiau incwm a gwariant o
fewn y grwp celfyddydol lleol cyffredin. Yn cyd-
fynd & hyn, mae’r gyfraith fel y mae hi nawr yn
ymddangos ei bod yn gwahardd sesiynau
cyfansoddi digymell mewn tafarndai a lleoliadau
cymunedol. Y mwya’ mae mudiadau a chlybiau
yn dechrau gwahardd digwyddiadau fel hyn,
bydd y golled yn enfawr o ran llai o gyfleoedd i
fod yn rhydd i allu cymryd rhan mewn
cyfansoddi cerddoriaeth. Rydym yn gwybod am
enghreifftiau penodol o weithgareddau na
chymerodd le oherwydd y Ddeddf hon. Mae
hyn yn ei hun yn golled fawr, ond mae’r sefyllfa
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gyfan yn peri gofid pan fyddwch chi’n ystyried
bod y math yma o gymryd rhan yn arwain
unigolion a grwpiau i symud ymlaen i gyfrannu
i’r diwydiannau creadigol yng Nghymru - mae’r
sbectrwm cyfan o weithgaredd diwylliannol o’'r
math yma yn cyfrannu i Gymru fel lleoliad
twristiaeth ddiwylliannol.

Ni allwn feddwl am dystiolaeth empeiraidd
sy’n cefnogi’r angen am y diwygiadau yma, dim
ond tystiolaeth sy’n dangos gall y ddeddfwriaeth
yma niweidio gweithgareddau yn y sector
gwirfoddol. Credwn mai achos arall o reolaeth
ddiangen ag anghyfartal yw hon, ac rydym yn
amau a fydd perchnogion @'u hawilfraint yn
gweld ryw lawer neu unrhyw incwm
ychwanegol ar 6l ystyried costau gweinyddol. A
sut yn union mae rhywun yn fod i blismona hyn
- grwp Sefydliad y Merched yn cymryd rhan
mewn dosbarth salsa ym mhellafion Ceredigion
— wel dyna i chi sialens!

www.vaw.org.uk

Cymorth
Rhodd

dach chi’'n gwneud y gorau o
Yunrhyw roddion gaiff eich mudiad

neu grwp? Glywsoch chi am
gynllun Cymorth Rhodd? Mae Cymorth
Rhodd yn gweithio drwy alluogi
elusennau i gymryd rhodd ac yna
adhawlio’r dreth ar y ‘gros’ sy’n cyfateb
i’r rhodd ar y gyfradd sylfaenol gan Cyllid
a Thollau Ei Mawrhydi (HMRC). Gall fod
yn berthnasol i roddion unwaith ac am
byth neu i gyfres o roddion rheolaidd. |
wybod mwy, ewch i www.hmrc.gov.uk
neu www.wcva.org.uk

Bwrdd
Strategaeth y
Celfyddydau

mateb i argymhelliad yn Adroddiad
YStephens (2006) oedd y rheswm dros

sefydlu Bwrdd  Strategaeth vy
Celfyddydau, fel bod fforwm i sicrhau agwedd
mwy cyfunedig tuag at ddatblygu polisiau a
strategaethau’r celfyddydau yng Nghymru.
Mae’r Bwrdd yn grwp  ymgynghori
Gweinidogaethol sydd a chyfrifoldeb i herio,
hysbysu ac i gynorthwyo gyda llunio polisiau a
strategaethau celfyddydol y Cynulliad ar gyfer y
dyfodol. Does gan y Bwrdd ddim pwer i wneud
penderfyniadau a does dim trefniadau
pleidleisio ffurfiol.

Mae’r Bwrdd yn cyfarfod bob tri mis, ac yn
cael ei gadeirio gan y Gweinidog dros
Dreftadaeth, Alun Ffred Jones AC. Mae
aelodau’r Bwrdd yn cynnwys y Gweinidog a
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chynrychiolwyr o Gyngor Celfyddydau Cymru,
Cymdeithas  Llywodraeth Leol Cymru,
Celfyddydau a Busnes Cymru, Celfyddydau
Rhyngwladol Cymru, Celfyddydau Gwirfoddol
Cymru ac uwch swyddogion o Adran Diwylliant,
yr laith Gymraeg a Chwaraeon Llywodraeth y
Cynulliad. Bydd y Cadeirydd yn gwahodd
aelodau ychwanegol yn unswydd i gynorthwyo
gyda datblygiad rhai strategaethau penodol.

Dyma’r fforwm lle trafodir strategaethau
drafft cyn eu terfynu, fel y rhai hynny ar gyfer
Celfyddydau mewn lechyd a Lles a Phobl Ifanc
a’r Celfyddydau, y ddau wedi eu datblygu gan
Gyngor Celfyddydau Cymru. Jacquy Box,
Cydlynydd Cymru, Celfyddydau Gwirfoddol
Cymru, sy’n cynrychioli’r sector celfyddydau
gwirfoddol ar y Bwrdd. Mae enghreifftiau o
faterion rydym wedi eu trafod ar ran y sector yn
cynnwys yr effaith ar gyllid o ganlyniad i’'r gemau
Olympaidd, a newidiadau mewn cyfraith
trwyddedu a deddfwriaeth iechyd a diogelwch
sy’n cael effaith niweidiol ar gelfyddydau
cyfranogol mewn cymunedau. Caiff pob agenda
ei llunio ymhell o flaen llaw, ond os hoffech godi
mater sy’n berthnasol i'r sector gyfan yn y
cyfarfod yma yna cysylltwch a ni.
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wchben popeth, canolfan addysg
U anffurfiol yw Theatr Felinfach sy’n
gweithio’n bennaf trwy ddrama yn y
Gymraeg mewn ysgolion ar draws Ceredigion.
Yn ddiweddar, fe wnaeth ysgol gynradd wledig
grybwyll eu bod yn bryderus ynglyn &’r ffaith fod
y Gymraeg yn cael ei disodli fel iaith y maes
chwarae — pryder a deimlai llawer, yn enwedig
yn yr ardaloedd hynny sydd wedi eu heffeithio
gan fewnfudo ar raddfa uchel yn y degawdau
diwethaf. Allai Theatr Felinfach wneud unrhyw
beth i wella sefyllfa’r ysgol yma?
Sefydiwyd ‘Clwb Drama’ a oedd yn cyfarfod
yn wythnosol gydag un o weithwyr arbenigol y
theatr yn arwain y clwb. Yn ogystal a chymryd
rhan mewn gemau creadigol, anogwyd y plant i
gynllunio ac actio storiau oedd yn berthnasol i'w
bywydau a’u cymuned, ac i ymchwilio hanes yr
ardal. Cynhelir yr holl weithgareddau trwy
gyfrwng y Gymraeg, ond mae croeso a
chefnogaeth hefyd i ddysgwyr a siaradwyr di-
Gymraeg er mwyn eu galluogi i gymryd rhan a
gwella eu sgiliau mewn amgylchedd y maent yn
gyfforddus ynddo. Mae staff yr ysgol wedi sylwi
bod y plant yn chwarae gyda’i gilydd fwy yn y
ddwy iaith, ac maent yn bendant yn teimlo bod

Cydnabyddiaeth: Theatr Felinfach.

www.vaw.org.uk

Diwylliant Bro

proffil yr iaith Gymraeg yn ogystal & hyder
diwylliannol y mwyafrif o siaradwyr Cymraeg
wedi gwella’n arw. Mae’r prosiect sydd nawr yn
arwain at y perfformiad cyhoeddus ar ddiwedd
y flwyddyn wedi bod yn hynod Iwyddiannus, ac
o ganlyniad i'r llwyddiant yma fe lansiwyd
deiseb wedi ei harwyddo gan blant, staff ac
athrawon er mwyn sicrhau y bydd Theatr
Felinfach yn parhau i weithio yn yr ysgol
flwyddyn nesaf hefyd.

Fel mae’r newyddion wedi lledaenu, mae
tair ysgol arall yn y sir wedi gofyn i’r theatr am
yr un fath o gefnogaeth, yn ogystal ag
ymholiadau o bell hefyd: mae staff yn Felinfach
yn dechrau sylweddoli efallai eu bod wedi creu
anghenfil — ond un o’r math mwya’ dymunol.
Heb os, gellir defnyddio model fel hyn nid yn
unig mewn cymunedau Cymraeg a chymunedau
eraill gydag ieithoedd lleiafrifol ar gyfer y
dyfodol, ond hefyd mewn sefyllfacedd lle mae
ieithoedd a diwylliannau gwahanol yn byw ochr
yn ochr &’i gilydd.

Bellach, mae Diwylliant Bro wedji'i sefydlu fel
prosiect sy’n sefyll ar ei ben ei hun o dan nawdd
Cyfeillion Theatr Felinfach. Diben Cyfeillion
Theatr Felin Fach yw datblygu gweithgareddau ar
wahan i orchwylion arferol y
! theatr Mae  Swyddog
- Datblygu hyfforddedig a
phrofiadol wedi ei benodi, a
rhan anhepgor o fentrau'r

dyfodol fydd hyfforddi
athrawon ysgol, fel rhan o
bob prosiect, at lefel lle bydd
modd iddynt  gymryd
cyfrifoldeb am y
gweithgaredd pan fydd yr
amser yn iawn. Mae'’r

Cyfeillion wrthi’n chwilio am
ragor o gyllid i ddatblygu’r
prosiect cyffrous yma -
cadw’ch lygad am ragor o
newyddion.



Cyngor
Partneriaeth y
Trydydd Sector

ae Cyngor Partneriaeth y Trydydd
MSector (Cyngor Partneriaeth y Sector

Gwirfoddol gynt) yn fecanwaith
allweddol ar gyfer cynnal trafodaethau cyson
rhwng y sector gwirfoddol a Llywodraeth y
Cynulliad. Dr Brian Gibbons, Gweinidog dros
Gyfiawnder Cymdeithasol a Llywodraeth Leol
sydd & chyfrifoldeb am y sector sy’n cadeirio’r
cyngor. Mae yna bedwar ar hugain o
gynrychiolwyr o rwydweithiau yn y sector
gwirfoddol o fewn y Cyngor Partneriaeth, a'r
rheini’n gweithio gyda gweithgareddau’r sector

gwirfoddol mewn pedwar maes ar hugain (o les
anifeiliaid i dai cymdeithasol), yn ogystal a thri
chynrychiolydd o Gyngor Gweithredu Gwirfoddol
Cymru (WCVA). Prif bwrpas y cyngor yw sicrhau
bod egwyddorion Cynllun Sector Gwirfoddol y
Cynulliad yn cael eu gweithredu. Mae’n darparu
cyfle hefyd i’'r sector yng Nghymru godi materion
allweddol sydd o ddiddordeb ac sy’n achosi
pryder. Mae enghreifftiau o’r materion a
drafodir yn amrywio o raglenni Cymunedau’n
Gyntaf i ffyrdd newydd o gyllido a chaffael.
Gellir trafod materion sy’n berthnasol i un maes
o ddiddordeb e.e. y celfyddydau gwirfoddol,
mewn cyfarfodydd cydrhwng y Gweinidog a'r
sector bob hanner blwyddyn. Mae Jacquy Box,
Celfyddydau  Gwirfoddol ~ Cymru, yn
cynrychioli’r sector treftadaeth a chelfyddydau
ar y Cyngor Partneriaeth. Caiff pob agenda ei
llunio ddigon o amser ymlaen llaw, ond os
hoffech godi mater sy’n berthnasol i’'r sector
gyfan, yna cysylltwch a ni.

‘Diwrnod
ardderchog!’

‘ wych i ddechrau trafodaeth’ — un o’'r
Gsylwadau cadarnhaol dderbyniwyd

am ein diwrnod Cynlluniau laith
Gymraeg. Daeth tua tri deg o bobl ynghyd,
yn bennaf o gyrff ymbarel celfyddydau

gwirfoddol, i glywed gan arbenigwyr ac

ymarferyddion am bwysigrwydd Cynlluniau
laith Gymraeg a gweithio’'n ddwyieithog yn y
sector gwirfoddol. Dywedodd y Gweinidog
dros Dreftadaeth, Alun Ffred Jones AC, wrth
y rhai oedd yn bresennol fod ganddynt ran
arbennig i'w chwarae fel bod yr iaith
Gymraeg yn dod yn rhan hanfodol o
hunaniaeth Gymreig. ‘Roedd y diwrnod,
gynhaliwyd yn y Senedd ddiwedd Chwefror
2009, yn ddiddorol, ymarferol a llawn
gwybodaeth. ‘Rydym yn gobeithio trefnu
digwyddiadau tebyg yn y dyfodol.

Celfyddydau Gwirfoddol Cymru yw’r asiantaeth ddatblygu ar
gyfer cymryd rhan yn y celfyddydau yng Nghymru. Mae’n
bodoli er mwyn hyrwyddo a chefnogi cyfranogaeth yn y
celfyddydau fel rhywbeth sy’n hybu datblygiad personol, sy’n

dod a chymunedau at ei gilydd, ac sy’n hwyl.

‘Ymunwch a ni yn ein brwdfrydedd am gymryd rhan.’

Oes arnoch chi angen y cyhoeddiad hwn mewn ffurf wahanol?
Fyddai’n well gennych chi dderbyn y cylchlythyr hwn yn
electroneg yn y dyfodol? Rhowch wybod inni drwy gysylitu a ni
drwy ffonio 01938 556455 neu e-bostio info@vaw.org.uk






