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Preface 

This report was commissioned to discover how the Arts council might widen it's view of 
Pet!"ormance or Live Art, recognise the importance of interdisciplinary work and give a place 
to mnovatory Black performance work. The report had commenced with a rather cruder 
9uesti?n: . Why are there so few black performance artists? But Michael M~'s 
mvestigations have themselves given a broader overview to the subject and his recommendations 
refl~t that approach. The report has already caused the Visual Arts dept. to form a s~all 
steermg group to look at the ways we might take action on the recommendations. The steermg 
group should convey the important messages of this report and now help guide Live Art 
promoters, critics and artists . 

Sandy Nairne 
Director of Visual Arts 
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SUMMARY OF FINDINGS AND RECOMMENDATIONS 

A) Performance art/live art operates on the margins of the visual arts, because of it's 'avant 
garde' and ephemeral nature. Yet dominant definitions of performance are eurocentric 
and exclude many Afro-Asian (Black) artists. 

Historical and contextual accounts of performance art deny a process of cultural 
syncretism and appropriation in its development. By example the cultural appropriation 
of African art into Cubism. 

B) Cultural diversity as an approach elaborates on these accounts by identifying different 
cultural and symbolic modes of expression: 1) ancestral/traditional, 2) classical, 3) 
contemporary, which interact and blend with each other. 

C) Cultural Grounding, is a means of implementing this cultural practice, through 
developing a new terminology or lexicon, which radically challenges notions of 'ethnic 
minorities', and 'marginality'. It proposes new aesethetics, critical discourses, 
infrastructures and practical strategies to promote cultural diversity in all the arts and 
performance art in particular. 

D) Some of the main features of Black Art, are counter-cultural,involving oppositional 
politics and also polyphony as found in Black culture. These features are also found in 
performance art, and like Black Art, it attempts in it's cultural practice and work to 
subvert, deconstruct and reconstruct dominant notions of art as individualist, insular and 
separating art from life. 

Yet performance art or mixed or multi-media art is still perceived in terms of single art 
form or medium criteria. It is necessary to see performance art as not simply multi-
disciplinary but as complex and interdisciplinary. 

E) Yet the cultural diversification of performance art cannot occur adequately until radical 
changes are made in the way Black Art is perceived. Essentially it is an ideologically 
loaded view which sees Black Art as representing an homogenous and linear culture and 
politics. The situation is quite the reverse, particularly with a British born generation of 
Black artists defending and challenging modernism, and engaged with different levels of 
social experience, gender, sexuality, class and generation. 
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RECOMMENDATIONS 

1. 

A) 

B) 

C) 

D) 

2. 

A) 

B) 

C) 

NETWORKS 

Culturally diverse integrated programmes, non-hierarchical networks and autonomous 
infrastructures should be developed at a regional, national and international level. These 
could include such Black Arts service agencies as MAAS, WEMAS & BLACK ARTS 
ALLIANCE. 

The arts funding decision making processes should be more accountable, and broadly 
democratic - agencies above should also be included. 

Support should be given to multi-base and interdisciplinary funding for the cultural 
diversification of performance art. 

Further research should look at cultural diversity and performance art, in the context of 
Europe after 1992. 

EDUCATION & TRAINING 

The Live Art Education Scheme should be re-evaluated in terms of cultural diversity, 
with respect to selection criteria, panels, placement location, and dissemination of 
'models of good practice'. 

Education and training within this context should challenge the dichotomy between 
professional and amateur arts; the monopoly of the former in the arts. 

Training programmes should be culturally diverse, and should make better use of external 
agencies. 

3. RECOMMENDATIONS FOR THE FUTURE 

A) The research project should be extended to the organisation of a conference/forum to 
explore the above issues and concerns and develop practical strategies for their solution. 
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INTRODUCTION 

Live art/performance art according to the Arts Council's funding criteria , is identified as an 
~st's work which cannot easily be identified by other art form labels such as music, dance, 
nnme, theatre, film, installation or sculpture. Although it is recognised that artists may move 
across these other disciplines -'a live presence should be integral to the work deriving from a 
visual arts base.' (1) 

This definition attempts to capture the essence of an area of work which, within contemporary 
art discourses and debates, has often been marginalised as the 'avant garde', and viewed by 
some as a specific stage of art activity characterised by a formalist subversion of the art object. 
This type of analysis is based on the notion that performance art has flourished due to distinct 
artistic personalities, and is fuelled by the idea that it is ephemeral, does not always produce art 
objects and has an ambiguous relationship with other performing arts such as theatre. An 
inability to explain or interpret the performance artist's work, has been compounded as a 
problem for the public by attacks from the popular press. 

Performance art operates on the fringes of the visual arts, but there have been attempts to 
redefine art form/medium structures in arts funding institutions, with pressure from artists and 
arts groups, in terms of 'Combination/Combined Arts' in the hope of reflecting the multi/mixed 
work of a growing number of practitioners, particularly Black (African, Afro-Caribbean & 
Asian) artists. These initiatives within Regional Arts Associations as well as many local 
authorities, have survived despite criticisms that they mask the maintenance of single art form 
structures and single medium funding criteria. But within the Arts Council, Combined Arts as 
a funding unit had only a comparatively brief life-span of 13 years. 

But if we widen our definition of what is performance art, the notion of 'Combined Arts' is and 
has been extensively supported by the Arts Council since its 1946 Royal Charter in the particular 
form of Opera, which includes a multiplicity of art forms from music and dance of costume and 
stage design, and theatre. 

Ironically, another form of traditional/classical performance art like Opera exists within Afro-
Caribbean art and culture, and most importantly now in national British culture: Carnival. Yet 
the sum of the Arts Council's funding for the Notting Hill Carnival over the years has not 
equalled the funding for Opera in one year. 

It is therefore not surprising that the Arts Council's funding and support for its 'official' version 
of performance art/Live Art is internally inconsistent and comes from a variety of sources such 
as the Live Art Commissions Scheme (previously the Performance Arts Promoters Scheme), 
related schemes run in· conjunction with the Education and Training Units, Drama Projects 
Allocation supporting theatrically based performance art, and the Visual Arts Projects Scheme, 
where live work is supported as an integral part of a wider visual arts context. 

More importantly, and providing the initial motivation for this Research Project is the apparent 
inability of these schemes to adequately support live art/performance art projects involving 
African, Afro-Caribbean, and Asian artists. The question has been raised as to whether current 
Arts Council definitions of live art/performance, by their nature, exclude artists not working in 
a 'white European tradition'. A more pertinent question might be that as many Black artists 
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::ve b~ educated and trained in a European tradition and are constantly engaging with and 
allengmg modernity, then why are they still excluded? 

Is it th_at Black Art in its widest context, is viewed and supported by the Arts Council beca_use 
the ~~dden criteria' are based on sociological agendas, race relations syndromes, _e_xottca, 
ethnicity and notions of 'minorities' rather than in terms of the work's aesthetic qualities? Is 
it these critical practices that cau~ the Arts Council problems because they operate within 
complex, diverse and sometimes contradictory Black art and cultural traditions, _practices and 
work, and politically engage with unresolvable but productive tensions between different levels 
of social experience? 
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AIMS & OBJECTIVES OF THE RESEARCH PROJECT 

AIMS 

'The research will attempt to identify common areas of interest between that work which 
is currently supported as performance art through Live Art, Drama and Art project 
allocations and the work of Afro-Caribbean or Asian visual arts and performance 
practitioners.' 

Through the course of research it became apparent that this aim, quoted from the Visual Arts 
Department's outline for the project , did not properly cover several other 
relevant questions. 

A) If it has been established that current/dominant definitions of performance art are 
eurocentric, then do those definitions need to be critically examined? What are other 
current definitions of performance art? 

B) What is 'Cultural Diversity', and what is its relationship to performance art? 

C) What is the relationship between Black Art as a cultural practice an performance art, 
given that we are considering the production of both? 

D) What are the implications of the Wilding Report and current restructuring within the 
ACGB and RAAs on Black artists, performance art and cultural diversity, given the past 
and present cultural economy of funding and development for the arts? 

THE OBJECTIVES WERE SET AS 

1. To identify and contact groups or individuals who might contribute to the realisation of 
the aims and objectives of the project. 

2. To suggest what links could usefully be established between existing Afro-Asian networks 
and Live Art networks. 

3. To identify areas of mutual concern which could lead to a greater involvement of Afro-
Asian artists in future training and education schemes. 

4. To make recommendations about specific projects, placements, commissions or schemes 
which could lead to increased opportunities for Black artists working live or which 
develop from identified needs of culturally diverse audiences and communities. 
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CONTEXT 

THE OTHER STORY, an exhibition of artists of African, Caribbean and Asian d~nt, 
celebrated the contribution made by Black artist to the post-war period of British art. It is. a 
major achievement for Rasheed Araeen, the exhibition's curator, who succeeded not only 10 

assembling the work but doing so in the Hayward Gallery, one of the key shrines of the art 
establishment. 

Yet the national press reacted towards the exhibition with indifferent, patronising, and in some 
cases blatantly racist attitudes. It seems that the presence of Black Art within the mainstream 
touches a raw nerve of the art establishment diseased with fears and fantasies of the 'otherness' 
of the other story. 

Moreover, it forms part of a larger backdrop reflecting the relationship between th~ B!ack arts 
movement, arts funding institutions, local authorities and art schools. It provided the 
background to meetings and discussions with Black and White arts practitioners, groups and 
organisations during this research. 

Subsequently, in looking for definitions of performance art/live art, one comes across the Arts 
Council's publication, LIVE ART NOW (1987), and finds Gray Watson's essay, 
PERFORMANCE ART; A CONTEXTUAL AND HISTORICAL QYERYIEW, which attempts 
to highlight artistic discourses and cultural practices intrinsic to the historical development of 
performance art. Movements such as Futurism, Constructivism, Bauhaus, Dada, Surrealism and 
Cubism are located within a closed European cultural context, which attributes features of 
'cosmopolitan experience' to the development of Cubism rather than seeing the cultural 
appropriation of African art as crucial to its creation. (2) 

When Picasso was asked about the influence of 'Negro' art on his work, he denied any 
knowledge of African/Oceanic art and said: 

'What is Negro art? , Never heard of it.' 

If we agree that the contemporary development of performance art has been much influenced 
by distinct artistic personalities, then Watson fails even to mention the non-european 
performance artists such as Rasheed Araeen, David Medella and Mona Hatoum among others, 
as intrinsic to that development alongside those such as Stuart Brisley or .Gilbert and George. 

Watson's account of performance art's historical and contextual development is symptomatic of 
an ailment which dominant discourses on contemporary art suffer from - the eurocentric 'grand 
narrative', which behaves as though it is universal. 

As one of the areas of mutual concern for arts funding institutions and Black Arts practitioners, 
dominant definitions of performance art need to be challenged, subverted, deconstructed and 
reconstructed. 
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PERFORMANCE ART AND CULTURAL DIVERSITY 

As Cultural Diversity forms a central role within the project, we should then use it as a means 
towards achieving the initial objective. But first, we need to identify what Cultural Diversity 
really means. It is a concept, policy initiative, or philosophy? 

The monitoring report of the Arts Council's Ethnic Minority Arts Action Plan, TOWARDS 
CULTURAL DIVERSITY (February 1989), highlights cultural diversity as a policy initiative, 
but contains nothing on the term as a philosophy or practice. Whereas, the report of the 
symposium held by the Arts Council in association with the Home Office on the 22nd February 
1989, THE ARTS AND CULTURAL DIVERSITY, throws more light on the subject, 
particularly Gavin Jantjes's address, AN INTEGRATED APPROACH: 

'What would the arts in Britain be like if the nation's black arts were free of their 
history of neglect? Properly funded? Correctly managed? And, most 
importantly, allowed to contribute to the mainstream of culture?... My personal 
answer has been to have an integrated approach which encompasses all the 
various aspects of the question . . . Our first task for integration lies in the realm 
of culture: to move from a monocultural to a multi-cultural perception of the Arts 
and thereby arrive at a conception of the artistic culture which is broad and 
heterogenous, its make-up reflecting the diversity of cultural achievements we 
need to place alongside one another to construct through their diverse autonomies 
a new non-hierarchical superstructure of cultural practice.' (4) 

Prof. Rex Nettleford in his presentation to the forum on FSTABLISHING CRITERIA AND 
TERMINOWGY FOR PROFESSIONALS IN THE FIELD OF CULTURAL DIVERSITY, 
at the CULTURAL DIVERSITY BASED ON CULTURAL GROUNDING CONFERENCE 
(New York, October 11th-14th 1989), elaborated on Gavin Jantjes's argument. He argued that 
cultural diversity as a concept is not a 'melting pot' of static cultural plurality of assimilation, 
but recognises that Black and Third World people have been central to the process of western 
development over 500 years. Cultural diversity as a radical concept promotes the subversion 
and deconstruction of the classic western european construct of a cultural hierarchy, where 
everybody else is considered 'ethnic'. All cultures produce symbolic modes of expression: (a) 
ancestral/traditional, (b) classic, and (c) popular/contemporary. Moreover, ~ese modes of 
cultural expression are syncretic in their relative interactions and representations. To illustrate 
tliis process of syncretism, an obvious example is so called 'popular music', which has and is 
organically/syncretically engaged with Black music art forms from Gospel, Blues, Jazz, Rhythm 
and Blues, Reggae, Soul, Funk, Hip-Hop, Rap, House, and even to African musical art forms. 
Another example is in the area of language, Creole as a syncretic blending of the lexicon of the 
languages of the european colonial powers with West African grammatical structures, was 
transformed into Caribbean National Languages which maintained some degree of cultural and 
political y,utonomy amongst Caribbean peoples under colonialism. Moreover, Creol€¥Patoi has 
been maintained by the generation of British born Black peoples in the urban inner-cities; 
blending the predominance of Jamaican Creole with 'Cockney Slang' in London, to form 
'London Creole', though variants exist elsewhere in British cities. 
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Most importantly, the formation of 'trans-racial' cultural syncretism has ~urr~ in langua~e, 
with white working class young people speaking London creole, and in fashion with the adopting 
of popular Black modes of dress and style. 

These cultural textures have unity through difference, providing the link between Colombus' 
so called discovery of the Americas in 1492, and the anticipated installation of 'fortress Europe 
in 1992. 

'A principal reason for the historical neglect of black arts has been the fail~re to 
place its achievements within the framework of a broad heterogenous national 
culture, the failure to regard it as an equal contributor to that culture. The 
semantic of both past and present governments and of the national cultural 
institutions displays a disregard for equality. How can we honestly propagate, 
legislate and fund an art officially still described as 'ethnic' and 'minority' with 
any conviction to the principle of equality?' (5) 

During his presentation, Nettleford warned that cultural diversity in the hands of policy makers 
and institutions may be as, if not more, insidious than past and present policies towards cultural 
practice and production such as 'ethnic minority' thinking: ethnic absolutism based on difference, 
otherness, and marginalisation. 

For Black artists and cultural activists/practitioners in the Black diaspora, their cultural practice 
is informed by a social, political and cultural experience which is not fixed but dynamic, I 
interactive and volatile within individual and collective identities around gender, sexuality, 
generation and class. But Black artists in Britain tend to be judged on their answers to racism, 
rather than on the aesthetic and critical qualities of their work. It has been long argued that I 
there exists a need for the nurturing of a Black aesthetic, and its critical documentation, and the 
dismantling of those constructed differences not only between Black and White, but within Black 

1 communities themselves. Amiri Bakara's opening address to the CULTURAL DIVERSITY t 
BASED ON CULTURAL GROUNDING CONFERENCE, suggested the need for a cultural 
revolution rather than cultural preservation, as the latter may have been necessary for the defeat 
of colonialism, while the former is required for the defeat of neo-colonialism in the present I 
epoch. 

To a certain extent, Black arts practitioners and cultural activists are beginning to develop Black I 
aesthetic and critical documentation, through their defence of the challenge to modernity. But 
it is quite clear that this process is occurring within some art forms and not others, for example, I 
there have long existed Black music aesthetics and critical discourses, and to a certain extent 
now in Black visual arts, though some performing arts such as theatre have not even begun. 

This leads directly to the debate around post-modernism and the British based Black Arts I 
movement. Paul Gilroy suggests that the post-modernism fever as an ailment can be identified 
through symptoms that have been observable within modernism. Is post-modernism simply I 
registering a change in the cultural climate: the cultural logic of late-capitalism? This question 
cannot be adequately answered in the limits of this report, but suffice it to say that the nascent 
orthodoxies of post-modernism view distinctive formal features of Black expressive culture in I 
terms of 'pastiche, quotation, parody, and paraphrase', rather than more substantive political and 
aesthetic concerns with polyphony and the value of different registers of address. This parallels 

11 

I 
I 
I 



D 

I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 

the notion of ethnic absolutism incorporated into the cultural economy of the current funding of 
Black Arts. (6) 

Gilroy offers the term 'Populist Modernism', as a distinctive aesthetic and :thico-political 
approach critiquing post-modernism, but maintaining Dubois's 'double consc1ousnes~•: not 
dismissing modernism, but mindful of 'countercultures of modernity forged m the 
quintessentially modem condition of racial slavery.' (7) Guillermo Gomez-Pena's arguments 
below taken from his article, THE MULTICULTURAL PARADIGM: AN OPEN LETTER TO 
THE NATIONAL ARTS COMMUNITY, from HIGH PERFORMANCE (Fall 1989), not ~nly 
reflects the need touched on above for new terminologies in a process of cultural syncretism, 
but his discussion of latino 'Border art' in the US has a trans-Atlantic relevance to Britain's 
Black Art movement in terms of cultural diversity based on cultural grounding: 

'The colonized cultures are sliding into the space of the colonizer, and in doing 
so, they are redefining its borders and its culture. (A similar phenomenon is 
occurring in Europe with African immigration.)... We need to find a new 
terminology, a new iconography and a new set of categories and definitions. 
"We need to rebaptize the world in our own terms." The language of 
postmodernism is ethnocentric and insufficient. And so is the existing language 
of cultural institutions arid funding agencies. Terms like "Hispanic", "Latino", 
"ethnic", "minority", "marginal", "marginal", "alternative" and "Third World", 
among others, are inaccurate and loaded with ideological implications.' (8) 

In considering a new terminology, a new iconography, and a new set of categories and 
definitions for the cultural diversity of performance art based on cultural grounding, we need 
to take notice of Nettleford's modes of expression being culturally syncretic; Gilroy's points 
regarding the cultural syncretism of aesthetics and practice in relation to the Black Arts 
movement; and Baraka's arguments for cultural revolution, which not only highlight the latter 
two, but foreground the need for cultural grounding. 

Moreover, Kwesi Owusu's point made during his presentation to the same forum as Nettleford, 
that an understanding of Black arts 'and culture proceeds that of cultural diversity, can be 
translated to say that an understanding of cultural grounding should proceed cultural diversity. 

BLACK ART & PERFORMANCE ART 

Gilroy refers to the polysomic richness of Black languages, and the polyphonic nature of Black 
cultures. There is a centrality of performance rather than text and the consequent priority 
accorded to the act of expression over the artefact requires a distinct methodological orientation. 
(9) Kwesi Owusu, in his THE STRUGGLE FOR BLACK ARTS IN BRITAIN (1986), alludes 
to this cultural practice in his delineation of the tradition of orature within Black arts and culture. 
(10) The western categories of genre and art form are transcended and blended. In recognising 
the dialogic/reciprocal features of these forms, before comparing their relative freedom to the 
'closed monologues of the master discourses of the master race', the specific forms must be 
probed. (11) This task elucidates the 'sui-generis black genius', and is irreducibly complex in 
moving beyond the hold of the self/other dichotomy. (12) 

12 



Homi Bhabba's review of STORMS OF THE HEART (1986) clarifies the argument: 

'• .. perhaps the most exciting reorganisation of cultural space that is presaged in 
this book .. .is its effective refusal of a unitary concept of culture ... the very 
structure of this book engages the 'cultural' as a signifying process that is 
politically effective because it explores the irresolvable, productive tensions 
between different levels of social experience ... ' (13) 

When considering the cultural practice of Black arts practitioners, it would be over-simplistic 
to prioritize performance over text, even though the former does relate to the oral tradition 
within Black culture. Moreover, there are distinct intertexual patterns in which latent texts and 
performances echo, correspond, interact with, and reply to each other. 

If we now utilize Nettleford's modes of expression: a) ancestral/traditional, b) classical, and c) 
popular/contemporary to performance art, we can see that taking the dialogic/ reciprocal and 
intertexual relationship between forms of performance and text, we can see clearly that Black 
art and cultural practice is complex and multi-layered. The anti.phony (call and response) within 
Black cultural practice, represents an interaction between performer/performance and audience; 
text and reader; the individual and the collective; culture and politics. This resists and 
challenges trends and tendencies toward 'art' as purely decorative, individualist, separating art 
forms and art from life. 

Paradoxically there are ancestral/traditional form of performance within a european context 
reflecting anti.phony as a cultural practice: the Catholic Mass, and certain festivities of the 
Ancient world within Europe. But with the rise of the protestant ethic, the 18th Century 
Enlightenment, industrial 2capitalism, liberal individualism, and ultimately the increased 
specialization and secularization of society, these ancestral/ traditions of anti.phony have been 
designated as religious rituals, rather than as a cultural practice in a symbiotic relationship 
between art and life. 

Ironically, Carnival has historical and cultural syncretic origins with the Catholic religious 
celebration of Lent, and the African cultural form of the Talking drum, and tradition of orature, 
parody and subversion through the mask/masquerade and the riot. 

Carnival's mode of expression is both ancestral/traditional and classic in terms of representing 
through 'racial memory' the counter politics/culture of Black cultural art practice, and the 
polyphonic nature of Black culture. And it is also popular/contemporary as the largest cultural 
event in Europe and innovative and syncretic in it's continual use of new materials, new . 
technologies and new ideas. 

Therefore, with Carnival's emphasis on performance and text: music, dance, drama, 
orature/poetry, costume design and visual arts, it is just as related to performance art, as it is 
to other performing arts. 

But there are those that would argue that Carnival as practised in Europe, has separated culture 
from politics. It is funded, supported and perceived as an event taking place during a particular 
period of the year, rather than an 'art form' and ~ultural practice planned a year_~ advance? ~d 
embedded within the daily experience and consciousness of Black cultural practitioners/actiVIsts 
and Black communities. The funding bodies appear to treat it as social policy as part of the race 
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relations syndrome: a neutralised form of exotica to entertain the tourists, providing images of 
Black women dancing with policemen, or failing this, footage for the media to construct 
distortions and mis(sed)representations. Moreover, this view also sees that, if not for the 
problems it causes the police, courts, local authorities, and auditors, Carnival could be another 
enterprising venture. 

Keith Khan, a sculptor, who works with materials, themes and concepts in and beyond Carnival, 
argues for Carnival to question itself, not only through its position at the cutting edge of society, 
but in order to subvert it's traditionalist blindness. 
Equally, Greta Mendez, of Battimamzel Productions, argues that their play and masquerade, 
THE MAN WHO LIT UP THE WORLD, can use both Carnival and theatre to tell the story of 
two Black inventors: Dr Charles Drew and Prof. Carver, to draw cultural and social parallels 
between Black people's lives in the 19th and early 20th Century and today. Needless to say, 
there are many other Carnival practitioners creating innovative and challenging expressions 
within the art form . 

But within the context of performance art, Carnival represents the tip of the iceberg of other 
apparently traditional performing arts, and contemporary expressions, which are collaborative 
in producing mixed/multi-media work . 

Though Carnival for example may be hermetically and syncretically linked to these collaborative 
cultural practices, it is distinguished from them, since they are more directly engaged with 
addressing modernity, and therefore more contemporary than Carnival which is per se more 
traditional. 

'Piper and Rodney recognise that whilst loose association around the lobbying for 
visibility was necessary when the existence of "Black Art" was often questioned, 
now, when many of our one-time comrades in struggle have found themselves 
coaxed into the claws of the capitalist art market through the private gallery 
system, a new level of collaborative activity is called for. It is a collectivity 
which roots itself at the very core of our practice, where work is conceived, 
researched, and constructed. 

Along with the tactical advantages of collaboration, comes its technical 
advantages. An African proverb says that "many Qands make light work", and 
in a similar fashion collaborations, through the fusion of technical and creative 
input, renders increasingly ambitious projects practicable. Our work therefore 
spans media, fusing elements of disparate origin and technically outstretching the 
formal limitations of conventional gallery-based practice.' (14) 

Keith Piper's CHANTING HEADS uses sculpture, installation and sound technologies. David 
Dibosa, will use 'traditional' performing arts and photography in a forthcoming project in the 
West Midlands. So too the poet, Su Andi, uses performing arts as an integral part of her work. 
There are many other, and an increasing number of Black artists and cultural practitioners who 
collaborate to produce mixed/multi-media work, and describe themselves as performance artists. 
Though collaborative activity has been to a certain extent institutionalised in terms of funding 
bodies, the work of the above artists is politically oppositional in terms of Black Art, and most 
importantly attempting to challenge the canons of art history and practice founded upon the 
notion of the original genius, the sexist and eurocentric 'old master'. (15) Their work and 
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cultural practice is as 'avant garde', and as experimental as that attributed to a eurocentrices 
definition of performance art. 

'"Unlike modernist times, today's avant garde has multiple fronts" or as Steven 
Duralnd has stated, "the avant garde is no longer in the front but in the margins." 
To be avant garde in the late '80's is to contribute to the decentralisation of art. 
To be avant garde means to be able to cross the border back and forth between 
art and politically significant territory, be it inter-racial, immigration, ecology, 
homelessness, AIDS or violence towards disenfranchised communities and Third 
World countries. To be avant garde means to perform and exhibit in both artistic 
and non-artistic contexts: to operate in the world, not just the art world.' (16) 

If we use Gomez-Pena's argument for a more relevant avant garde as the basis for cultural 
grounding within performance art, then Black arts practitioners and cultural activists, as 
previously described, are already operating within that cultural practice. For example, Keith 
Piper and Donald Rodney, when writing on practice, describe the police attacks on the Black 
community in Britain, and the death of Clinton McCurbin, together with those of Cynthia Jarret 
and Cherry Groce. (17) 

A criticism of THE OTHER STORY was that apart from there being only four women among 
the artists exhibited, there were few Black British artists who were born in Britain, or born since 
the 1950's. This is not to say that the exhibition itself should have been a spokesperson for 
Black Art, as is the tendency with other group exhibitions of Black Art. But that British born 
Black artists are through their cultural practices and work engaging with diverse and 
contradictory individual experiences and identities of race, culture, gender, sexuality, generation 
and class as distinct from and similar to the experiences and cultural practices of the previous 
generation of Black artists. 

The cultural practice and work by Black arts practitioners subvert, deconstruct and reconstruct 
the dominant discourse which creates an unnecessary dichotomy between performance art and 
the performing arts and between visual arts and performing arts. 

Any consideration taken by arts funding institutions, the Arts Council and Regional Arts 
Associations, of promoting a higher profile of Black arts practitioners and their work in the area 
of performance, must address these critical concerns in the context of cultural diversity, not just 
within neat policy initiatives, but as radical questions to their basic philosophy. 

What is required is that any funding criteria (which eventually reflect a perception of Black arts 
practitioners, their work and their cultural practices) should not be based on liberal notions of 
ethnic difference and marginalised minorities, nor on notions of unitary and homogenous art 
forms, but on diverse cultural practices, aesthetics, critical discourses and participants 
contributing to an integral development of contemporary art and national culture within an 
international context. This requires the ACGB and RAA's radically to revise their view of, and 
engagement with, Black art in the context of cultural diversity based on cultural grounding. 

Of course attempts have been made within the structure of arts funding bodies to recognise the 
cultural practice and work of mixed/multi-media and Black 'Arts groups and practitioners. This 
resulted in Combined Arts, Media and Performing Arts committees and advisory panels being 
created. But as Kwesi Owusu has pointed out: 
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'••.even where multi-media criteria are discussed and adjusted, panel members 
usually judge applications in single medium capacity, mainly because the 
dominant culture is based on such an appreciation and practice.' (18) 

Jeni Walwin argues in LIVE ART NOW that easy definitions of performance art which have 
implied a 'combination' dr 'mul~-disciplinary art are not in themselves synonymous with 
performance even though elements will be drawn in that are appropriate to the work. (19) Thus, 
performance art is not 'multi-disciplinary', but rather could be considered as 'inter-disciplinary' 
in the context of performance art it has a syncretic relationship with the performing arts, and is 
in itself a reproduction of reciprocally based art forms. Moreover, this reworks an idea of 
'discipline' as cemented within the dominant culture, which postulates the education, training 
and specialisation within a unitary art form. In fact, many performance artists move in and out 
of performance art, and transcend it through their cultural practice. 

It is therefore, this idea of 'discipline' which needs to be critiqued if any serious recognition of 
the complexity of 'combination' or 'inter-disciplinary' art is to be achieved and thus to alter the 
structures of funding institutions. 

Finally, the counter-culture and oppositional politics as a main feature of Black Art is also a 
major tenet of performance art/interdisciplinary art. Therefore, part of this cultural practice is 
challenging the elitist notion of art practice, by foregrounding a community orientation, through 
a critical and sympathetic engagement with popular culture. 

The next step is to examine the valorisation and validation of these elements in relation to the 
objectives of the research project and to make recommendations towards change. 
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NETWORKS 

The range of promoters connected with the LIVE ART COMMISSIONS SCHEME, reflect 
the predominance of spaces administered and curated as effectively 'white/european'. One of 
the reasons for this is the appalling absence of Black controlled gallery spaces throughout 
Britain, apart from a gallery like the BLACK ART GALLERY, and Y AA ASANTEW A AR!S 
CENTRE, both in London, there exist few spaces other than community arts centres, which 
cannot always serve well as adequate exhibition spaces, and very few of these have an 
autonomous Black administration. This situation is in part, due to a historical underfunding and 
underdevelopment of and for adequate and autonomous Black Art spaces; a notion that white 
controlled spaces will somehow do us a favour by exhibiting our work and including us in their 
programmes. Moreover, as Gavin Jantjes points out, Black communities: 

' ... detest prestigious white elephants being placed in their backyard by someone 
who has never been to that yard until delivering that elephant. They hate having 
to keep this elephant alive just to prove how grateful they are. They would much 
rather prefer the recognition of their talents and potentials through resources 
being put at their disposal. ' (20) 

However, the mainstreaming of Black art, or the integration on culturally diverse Live 
art/performance art networks, does not address the question of developing autonomous, non-
hierarchical infrastructures and creative gallery /performance spaces within the Black arts 
movement/ sector. 

Furthermore, any involvement of Black arts practitioners and groups in performance art funding 
schemes, and networks cannot be achieved with the present monocultural composition of 
promoters and spaces. 

The question is not only about the existing promoters taking on issues, concepts and policies 
around cultural diversity, but cultural grounding and the intervention of Black cultural 
practitioners and cultural activists. 

During my meeting at the Ikon Gallery, We suggested networking with and bringing in Black 
Arts Consultants, as specialists in their field(something that the Ikon has already started to do) 
not only to give a higher profile to Black and Third World cultural practitioners and their work 
in the Ikon programme, but also to act as advisers/consultants on culturally diverse programmes. 
It is crucial, that such a curatorial exercise should not result in the perpetuation of programmes 
which stress ethnic difference, but rather help search for different and common aesthetics, and 
critical qualities, discourses and cultural practices. 

The networks and infrastructures of the Black arts are developing, particularly in the West 
Midlands, with the resource and communications network of THE CA VE, WEMAS (West 
Midlands Ethnic Minority Arts Service), and the HANDSWORTH CULTURAL CENTRE 

' and outlined in their joint CREATIVE FUTURES: A STRATEGY FOR COLLABORATION -
A CONSULTATIVE REPORT. (1989) 
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Further more, West Midlands Arts, Birmingham City Council, West Midlands Probation Service 
and Black Arts Forum collaborated in the creation of a dialogue towards developing a Black 
Consultancy for the region. 

Other Galleries such as the Ikon, need to engage mutually with these networks if their 
programmes are to reflect the potential cultural diversity of performance art. 

In Manchester, Black Arts Alliance is performing a similar, though still developing role as the 
agencies in Birmingham. Whereas, in London MAAS (Minority Arts Advisory Service), have 
made similar links in terms of their recent forum on multi-based/inter-disciplinary funding . 

The backdrop to all these interventions, strategies and communications, as Marlene Smith of 
WEMAS, rightly points out is the political control and power that Black arts practitioners, 
groups and communities should hold over their destinies in relation to arts funding and the 
development of cultural institutions. Black cultural politics in the cultural economy of arts 
funding and development, requires an awareness of cultural grounding: creating their own 
autonomous creative spaces, and penetrating the mainstream, with skills, experience, and 
knowledge of legal, economic, political, and cultural institutions and how best to use them. 

Most importantly, if Black communities, much less Black arts practitioners and cultural activists 
wait for the space to be created for them in the 1993 consolidation of the European Single 
'Market', then they might wait forever. They have to develop the cultural grounding, and 
formulate the agendas, networks, communications, and interventions with other Black cultural 
activists based in Europe, much less their respective cultural, economic, political and legal 
institutions, to take advantage of these eminent developments and take their rightful place in the 
creation of that space. 
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RECOMMENDATIONS 

The recommendations below are not exhaustive and need to be further discussed through an open 
conference/forum: 

1. 

2. 

As increased funding responsibilities are given to local authorities, and funding 
restrictions increasingly effecting arts funding institutions, this has meant a p~el 
erosion of their relative autonomy. Therefore, integrated programmes, co~aborations, 
non-hierarchical networks and autonomous infrastructures are essential for the 
development at a regional, national and international level. 

There is a need for radical improvement in making arts funding decisions and pr~ses 
accountable to Black arts practitioners, groups and organisations. This could be possibly 
done through consultation and negotiation with service agencies such as WEMAS, 
MAAS and BLACK ARTS ALLIANCE, but this would depend on the terms of these 
interventions, the concerns of individual practitioners and the service agencies 
themselves. 

Accountability and broadly democratic processes refers also to the cultural and racial 
composition of staff/officers within arts funding bodies; this is not about tokenistic 
appointments but a radical raising of consciousness and not fooling ourselves that 
institutionalised racism does not exist and is not pervasive. 

3. The Arts Council has a responsibility to ensure the success of multi-based and 
interdisciplinary funding, if arts funding allocations are reduced, rather than leaving 
interdisciplinary artists and groups, particularly Black artists and groups in the grip of 
market forces. Consequently, terms such as, 'incentive funding', 'investment' and 
'sponsorship', need to be distinguished, .and comprehensively defined in terms of their 
function and operation. The Arts Council already has links with the ASSOCIATION 
OF BUSINESS SPONSORSHIP OF THE ARTS, and these networks should be 
strengthened in terms of directly assisting practitioners and groups, apart from THE 
WILDING REPORT's recommendation that they should be assisted indirectly through 
business support through Regional Arts Associations. (21) 

4. As the research project deals with cultural diversity, the 1993 consolidation of Europe 
should obviously be borne in mind. Therefore, live art/performance art networks, 
communications interventins, infrastructures and practices should be explored in terms 
of cultural diversity based on cultural grounding in a European wide context. This could 
be initiated with setting up a research project, which will attempt to address the above 
concerns and questions within a European context. 
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EDUCATION AND TRAINING 

Any consideration of performance art and cultural diversity needs to examine education and 
training. It is not only schemes, placements and other funding initiatives that need to be 
considered, but the dominant discourses that inform them. 

We need first, to subvert critically the two tier system under which arts practitioners and groups 
are judged, funded and supported. This hier-archical system is based on a bourgeois European 
notion of art and the artist: historically, white/European middle class males, trained in middle 
class art institutions, produced cultural products for the aesthetic consumption of a discerning 
middle class who invested for economic value. This notion has since been valorised into two 
supposedly distinct groups and premises: a) those that are formally trained by example through 
the European art system and its discursive practice, and therefore bona fide professionals, and 
b) those not formally trained, working on the margins of that dominant discursive practice, and 
therefore in the ambiguous twilight of amateur/community arts. 

It is this latter group who have in the main, posed the most serious challenge to the bourgeois 
Eurocentric distinction between visual and performing arts. 

Su Andi, of Manchester's BLACK ARTS ALLIANCE, writes and performs poetry, but 
describ~ her practice as a performing artist. Her practice in relation to Black Art concerns 
itself with education at a community level and a conception of art with a community orientation. 
She argues that while Black Art is addressing itself to mainstream culture, where critical 
discourses and debates are important, the involvement of working class Black communities and 
popular culture is negligible, whether through education or through the process of political 
change. Furthermore, her practice is not homogenous in its approach, but heterogenous in its 
view that Black Art and culture are not exclusive to a particular set of expressions. 

Education and training should also be concerned with the development of autonomous 
infrastructures, networks and communications in which Black arts practitioners and groups can 
address their own agendas of m~lti-base ~d ipterdisciplinary fun~ing, developing gallery and 
other spaces, cultural practice and production, and nurturing Black Art aesthetics and critical 
discourses. It is in this c(;mtext that in~ivi1ual practitioners and Black arts service organisations 
and groups such as MAAS, WEMAS and BLACK ARTS ALLIANCE, amoi;ig other regionally 
based agencies could create new networks together with the Live Art Commissions Networks . 

It is not simp1y a question of creating training schemes for Black Arts managers, but providing 
the resources, facilities, funding and developmental support so that they can fulfil their roles as 
managers, administrators and promoters. 

Consequently, the following recommendations attempt to address these concerns, but they are 
in no way exhaustive and further consultation and research may be required to develop them into 
specific and practical strategies. 
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RECOMMENDATIONS 

1. The LIVE ART EDUCATION SCHEME should be re-evaluated in terms of its 
structure, not only in terms of who is ~lected for placements, but whether the 
placements could be extended beyond art colleges, to community groups, organisations, 
schools, and Further Education colleges. The selection criteria, the composition of the 
selection panels, the targeting of 'models of good practice', and ultimately the aims and 
objectives of LIVE ART EDUCATION, should be re-evaluated. 

Furthermore, the possibility of setting up European wide culturally diverse exchanges in 
terms of LIVE ART EDUCATION placements, bursaries and schemes, or if need be the 
formulation of new schemes and initiatives to facilitate this venture. 

2. Within LIVE ART EDUCATION, the dissemination of models of good practice and 
improving 'professional' practice should involve engagement with current critical 
discourses and debates from cultural practitioners, writers and curators from diverse 
cultural backgrounds, education, training, and practices in ways similar to the OPEN 
FORUM ON CRITICAL WRITING AND LIVE ART, held in 1989, but dissimilar 
as the composition of the forum's speakers was monocultural. Such debates should be 
an integral part of any scheme's cycle. 

3. Any Training programme, whether schemes, placements, bursaries or other initiatives, 
should be devised in consultation with culturally diverse arts service organisations, 
groups ad practitioners in terms of mutual needs, concerns, aspirations and programmes. 

a) Training programmes should aim to challenge critically the professional/amateur 
dichotomy. 

b) There should be an integrated approach with training in terms of creating greater 
opportunities for young people from culturally diverse backgrounds, as the 
education system too often fails to provide sufficient opportunities for young 
Afro-Asian people seeking formal training in the arts. 

If the Arts Council and respective RAA's Training and Education units, schemes, 
and initiatives cannot provide sufficient resources, consultation and partnerships, 
these should be sought with external agencies working within these areas, who 
should be adequately resourced, funded and supported. 

c) Training programmes should not only focus on the development of practice itself, 
but practitioners should have the opportunity to learn arts management, finance, 
and administration skills, new technologies, and 'enterprise' skills. 
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THE WILDING REPORT 

Any questions and concerns raised and recommendations made in this research project report 
inevitably have to take into account the implications of Richard Wilding's report, SUPPORTING 
THE ARTS: A REVIEW OF THE STRUCTURE OF ARTS FUNDING (September 1989), just 
as another Arts Council report, THE GLORY OF THE GARDEN, had implications for the arts, 
when it was published in 1984. 

Some of Wilding's proposals are: 

l. the operation of ACGB and RAA's arts funding under a federal structure, with 

2. a centralisation of decision making processes between the ACGB and RAA's, 

3. the pruning of the RAA's advisory panels and committee structures, with responsibility 
for formal application decisions going to officers with 'panel guidelines'. 

While some or none of these proposals maybe eventually implemented, the fact that they are 
even being suggested bodes ill for all arts practitioners, groups and organisations. Moreover, 
in relation to Black art practitioners and cultural activists, Wilding's apparent concern smacks 
of a patronising attitude. He gives only one reference to them in one paragraph, paying lit 
service to their concerns within his report: 

' ... that this review might lead to diminishing effort and even the loss of ground 
that has already been won. I see no reason why it should.' (22) 

Yet only two chapters later, in discussing the 'General aspects of the Federal relationship 
between Regional Arts Associations and the Arts Council', he suggests that the Regional Arts 
Associations are too concerned with the: 

' ... social aspects of smaller-scale projects whose objectives have more to do with 
increasing the employment of artists and supporting disadvantaged communities 
than they have with increasing access to the best that the arts can provide.' (23) 

While we wonder who he means by 'disadvantaged communities', and wrestle with who will 
have, 'access to the best that the arts can provide', a savouring thought is that one positive 
proposal can be extracted from the Wilding Report: that the Arts Council and Regional Arts 
Associations should break the monology of professional arts by funding and supporting more so-
called 'amateur' arts. 

In the final analysis, funding allocations and development for the cultural diversification of 
performance, forms the most difficult area in which ·10 develop practical strategies, according 
to many of those consulted through this research. If State funding for the arts has and is being 
cut with disastrous effects, with many Black arts and cultural groups and organisations going to 
the wall, as they are always to first to suffer in times of cutbacks and that the great song and 
dance about private sponsorship over the past decade has been myth for those who can not get 
it. 
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It is paramount therefore that, the Arts Council and Regional Arts Association participa~ in 
looking at resourcing, funding and develop autonomous infrastructures, networks and 
communications towards multi-base and interdisciplinary funding. 

C?nsequ~ntly, it has been suggested that an open conference/forum should be o~ganised, which 
will consider not only issues, concerns, discourses and recommendations made m the course of 
research report but illuminate alternative ideas discourses and recommendations, in terms of 
practical strategies in relation to performance art and cultural diversity. 

T_herefore, the recommendations for the future outlined below are simply proposals to be 
discussed further. 
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RECOMMENDATIONS FOR THE FUTURE 

1. To organise a conference/forum in the autumn of 1990, which will bring together a broad 
cross section of cultural practitioners, activists, and workers in the field of performance 
and Black arts to look at the issues raised in and beyond the research project, with a view 
to developing practical strategies. 

2. To facilitate the above, the project may require an extension in itself. 

3. Europe forms a crucial area for research for the future. It is therefore suggested that an 
extended research project is devised, funded anisupported towards exploring European 
perspectives in the widest cultural field of performance work. 
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