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Ab‘stract

This thesis examines the emergence of ‘cultural diplomacy’ within UK cultural policy to
explore the policy-making process.

The literature review in Chapter Two observes that instrumental cultural policies are
largely discussed in philosophical and binary terms, rather than being investigated
empirically or a more nuanced approach taken. Questions are raised as to the
empirical grounding of cultural policy studies and a disconnection between theory and
practice is identified, which proves to be a recurrent theme.

The focus then shifts to an exploration of the methodological framework in Chapter
Three. Based on a narrative account, the empirical process is defined, described and
justified, outlining the sampling strategy, data collection methods and data analysis
process. Within this, an empirical vacuum within cultural policy studies is revealed.

Chapter Four argues that the written policy and strategy documents are rationales for
the protection, survival and growth of the government department, agency and
museum that they represent, as opposed to the operational action plans that they first
appear or are assumed to be. '

Chapter Five presents the interview data to uncover the concealed mechanics of
policy-making. Rather than being formalised as a written document, a new instrumental
policy is created on the basis of informal verbal exchanges and social interactions
between a cultural elite. This policy expands the scale and scope of existing cultural -
work, proving that instrumental policies can be beneficial, open, non-prescriptive and
flexible, in stark contrast to the literature on the subject. The empirical data from
document analysis and interviews reveal an unexpected scenario whereby the -
conventional power structure is subverted and the arts covertly resist top-down
management.

Chapter Six reflects on the case of cultural diplomacy in relation to the making of .
policy more generally. Drawing on a number of examples from political science, this
chapter demonstrates that the findings from the empirical data are not distinct or
unique, but are common features within social policy.

The research concludes by calling for a better understanding of instrumental cultural
policies. Recommendations are made to strengthen the empirical base of the field, re-
examine key assumptions and Iook beyond cultural studies to ensure quality, accuracy
and credibility within research.
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Glossary

This glossary comprises a list of prominent individuals, organisations and Government
“departments referred to in the thesis.

AIexander, Douglas

Arts and Humanities
Research Council

(AHRC)
_ Arts Council of
England (ACE)

Blair, Tony

British Council

British Library

British Museum

Brown, Gordon

Burnham, Andy
Demos

Department for
Culture, Media and
Sport (DCMS)

Department for
Environment, Food
and Rural Affairs
(DEFRA)

Labour politician and former Secretary of State for
International Development 2007 - 20IO

A Non-Departmental Public Body which is funded by the
Department for Business Innovation and Skills, and works to
advance research in the arts and humanities.

A national development agency that operates at arm’s length
from Government and allocates funding (through the DCMS)
to the cultural sector.

Labour politician, current Middle East Envoy and former
Prime Minister, 1997 — 2007.

An international cultural relations body which aims to create

- relationships that provide cultural, diplomatic and economic

benefit for the UK.

The national research library of the UK. Originally part of the
British Museum, the library is located in London.

A museum based in London which houses a comprehensive
collection of human history and culture from all over the .
world.

Labour politician and former Prime Minister, 2007 — 2010.

Labour politician and former Secretary of State for Culture,
Media and Sport, 2008 — 2009.

Independent think tank and research institute, formerly
associated with New Labour.

The department of the UK Government with the
responsibility for culture, media and sport. It receives money

from the Treasury, which is allocated to the cultural sector,
often via ACE.

The department of the UK Government with the
responsibility for the environment, rural development, the
countryside, wildlife, animal welfare and sustalnable

development.



Economic and Social
Research Council
(ESRC)

Foreign and
Commonwealth Office
(FCO)

Frayling, Christopher
HM Treasury

House of Commons
House of Lords

Hunt, Jeremy
Johnson, Boris

Jowell, Tessa

| Key.nes, Jéhn Maynard
MacGregor, Neil
MacKenzie, Ruth

Mandelson, Peter

Major, John

McMaster, Brian

A Non- -Departmental Public Body which funds research and
training in social and economic issues.

The depa.rtment of the UK Government with the

responsibility for promoting British interests overseas and
supporting UK citizens and businesses around the world. -

Academic and former Chairman of Arts Council England,
2004 — 2009.

The department of the UK Government with the
responsibility for the finances and economy of the country.

Forum for elected Members of Parliament to represent their

“interests, consider laws and policies, and ask ministers

questions about current issues.

Forum for Members of the Lords to discuss and scrutinise the
legislation proposed by the House of Commons, with a view
to making laws and checking Government activity.

Conservative politician and current Secretary of State for
Culture, Media and Sport since 2010.

Conservative politician and current Mayor of London since
2008. '

Labour politician and former Secretary of State for Culture,
Media and Sport, 2001 — 2007.

Economist and fodnding Chairman of Arts Council of Great
Britain in 1946, which later became ACE.

Current Director of the BritisH Museum since 2002.

Senior arts practitioner, current Director of the Cultural
Olympiad and previous Expert Adviser to the Secretary of
State for Culture, Media and Sport.

Labour politician who has held a number.of posts in the
Cabinet. Most recently, he was Secretary of State for
Business, Innovation and Skills, 2009 — 2010.

Conservative politician and former Prime Mlmster, 1990 -
1997.

Senior arts practitioner and current Chairman of the National
Opera Studio.



Miliband, David
Morris, Estelle
New Lab.our
Purnell, James‘

- Robinson, Gerry

Serota, Nicholas

Smith, Chris

Tate

Thatcher, Margaret

Vaizey, Ed

Victoria & Albert
Museum (V&A)

Visiting Arts

World Collections
Programme (WCP)

Labour politician and former Secretary of State for Foreign

- and Commonwealth Affairs, 2007 — 2010.

~ Labour politician and former Mlnlster for the Arts, 2003 -

2005.

The new. brand identity for the Labour Party, which began in
1994 under Tony Blair’s leadership.

Labour politician and former Secretary of State for Culture,
Media and Sport, 2007 — 2008.

Businessman and former Chairman of Arts Council England,
1998 — 2004.

Cufrent Director of the Tate since 1988.

Labour politician and former Secretary of State for Culture,
Media and Sport, 1997 -2001.

A network of four museums which house a comprehensive
collection of modern and contemporary art from all over the

“world.

Conservative politician and former Prime Minister, 1979 —
1990.

Conservative politician and current Minister for Culture,
Communications and Creative Industries since 2010, an
Under-Secretary of State post.

A museum based in London which houses a comprehensive
collection of decorative arts and design from all over the

world.

A development agency which aims to promote intercultural

- understanding by facilitating international artistic practice and

exchange.

An arts programme, funded by the DCMS, which enables Six
leading cultural organisations to work collaboratively in areas

~of the world deemed political priorities. The organisations

include the British Museum, British Library, Royal Botanical
Gardens at Kew, Tate, V&A and the Natural History
Museum.



' CHAPTER ONE
Introduction

Origins of the Research _
This research investigates the emergence of ‘cultural diplomacy’ within UK cultural
_policy to explore the policy-making process. | first came across the term cultural
diplomacy in 2006 when | was working on my MA dissertation, which examined the
- impact of war on Iraq’s cultural heritage. | analysed the circumstances that led to the
extensive damage and destruction of buildings, monuments, archaéological sites and
artefacts. Through this research, | learnt about the reckless looting of museums and
the ransacking of the land to fuel the illicit trade in cultural property, the world’s third
largest black market after narcotics and firearms (Brodie et al, 2000). | became aware
- of the fervent debates surrounding restitution and repatriation, focusing on ethical
intuition and moral 6utrage. | gained knowledge about the utilisation of cultural sites by
the military and the deliberate targeting of cultural heritage as a tactic of war. My
interest was stimulated by ‘cultural genocide’, the destruction and confiscation of
cuitural property, and the macabre intrigue of ‘thanatourism’, the sites of death,
disaster and atrocity which are transformed into cultural attractions. | obtained an
understanding of the legal instruments that were supposedly in place to protect
-cultural property, but which were rendered redundant in the midst of warfare, and the
impotence of international cultural policy. Through this research, | became increasingly
interested in the role of the arts in politics and within this broader landscape of

international relations.

My interest in this area developed furt}her.through presenting fny research .at a national
conference and subsequently getting my paper published in an academic journal
(Nis_betﬁ, 2007). It was due.to this experience, alongside my growing interest, that |
decided to explore this area further by undertaking a PhD. This led to a fundirig '
application to the Arts and Humanities Research Council (AHRC), which was based on
an investigation into the relationship between cultural policy and terrorism. This
application was rather open and Avague. | initially planned to extend my previous study

somehow, but focus on contemperary art, utilising the contacts | had made in my



- career as an arts administrator. | was fortunate to receive a bursary from the AHRC,

allowing me to undertake this research.

Focus of the Research

In the first six months of the study, | began to scope out the project. | soon noticed
that the international cultural activity of museums and galleries was being referred to
as ‘cultural diplomacy’, with the arts presented as a political tool. This particularly
interested me as the gallery that | had worked for prior to this study regularly
undertook international work but it was never couched in the rhetoric of political
diplomacy. | came across a research report on this subject by the think-tank Demos
(Bound et al, 2007), which strongly argvued that the arts play a crucial role within
international relations. At the same time, | was struck by the proliferation of policy
documents relating to ‘internationalism’, a priority area for both the Department for
Culture, Media and Sport (DCMS), the department of the UK goVérnment with the
responsibility for culture, and Arts Council England (ACE); a national arts development
agency that allocates Government funding to the cultural sector. At the start of this
study, the DCMS was also formulating‘a‘n International Cultural Policy (Reason, 2008.
pers. éomm), which was terminated during the course of this research (Marples, 2010.
pers. comm). | also noted that similar documents were being produced by a number of
cultural organisations, such as the V&A and that these were matched by a wealth of

vacancies for professional positions relating to internationalism.

These documents showed a loose connection with British foreign policy, in terms of
the information contained and the rhetoric used within them. This suggested to me
that this upsurge in ‘internationalism’ or ‘cultural diplomacy’ was instrumental in its

objectives.
Instrumental cultural policy is defined as the tendency:

to use cultural ventures and investments as a means or instrument to attain goals in
other areas ... The instrumental aspect lies in emphasizing culture and cultural
venture as a means, not an end in itself (Vestheim, 1994:65)



Despite cultural diplomacy being a politically explicit term, it had not received the
same level of attention nor condemnation as previous instrumental policies within the
cultural policy arena. In fact, it had barely attracted any interest at all, except for a
small number of articles in the professional press. A substantial amount of material had
been generated previously in fesponse to instrumental policies, which focused on the
negative consequences brought about by their imposition onto the cultural sector. This
lack of engagement by researchers and writers in this area prompted me to think that
cultural diplomacy may be an instrumental poiicy with a difference. This hypothesis was
the starting point for the research. | wondered whether cultural diplomaéy
represented a new kind of instrumental policy, which enabled organisations and artists
to continue and posSibly enhance their international practice, without being affected by

the detrimental outcomes asserted by the anti-instrumentalist literature.

" As the research process progressed, it developed into a study which focused on the
complexities of cultural policy — how it is made, what role it has, how important it is,
what purpose it serves, who is involved and what impact it has. Whilst cultural
diplomacy remains a constant feature throughout, its status within the study changes
from being the focus of the research at the beginniné, through to it becoming a vehicle
for exploring cultural policy more generally by the end. Eventually, my. findings
appeared to be so different from those of thé literature in the field, that | decided to’
check if similar results occurred béyond the cultural policy field - and they did — within

the discipline of political science.

Methodology

In order to investigate this hypothesis, a methodological framework was devised
involving the collection and analysis of two data sets. | began with a number of fairly
crude questions about how instrumental policies were viewed by those within the -
cultural sector, how prescriptive and directive they were, and whether cultural ‘

diplomacy was a new form of instrumental policy.

The first data set comprised three documents relating to internationalism. The second
data set came from fifteen interviews with policy-makers, arts professionals and artists.

Both data sets were subjected to thematic analysis, a systematic technique extracted



from the tenets of grounded theory and located within social science methodology.
The choice of method is significant as | have used a tool that is traditionally associated
with another discipline in a field that is conventionally rooted within the theory of

cultural studies.

The documents that were analysed were the DCMS’s International Strategy, ACE’s
International Policy and the British Museum’s International Strategy. The aim of this was to
provide a complete picture of internationalism from the viewpoint of the ‘policy-
maker’, ‘implementer’ and ‘recipient’. These three organisations are entirely dissimilar
— with different origins, purposes and remits. Despite their diverse nature, | was able

to draw some comparisons across the data set in terms of the findings.

The document analysis was followed by semi-structured interviews, taking place overa
six month period. The interview sample was based on the idea of distinct roles within
_the policy-making p‘roce'ss - that of policy-maker, those who implement these polici>es
and the recipients of the funding, those who undertake the work underpinned by the
policy framework. Although this segregation turned out to be inappropriate, as this
thesis will démonstrate, it was crucfal in uncovering a major finding. The interviewees
ranged from independent artists to a range of professionals from a variety of
organisations including Taté, British Museum, V&A, ACE, Demos,v British Council and
the DCMS. |

Clarification of Key Terms
A number of key terms are used within the study, several of which have been
mentioned thus far. The thesis extensively refers to the ‘cultural sector’, which, in this
research, repres.e’nts artists and arts organisations, exclusively museums and galleries,
as well as the people that work within them. This is a narrow definition, as the term
would usually refer to other types of organisations such as theatres, for example. | -
chose to concentrate on museums and galleries to keep the study focused. In addition,
my professional experience relates mainly to the visual arts. The individuals within the
“museums and galleries are collectively referred to as ‘cultural praétitioners’ or‘arts
professionals’. These terms encapsulate a range of professional roles such as

administrators, curators, directors and managers. These people may also be referred



to by their job titles, for example, ‘arts manager’ or ‘senior curator’. The artists that
participated in this research and others that are referred to in this thesis are
understood to be independent, so they are not affiliated to a particular organisation

and instead concentrate on their own artistic practicé.

A number of acronyms are used throughout this thesis, all of which are introduced in
the relevant sections. These include the Foreign and Commonwealth Office (FCO), the
UK Government department responsible for promoting British interests overseas, the
Department for Culture, Media and Sport (DCMS) and Arts Council England (ACE).
The acronym WCP refers to the World Collections Programme, an international cultural
programme involving six leading cultural organisations. The WCP is a major focal point

within this thesis and is fully explained and discussed within the relevant sections.

Parameters of the Research

It is important at this point to define the parameters of the research. Firstly, | do not
attempt to define ‘policy’. This is contested ground.and in the words of Ham and Hill,
‘policy is indeed an extremely slippery cdncepﬁ’ (1984:101). I do not address this, nor
attempt to make any clarifications in this area. Instead, as can be observed throughout
this thesis, | add to this notion of slipperiness and corroborate the status of policy as a

disputed and difficult term to grasp.

At the beginning of this research, it was anticipated that it would be a study of
museums and galleries across England. Indeed, a good geographi‘cal spread wasa - .
prefequisite of the initial interview sample. However, due to the adoption of a
theoretical sampling technique, the research evolved in such a way that it ended up
focussing largely on the major national institutions within London. This is fully

explained within the methodology in Chaptef Three.

Structure of the Thesis

The thesis comprisesv'seven chapters and a number of appendices. The literature
review forms Chapter Two, where the concepts of instrumental policies and cultural
diplomacy are explored. The methodological framework is discussed in Chapter Three,

where | define, describe and justify the chosen methodology. Chapter Four introduces -

17



the first stage of the empirical work, reporting the ﬁndings from the dochment analysis.
An analysis of the interview data is presented in Chapter Five. The penultimate chapter
presents a number of comparable cases from the public policy sector to demonstrate a
striking number of parallels between the emergent findings and the discipline of
political science. The final chapter draws together the findings from the two empirical

data sets and the literature review, to offer a number of overarching conclusions.

Chapters Three, Four and Five can be read in parallel with appendices two and three,
which document the methodological process and provide a selection of analytical
workings. The second appendix presents a collection of workings from the document
analyses. Essentially, it is the ongoing memo which was produced throughout the
_process, and includes notes and thematic mapping exercises. Appendix Three
documents the interview data analysis. Again, it is the ongoing memo produced
~ throughout the nine month process, and includes notes, thematic maps and
photographs. It should be noted that whilst the appendices nﬁake the analytical process
transparent, demonstrate rigour and substantiate the claims for reliability, the workings
have been transcribed verbatim and appear in théir original forrh. Thérefore, as this
material was not intended for generaly viewing when it was created, some of the notes
and diagrams rhay not be self-explanatory but shddld, instead, be viewed within the
context of the entire émpirical work. This approach is justified in Chapter Three,
where the importance of presenting these workings in their original form is set out.
This reference material is indicated within the relevant sections of the thesis and both

appendices two and three begin with a short text to explain their content.

The research developed organically, evolving in accordance with the findings from the
empirical work. This resulted in a number of significant shifts in emphasis, as the data
pushed me into areas that | had not anticipated. Whilst the research was based on a
hypothesis and set out with a clear agenda, the empirical evidence and its
corroboration propelled the study forward, and | ended up somewhere rather

unexpected. Reading this thesis is an invitation to join me on this journey.



CHAPTER TWO
Literature Review

Introduction

This is a review of the literature on instrumental cultural policies and cultural
diplomacy. It discusses the main theories and arguments, draws attention to
inconsistencies, highlights points of contention and contextualises this study within the .

broader landscape of published work.

The previous chapter defined instrumental cultural policies. This chapter offers an
abridged historical account of instrumental policies, outlining the key political
developments that led to the dependence of the arts on public subsidy. The debate on
instrumentalism can be classified into two distinct groups which are based on
philosophical and evide‘ntial issues. This largely negative discussion forms a significant
proportion of this chapter. The strategic use of instrumental policies by those within
the cultural sector is the next area of focus. This is followed by an examination of
cultural diplomacy and its rapid assimilation into the rhetoric of instrumentalism. This
section places the debate within the broader context of international relations and

- shows how it reignited the strong opposition towards instrumentalism. By
demonstrating the recurrent themes in the literature and the anomalies that merit
further investigation, the ehapter concludes by presenting the lines of enquiry that will

be pursued through this empirical study.

Instrumental Cultu’ral Policy

Cultural policy research is regarded as an emergent and interdisciplinary field.
Academic research in this area began to flourish in the early 1990s, when the main
journal in the field, now entitled the International Journal of Cultural Policy, was founded.
The expression ‘instrumental cultural policy’ can be traced back to this time and was
first introduced ‘in an attempt to make sene_e of the trends shown by public policies for
the cultural sector since the 1980s’ (Belfiore, 2004:184). Vestheim formally identified
the term and his early definition, which appeared in the previous chapter, remains

“widely accepted.



A brief consideration of particular points within art history illustrate the persistent and
pervasive nature of instrumentalism, not just to poliéy-making but to the production of
art itself. Condensed moments in history provide early accounts of instrumentalism.
Take Renaissance Italy, for example, six hundred years ago. Michael Baxandall’s
commentary on the country in the fifteenth century demohstrates that instrumental
notions were central to the creation of artwork. Baxandall presents authentic
correspondence between artists and their patrons to illustrate the relationship
between the two parties and the exacting levels of prescription exercised by the
benefactors. In these texts, artists can be seen to refer to themselves as the ‘servants’
of their funders, pledging to do ‘éxactly’ (I988:3) what the patrons want ‘in every
respect’ (1988:4). In turn, those funding the work specify every detail, from the precise
monetary value of the painting’s most expensive material, ultramarine - the imported,

| powdered lapis lazuli - to its depiction of ﬁgdres and its deadline for completion. These
original letters offer an insight into the ‘weight of the client’s hand’ (1988:5). In Italy at
this time, artwork was commissioned for a variety of reasons, ranging from active piety
and civic consciousness in those who donated their works to the church through to
the self-aggrandisement of the patron himself, with the artworks acting as important
displays of wealth, status and power. This funding of art shows instrumental intent

established long before any system of public subsidy was instated.

Going back further still, the Byzantine Empire offers a different exampl'e, where the
sole purpose of art was for religious worship. Its creation was a religious act in itself,
involving special prayers before commencement, with the resultant work acting as an
aid to worship or a means of perceiving God through the contemplation of art. Any
departure from the accepted style, subject rhatter, colours or composition was seen as
an act of heresy. For the Byiantine, there was no non-religious art and so there was no
question of it being anything other than purély instrumental (Mango, 1972). However,
instrumental notions were so pervasive in Byzantine art that it was just assumed and

not commented upon.
Belfiore argues that instrumental cultural policies were first theorised by the Greek

philosopher Plato (427347 BC). She draws comparisons between ongoing debates on -

instrumentalism and the Platonic idea that ‘the transformative powers of the arts ought

20



to be harnessed by the state to promote a just society’ (2006a:229). Plato’s
contribution in this area is acknowledged by Carey (2005) and O’Neill (2008), as well
_as the former Chairman of Arts Council England (henceforth ACE), Christopher

Frayling, who states:

People tend to talk in terms of art for art's sake on the one hand, or art-as a form of
social engineering on the other. In fact the debate about the arts should be much
‘more sophisticated than this; it has been going on since Plato's Republic, through Kant,
the Enlightenment, Orwell, Leavis, Eliot and Williams (quoted by Higgins, 2009:11)

In this quotation, Frayling notes the longevity of instrumental policies, as well as the
dichotomous and crude nature of the debate, a point which is explored later in this

chapter.

Instrumental policies are deeply ingrained in the British political system, a point well-
documented by the literature (see, for example, Bennett, 1995; Belfiore, 2004; Belfiore
and Bennett, 2008 and Mirza, 2006). Gibson states that there is ‘nothing remotely new’
about instrumentalism (2008:249) and demonstrates this through outlining é number of
historical examples. Similarly, Vuyk argues that the involvement of gov_ernménts in the
arts is well established and that instrumentality is ‘a common trait’ of the cultural _
policies of western governments (2010:177). Gray recognises that, fundamentally, all

policies are intended to achieve something (1996; 2008).

In Britain, instrumenfal cultural policies were introduced in the nineteenth century and
rooted in an authoritarian approach to cultural policy, associating the arts with public
order, as a method of ‘civilising’ society (Bennett, 1995). For example, in the late

- 1800s, the Whitehall Gallery in East Lohdon aimed to elevate the people,from the
slums, who knew little about art or the ‘decorum of the museum’ (Sylvester, 2009:13).
Gibson’s account (2008) of England in the 1800s retells the story of Sir Henry Cole,
founder of the South Kensington Museum, which later became the V&A, who famously
justified public expenditure on gas lighting within the museum to enable evening

opening and thué provide a healthy alternative to the gin palaces of Victorian London.

Bennett argues that this has continued to provide the main theoretical basis of cultural
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policy development, referring to it as ‘trapped in the intellectual framework of the mid-

nineteenth century’ (1995:210).

In 1945 after World War ||, the Labour party created the Welfare State, establishing
the National Health Service, a national pension scheme and benefit system. Funding for
the arts grew as Labour saw it as part of its strategy, believing that it should be |
accessible to everyone. The arts were integral in the post-war renewal programme,
formihg a key element of the reconstruction, with local authorities providing buildings
for music, drama and art (Bennett, 1995), and distributing free tickets to encourage
attendance (Hadaway, 2004). Mirza (2005) notes a range of political and social
demands that the arts were used to fulfil including boosting morale and preserving

national identity. The cultural sector thus became financially dependent on the state.

During Thatcher’s era, the art for art’s sake principle Was no longer a justification of
public subsidy. ‘Art for art’s sake’ is the belief that the intrinsic value of art is separate
from any other function. It is the-éssertioh that art is not $omething.to be used as a

- means to something else, but purely something to be accepted and enjoyed on its own
terms. Cost-efficiency was the focus and emphasis was increasingly placed on the
economic importance of the arts. Those withiﬁ the cultural sector had to identify
other ways to validate their existence. This signalled a defining moment in policy

" development as the economic crisis of the 1980s led to cuts in public spending,
including arts subsidy; Numerous scholars acknowledge the changes that began during
this period (see, for example, Belfiore, 2004; Bennett, 1995; Gray, 2000, 2007; Mirza,

12005; Quinn,‘ 1998; Sandell, 2002 and Throsby, 2001). |

More recently, instrumental policies gained a new-found prominence. New Labour

adopted cultural policy to capture the spirit of ‘Britishness’, promoting ‘everything

. from Beefeaters to Britpop’ (Stevenson et al, 2010:251). Mirza notes that politicians
had ‘never devoted so much commitment to developing the arts and culture’

(2006:13). HoWever, this increased interest and suppbrt also brought instrumental
cultural poliéies,-which were explicitly tied to political objectives, using the arts to

contribute towards the Government’s social and economic agenda.
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At present, in light of the currént funding cuts, this period is now being described by
some as a ‘golden age’ for the arts (see, for example, Frayling, 2005:1 |; Mirza, 2006:13;
Higgins, 2007:18; Reyndlds, 2007:12). This is due to the perceived stability and
prosperity attributed to increased fundi‘ng, free admission to museums and galleries,
(Stevenson et al, 2010), arts education programmes and an acceptance of ‘the new and
the brave and the different’ (Fyrayling, 2005:11). However, the literature throughout
this time tells a different story. The published academic work expresses a fervent
resistance to instrumental poIiciés, due to widely held perceptions of the detrimental
impact on artists, organisations and even art itself. New Labour’s wholehearted
embrace of instrumentaliém provoked accusations of prescriptive policy-making,
leading to a number of negative consequences. Such policies were believed to be
imposed onto the cultural sector by the Government, resulting in tensions between

the two.

This abridged chronology is useful to illustrate the entrenchment and persistence of
instrumental policies, as well as the reliance of the arts on Governmént funding. Whilst
‘this history is recounted by‘ cultural policy researchers themselveé, over the past I5
years, there has been an ongoing preoccupation with instrumentalism. In addition, it
has proved to be an attractive subject for the professional press and has received

intermittent attention from the broadsheet media.

Despite it being widely acknowledged that instrumentalisrﬁ is not new, the labelling of
_the concept has led to a wealth of academic discussion. It is these debates that have
helped to shape, establish and position cultural policy research asa discipline. The
volume of criticism has also been prompted by New Labour’s implementation of
instrumental policies. The party’s usage of such policies was more explicit than ever
before, or, as Wilsher writes ‘overt and unashamed’ (2006:23), as they assumed a
confident position within the funding framework, eclipsing the art for art’s sake
argument (Belfiore, 2004). It is not only the abundance of research that is striking, but
the indignation provoked by the subject that has driven the debate, which has been
vitriolic at times. Whilst Wilsher’s choice of the adjectives denotes negativity, it is

understated in comparison to a large proportion of the published material.
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Instrumentalism has been a persistent and dominant theme within cultural policy
research. The subject forms the basis of numerous symposia and conferences, it is.
conéistently represented within published work and it has the ability to attract
research funding. Examples include The University of Warwick’s annual conference in
2005 and a series of workshops funded by the Arts and Humanities Research Council
(AHRC) in 2007/8, which led to a special issue of the journal Cultural Trends in 2008.
Instrumentalism has been consistently represented at the International Conference for
Cultural Policy Research, the major academic conference in the field and the annual

Cultural Trends conference in 2010 assigned a panel session to the subject.

On the periphery of academia, there has been similar sustained interest. In-2003, the
think-tank Demos organised a conference entitled Valuing Culture, which explored
instrumentalism. This was followed by the'publicai:ion of two re‘search reports -
Capturing Cultural Value (Holden, 2004) and Cultural Value and the Crisis of Legitimacy
(Holden, 2006). Outsid'e'of‘academic work, research on instrumentalism is conducted
by funders, such as independent and commercial agencies, and by cultural organisations
in evaluating projects to provide evidence for policy development and the justiﬁcationA

of public expenditure.

Whilst less sustained than in the academic journals, the debates on instrumentalism in
the professional press have been fiercer. In many cases, it is these articles which inform
the debate amongst practitioners in the cultural sector. So the dialogue on
instrumentalism can be seen to straddle the academic and professional spheres,

pervading theory as well as practice.

The published work on instrumentalism centres on two key lines of enquiry: firstly, the
various issues related to the measurement and evaluation of instrumental policies, and
secondly, the philosophical and moral debate surrounding their implementation. Before
looking in more detail at these aréas, it should be noted that instrumentalism is seldom
viewed on its own terms as a policy concept. The discussion is both inextricably linked
with, and inseparable from, commentary on ‘social exclusion’, a term introduced by
New Labour to replace the previous language of ‘poverty’ and ‘disadvantage’

(Fairclough, 2000). Never before had combating social exclusion become so émbedded
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across the public policy portfolio (Belfiore, 2004; West and Smith, 2005). Hence, this

notion of exclusion taints the debate on instrumentalism.

The Philosophital Debate
The philbsophital debate surrounding instrumental polices simultaneously developed
through the academic journals and the professional press. The corpus of scholarly and
professional published work expresses a resistance to what is widely perceived as a
political expropriation of the arts (Fox, 2007; Selwood, 2006; Sandell, 2002). Its
opposition stems from a commitment to the art for art’s sake principle and the alleged
rigidity and overly-prescriptive nature of instrumental policies (Holden, 2004;
Hadaway, 2003), which take priority over aesthetic considerations (Hadaway, 2003).
Critics of instrumentalism argue that it leads to negative consequences including -
compromising artistic integrity (Bickers, 2002; Bi;:kers, 2003; Belfiore, 2006b; Caust,
2003; Fox, 2002),“l.owering artistic quality (Bailey, 2000; Belﬁore, 2006b; Bickers, 2002;
| Fox, 2002; Tusa, 1999), creating conflict with scholarly duties (Belfiore, 2002),
increasing bureaucracy and putting an unnecessary burden on organisations in terms of
administration (Bickers, 2003; Heal, 2007; Selwood, 2006; West and Smith, 2005;
Belﬁore; 2004) and expectation (Gray, 2007). The ultimate consequence is that these
policies result in ‘bad art’ (Pick and Anderton, 1999 cited in Caust, 2003:58) or, as
- Hadaway refers to it, ‘dull, derivative work’ (Hadaway, 2003:40). Instrumental policies
are believed to be imposéd by the Government, therefore transposing responsibility
away from the state (Charlesworth, 2000) and furthermore, creating tensions between

Government and the cultural sector (Newman and McLean, 2004).

Some of the resistance to instrumental policies stemmed from New Labour’s emphasis
on ‘evidence-based policy’. This fresh justification for expenditure led to increased
accountability of public monies in a move towards greater efficiency, encompassing the

whole public sector. Sandell comments on the move away from:

more abstract, theorised and equivocal to become more concretised and more closely
linked to contemporary social policy and the combating of spec:f' ¢ forms of
d:sadvantage (2002:3)
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The new emphasis on evidence meant that areas of public policy were required to
demonstrate that they were achieving the goals set out by the Government. Belfiore

writes:

According to the Cabinet Office, policy-making grounded in hard evidence (and thus
constant monitoring) is the best guarantee towards the achievement of a more
rational and modernised Government. Modernisation, together with a growing
emphasis on increased managerialism in the delivery of public services, is perceived as
resulting in improved efficiency, effectiveness and value for money (2004:189)

New Labour was unequivocal in this intention (Belfiore, 2004; Selwood, 2006).
- Evidence was required to demonstrate that the arts were achieving their objectives,
with the impact measured on a range of social policy areas including employment,

health, education and community relations (Selwood, 2001).

Those in the professional and academic circles objected due to the conceptual
difficulties involved in demonstrating causality and the methods used to collect data,
perceived to be overly officious and administratively burdensome. Many argued that
the drive towards evidence put an unfair responsibility on cultural organisations, as

Belfiore states:

it is undeniable that the subsidised arts sector in the United Kingdom is under -
increasing pressure today to gather data on its impacts on society and on the national
economy. This is a necessary process in order to produce “hard evidence” to try and
demonstrate that the sector can live up to the Government's expectations (2004:195)

Despite the arguments for increased efficiency, many in the cultural sector believed
that the increased pressure was bureaucratic (Bickers, 2003; Heal, 2007; Selwood,
2006; West and Smith, 2005; Belfiore, 2004) and ill-conceived (Gray, 2007). Moreover,
this move towards the creation of an evidence base was taken a step further by the
Government, which threatened to cut subsidy if targets were not met and
organisations were deemed to be ‘under-performing’. Bailey (2003) reports on the

DCMS’s threats to withhold grants and Selwood writes:

At the outset, DCMS implied that what was needed was for organisations to deliver.
The department saw its function as being 'to give direction, set targets, chase progress
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and take 'direct action' where appropriate' and the former Secretary of State, The Rt
Hon Chris Smith, threatened 'to bang heads together' if necessary (2006:41)

These views represent a departure from earlier, more consensual statements made by
the Government. For example, during a speech in 2002, David Blunkett pledged to be

guided by an:

open-minded approach to understanding what works and why ... using information
and knowledge much more effectively and creatively at the heart of policy-making and
policy delivery (Wells, 2007:22)

Whilst the majority of commentary on instrumental policies is highly oppositional and
negative, there is a small proportion that is at the other extreme and fully supportive
of the Government’s intentions to use policies instrumentally. For example, Sandell

argues:

Many museums, in their desire for autonomy, resistance to change and
disengagement from societal concerns run the risk of becoming increasingly irrelevant
and anachronistic in their values (2002:21)

Similarly to the previous sources, thjs argument is predicated on instrumentalism being
a moral concern. Likewise, Sandell distils the issue into a straightforward matter of
‘right’ or ‘wrong’, and ‘good’ or ‘bad’. He implies that if museums do not embrace

social inclusion, then they do not wish for social equality and that this rejection of
instrumentalism is caused by a ‘desire for autonomy’ and ‘resistance to change’.

Gaither (1992) expresses a similar view:

Museums have obligations as both educational and social institutions to participate in
and contribute towards the restoration of wholeness in the communities of our country
... If our museums cannot muster the courage to tackle these considerations in ways
appropriate to their various missions and scales then concern must be raised for how
they justify the receipt of support from the public (Cited in Sandell, 2002:19)

Again, Gaither’s personal ethical belief adds to the emerging sense of the dichotomy
within the debate. In this quote, to have the ‘courage’ to ‘restore communities’ justifies
public subsidy. If organisations choose not to fulfil what is perceived as a social

responsibility, then funding should be revoked. These are binary philosophical views
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and more pointedly, there seems to be no empirical basis for these assertions, as the
arguments at the other extreme also demonstrate. This will be discussed later in this

chapter.

In an attempt to airgue against instrumental and ‘evidence-based’ policies, a standpoint
was taken whereby any focus on instrumentalism was deemed to detract from
‘intrinsic’ value (Holden, 2004; McCarthy et al, 2004). Something is said to have
intrinsic value if it is good ‘in and of itself, that is, not merely as a means for acquiring
something else. Intrinsic values relate to the subjective experience of art intellectually, -
emotionally and spiritually (Holden, 2006). Therefore, the discussion positioned ‘the
intrinsic’ alongside the abandoned art fbr art’s sake principle, bringing with it ideas of

‘cultural value’, quality and excellence. Hadaway states:

From the earliest days of government intervention, official interest tended to focus on
the measurable public benefits of art, over and above the principle of excellence
(2003:39)

However, whilst this offered an opporthnity to argue for art for art’s sake, the debate
assumed an oppositional ‘intrinsic versus instrumental’ stance, which translated-
simplistically as ‘excellence versus access’, eliminating the possibility that cultural
activity could be both. The literal reading of the label ‘intrinsic versus instrumentalism’,
is pertinent since the discussion of cultural activity falls'into one of these binary

categories. Despite contributing to this, Holden recognises that:

The arguments seem to have got stuck in the old intellectual tramlines very quickly:
instrumental vs. intrinsic value, floppy bow ties vs. hard-headed 'redlists’, excellence vs.
access. Worse still, the instrumentallintrinsic debate has tended to polarise on class
lines: aesthetic values for the middle classes, instrumental outcomes for the poor and
disadvantaged (2004:25) '

The former Secretafy of State Tessa Jowell acknowledged this shift and attempted to
propose a new way of valuing culture ‘that would go beyond the kind of reductive box-
ticking that her government was accused of promoting’ (Wilkinson, 2008:335). In this
personal essay, or, as Bickers (2004) terms it, her ‘palliatory’ paper, Jowell

acknowledged that the Government was following a utilitarian agenda, emphasising the
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need to change ‘the terms of debate’ (2004:8) to find a new way of expressing the

value of culture.

Despite these attempts to unify the intrinsic and instrumental, the polarisation of these
terms can only be attributed to the commentators on the subject. These conflicting
positions became increasingly divisive with anti-instrumental arguments becoming
susceptible to accusations of elitism (Fox, 2002; Gibson, 2009; Hadaway, 2004; Holden,
2004). The introduction of ‘intrinsic value’ and the subsequent ghettoization of ideas -

- such as elitism have led to confusion in conceptualising how to value culture, which has
only served to further dichotomise the debate. O’Brien (2010) argues that the division
is unhelpful, unclear and misleading, and Davies describes it as an ‘intellectual muddle’

(2008:259).

This emphasis on ‘value’ and the widely perceived growth of instrumentalism at the
expense of the intrinsic, led to ACE and the DCMS taking direct action in an attempt
to move away from tﬁis polarisation and present'a more balanced viewpoint whereby
the two perspectives co-exist. In 2006, ACE launched an inquiry to explore the
concept of public value and found that participants recognised the importance of both
intrinsic and instrumental value (Bunting, 2008). In turn, the DCMS commissioned
Brian McMaster to undertake a review in 2008 and report on ehcouraging excellence
within the arts. This report was a direct result of the overt criticism of tHe perceived
growth and imposition of instrumental policies. It involved a consultation with the

- cultural sector to explore ‘light’ and ‘non-bureaucratic’ methods to judge quality
(2008:6). McMaster argued thatkexternél measurement should be replaced by
professional judgement (O’Neill, 2008). The report’s foreword by the then Secretary

of State _[ames Purnell asserts:

The time has come to reclaim the word 'excellence' from its historic, elitist undertones
and to recognise that the very best art and culture is for everyone; that it has the
power to change people’s lives, regardless of class, education or ethnicity ... It is also
time to trust our artists and our organisations to do what they do best - to create the
most excellent work they can - and to strive for what is new and exciting, rather than
what is safe and comfortable. To do this we must free artists and cultural
organisations from outdated structures and burdensome targets, which can act as
millstones around the neck of creativity (2008:4)

29



Thisbquotation is a recognition of the ‘intrinsic’ and the réport sends out a clear
message to those within the cultural sector, in McMaster’s words, that ‘an appreciation
of the profound value of art and culture’ must drive a future ‘Renaissance’ (2008:5). |
These quotes indicate a departure from previous announcements by the DCMS such
| as the assertion that museums, galleries and archives should ‘act as vehicles for positive
social change’ (2000:9). Gray’s research (2008) shows a similar picture presented at a
local level. These discrepancies demonstrate inconsistencies within Government’s
approach to instrumental policies, suggesting that its position softened over time,

perhaps in response to critics.

Thus, these examples demonstrate that policy-making circles do respond, often
reactively, to debate within the academic and professional spheres. The material
presented also illustrates that the ‘intrinsic versus instrumental’ debate was |
constructed philosophically with assertions not evidenced through practice or
empirical data. Other writers such as O’Neill (2008) detect the possibility of a ‘false
dichotomy’, noting that some of this material reinforces this divide. This could suggest
that the written debate has not only constructed this duality but continues to

propagate it. This is further exacerbated by not applying these concepts to practice.

In 2009, the Economic and Social Research Council (ESRC) hosted a policy seminar to
discuss how to capture the value of culture, media and sport, bringing together
acaderhics, independent researchers, policy-makers and practitioners. Gibson
highlighted the lack of consensus regarding key terms and demonstrated the variability
in what is described as intrinsic and instrumental, a point also made by O’Neill (2008).
This formed a key element in Gibson’s article, In Defence of Instrumentality, which

- responded to the intensity of the discussion. Gibson interpreted the debate as factually
incorrect and conceptually flawed, noting that the “instrumental/intrinsic” dichotomy
is too simplistic to allow 'grounbded critical engagement with the real complexities’

(2008:247).
Gibson identifies the binary divide in which the discussion is trapped but does not

develop the argument further. Whilst ‘instrumental’ and ‘intrinsic’ appear to be at

odds, a full critique of this dichotomy is not realised, so the true incompatibility of the
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terms cannot be completely ascertained. However, Gibson’s ideas advance the debate
‘and signal a different line of enquiry beyond the repetitious argumentation. Conversely,
across the literature, there is no commentary on the adequacy of ‘intrinsic value’ as a
policy rationale, which is further complicated by policy-making in democracies which

involve public subsidy and an inherent need for accountability.

Despite calling for both a critical and practical approach, Gibson’s article is not

~ empirically grounded, instead discussing instrumental policies abstractly and
conceptually. This is a broader issue, as the published work is largely based on the
moral and philosophical inclinations and beliefs of the writers. It is unclear whether it is
the reporting of cultural policy research that omits methodological detail or whether
the research itself is not founded on empirical data. There are some exceptions to this,
where empirical work is evidenced, but these are minimal and insignificant when
considered alongside the volume of published material in this area. Such exceptions are
not framed within an explicit empirical context and .Iack methodological clarity. The
omission of empirical data is further intensified by the self-referential nature of the
literature. Major arguments are validated through repetition amongst the main sources.
~ Bibliographies from key papers demonstrate a small number of voices engaged in the
same discussion. This may be due to cultural policy research being a fairly new
discipline which is seeking to éstablish itself. These issues will be further considered in
the next chapter where the difficulties in finding an appropriate methodological
framework are discussed. It is also explored in the subsequent discussion of the utility

of cultural policy research.

The Evidence Debate

This section focuses on the methodological chaIIengeS in measuring the effectiveness of
instrumental policies, capturing their impact and establishing causation. Attempts to .
- monitor and measure instrumental pblicies have been criticised, often vehemently, as
methodologically weak. Bennett comments on previous impact studies as ‘largely
discredited’ (1995:213) for being misleading; Belfiore describes them as ‘rather

dubious’ (2004:197) and Selwood (2002c) dismisses them as ‘methodologically flawed
and spuribus"(cited in Brighton, 2006:I24).
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_ The emphasis on ‘evidence-based’ policy-making and the Government’s threats of
funding cuts offer a partial clue as to the passionate nature of some of the published

- work. Even in the methodological discussion, a substantial proportion of the
commentary is based on moral outrage and personal frustration, rather than scholarly

evidence, as the comment below by Tusa illustrates:

In backing 'the arts that pay', and overlooking and undervaluing 'the arts that cost',
Mr Blair shows himself to be the true son of Margaret Thatcher (1999:76)

Despite the arguments for increased efficiency, many argue that this drive towards
“evidence puts unfair responsibility on cultural organisations, as was discussed in the
philosophical debate, which touched upon the perceived bureaucratic burden of
instrumental policies. This fixation with measurement and evidence is a key area of
contention within the academic debate. There is an extensivebody of writing on the
problems of measurement and evaluation of instrumental policies. A useful starting
point is Gray, who reports Pick’s argﬁment, which believes that instrumental policies
are intrinsically flawed, as cultural policies are primarily intended to achieve cultural
and artistic objectives, before other goals. Gray states: ‘cultural policies cannot achieve
what Governments want, or that they achieve it at an irresponsible cost’ (2007:1 14).
Here, Gray suggests that it is an absurdity to expect culture to deliver on social, |
economic or political concerns before making an artistic contribution and his use of
the phrase ‘or that they achieve it at an irresponsible cost’ can be interpreted as a
subtle forewarning. Similarly, Selwood proposes an equally fundamental problem, in
that some believe that: ‘the concept of the arts itself is elusive and indefinable and any

attempt to measure it cannot begin to represent its essential quality’ (2006:38).

~Selwood cites the former Minister for the Arts, Estelle Morris, who expressed similar
sentiments, emphasising the need to communicate the value of the arts in language that
would be understood by the Treasury. Both assert that the arts cannot be subjected to
the same méasure’ment procedures as other areas of policy. However, there is a
further complication related to demonstrating a causal link, that is, to prove that any
social effect on an individual is the impact of the arts and nothing else, as Belfiore

argues:
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Participation in a cultural activity is not enough to argue that the transformation was
caused by the arts activity itself. For the arts impact argument to hold, it is crucial to
establish a causal relation between the transformation observed and the cultural
project or activity being evaluated (2006b:30, emphasis in original)

This gets straight to the root of the problem. To prove that the arts were responsible
for creating a particular positive outcome or impact is methodologically unfeasible.
Selwood terms this ‘measuring the unmeasurable’ (2006:48) and essentially, this

fundamental point closes down the debate.

However, this has not disrupted or lessened the discussion. One prominent area of
debate has been in revealing the Government’s admission of the lack of evidence and

impact. Belfiore cites a Government research report which acknowledged:

it remains a fact that relative to the volume of arts activity taking place in the
country's poorest neighbourhoods, the evidence of the contribution it makes to
neighbourhood renewal is paltry (2002:94 citing DCMS, 1999)

Likewise, Selwood draws attention to similar declarations, again, citing a DCMS source:
‘We do not have enough information to judge whether such gains are enough’
- (2002c:online).

Newman and McLean (2004) demonstrated the lack of coherence and institutional
clarity within the DCMS, using interview data to illustrate that Government has
concerns about the social impact of the arts and acknowledges the marginal impact on
social exclusion. This is one of the few 6vert empirical studies of instrumental policies

withi‘n the field. .

Despite espousing ‘management by measurement’ and calling for ‘evidence-based’
policy-making, the Government had to admit a lack of proof of the effectivvéness of the
arts in this area. Furthermore, whilst there are public admissions, Government
increasingly makes the case for instrumental policies and enforces the collection of
data. Belfiore comments: “The growing trend towards instrumentality has not been
slowed down by the obvious lack of evidence of the existence of such impacts’
(2006b:34). N
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This point is widely supported across the literature (see, for example, Belﬁore, 2004;
Belfiore and Bennett, 2007; Carey, 2005; Gray, 2007; Merli, 2002; Selwood, ‘2006).
Whilst important to highlight discrepancies and inconsistencies, this, in turn, discredits
the Government and creates a heightened sense of opposition between the state and
the cultural séctor. This is not an argument for concealing these contradictions, but
rather, to highlight this notion of conflict, which was raised in the previous section.

Selwood takes this a stage further, questioning the integrity of the DCMS:

.Given that no previous manifestation of UK cultural policy has been so highly
determined nor so closely audited, one might reasonably ask what evidence there is to
demonstrate that DCMS is delivering on its intentions ... The process of converting
intention into effect has evidently proved more problematic than the rhetoric suggests
... the claims made on behalf of the subsidised cultural sector remain
unsubstantiated, and many of the assumptions, methodologies and 'procedures' set in
train to achieve New Labour's cultural policies have come to be perceived as being
inadequate to the task (2006:40-41)

This quote exemplifies the hostility expressed towards Government and policy-makers
by some academics. This promotes conflict between the Government and the cultural

sector.

There is a strong consensus within the literature about the methodological difficulties
in measuring instrumental policies (Mirza, 2005; Belfiore, 2006b; Bennett, 1995;
Hansen, 1995; Selwood, 2006). Belfiore (2006b) comments that this persistent
dissatisfaction reflects the difficulty of the task. Attempts to report, demonstrate and,
in many cases, seemingly expose, these flawed and inaccurate studies have resulted in a

disproportionate amount of scholarly attention being focused on this area.

This chapter has reviewed the difficulties inherent in the evaluation of instrumental
policies. It is important now to demonstrate how the literature has also expressed
disdain for this type of evaluation activity more generally, which is evident through the
persistence, abundance and force of the criticism. An example is the response to what
was deemed the most controversial impact study, Matarasso’s Use or Ornament? The
Social Impact of Participation Art in 1997. At the time, despite being the most extensive

research project into the social impact of participation in the arts in Britain, it has been
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vehemently discredited by a number of scholars (Belfiore, 2002, 2006b; Merli, 2002;
West and Smith, 2005; Brighton, 2006b). Belfiore’s criticism is controlled and
sustained, in contrast to the ferocity of Merli’s response, which condemned
Matarasso’s study as ‘flawed in its design, execution and conceptual basis’ (2002:108).
Whilst these points are Eorroborated by Belﬁore, it is the vociferous nature of Merli’s
argument that is of interest, at times, appearing like a personal attack. She enters into
the territory of outrage, rather than of rational scholarly critique. Merli and Belfiore’s
papers were published in the same issue of the International Journal of Cultural Policy,

thus sending a clear message about the credibility of Matarasso’s study.

Matarasso’s critics focus on a wide range of issues including research questions that do
not relate to a hypothésis (Merli, 2002; Belfiore, 2006b); bias (Belfiore, 2002; Merli,
2002; West and Smith, 2005); lack of control group (Belfiore, 2006b; Merli, 2002) and .
‘before/after comparison’b(BeIﬁore, 2006b); no longitudinal dimension (Merli, 2002;
Belfiore, 2002, 2006b); lack of attention to the context (Belﬁoré, 2002); reliance on
statistics (Belfiore, 2002); no causal link established (Merli, 2002; Belfiore, 2006b); no
externz! validity (Merli, 2002); flawed arguments (Belfiore, 2002; Merli, 2002);
vaguéneSs (Belfiore, 2006b) and data that cannot support the conclusions (Belfiore,
2002; Merli, 2002 and West and Smith, 2005). Nevertheless, Matarasso’s study
continues to be referred to by practitioners, policy-makers and Government (Belfiore,
2006b). Furtherm.ore, he became a Government consultant and was frequently cited in
speeches by the former Secretary of State, Chris Smith. He is now involved in
numerous QUANGOs and is a member of the council of ACE (Brighton, 2006a). The
supposed lack of credibility of Matarasso’s research has been of no detriment to his
profeésional standing. There is evidently a discrepancy between what is referred to as
research amongst policy-makers and practitioners, and what research means within an
academic institution. It should be noted that | am not arguing here that academic work
is rigorous and therefore, écceptable, whilst other types of research are not. | am
merely drawing attention to the fact that in practice, the gathering of information, for
example, a feasibility study, is seen as research, whereas in academia, it is the collection

and analysis of such data that is viewed as research.
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Some specific judgments of Matarasso’s research are wider criticisms of impact studies
more generally. These include a reliance on statistics (Belfiore, 2006b; West and Smith,
2005); lack of harmonisation (West and Smith, 2005); difficulties in translating
qualitative data into quantitative terms that are meaningful to the Treasury (Newman
and MclLean, 2004); issues with éggregating results (Selwood, 2002a) and ethical
considerations (Belfiore, 2004; Merli, 2002). Finally, Brighton criticises those in the

cultural sector who argue for more effective evaluation methods, stating:

In as much as they presume the arts should be subject to impact studies they have
conceded and are aiding and abetting the use of art as a social weapon ... They are,
in other words, taking money to service the government's political managerialism
(2006b:125)

Again, it is the language here that is the point of interest, with the use of legal parlance
redolent of criminal activity and terms such as ‘conceded’, suggestive of defeat. This is
another example of a moral standpoint rather than impartial scholarly argument based
on rational evidence. It is also a further case of the published literature actively

encouraging an opposition between Government and the cultural sector.

To conclude this section, as can be observed through the literature, a whole range of
issues are involved in what Belfiore terms the ‘evidence dilemma’ (2006b:33-34). What
is important to note is the oppositional character of the literature, not only through
the rejection of instrumentalism but the pitching of Government against the cultural
sector. The absence of empirical data acréss this literature only serves to heighten the

emotive nature of the commentary.

The TWo-Way Argument

Despite the focus on the detrimental effects of instrumentalism, the resistance to it
and the methodological difficulties in capturing impact, there is also evidence to suggest
that instrumentalism has been beneficial to the arts and that those wivt'hin the cultural
sector have argued for it. Belfiore points out that the arts were an area of ‘low prio}'ity
in political discourse’ (2006b:20) in relation to other policy areas and that instrumental
policies have provided the cultural sphere with an ‘unprecedented visibility and

prominence in public policy discourse’ (2006b:22). This enhanced status has enabled
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the arts to ‘tap into other public policy budgets’ (2006b:21), a concept termed ‘policy
attachment’ by Gray (2002). Policy attachment involves a ‘weak’ or peripheral area of
policy attaching itself to other policy concerns that are of greater political significance.
An example of this is New Labour’s use of the arts within its overall strategy to
combat social exclusion. In this case, politicians and policy-makers now have a growingA
interest in the arts in a way that they did not previously, a point largely overlooked by

anti-instrumental arguments.

What is most striking, is that despite the strong reaction against instrumentél policies,
as demonstrated by the tone and content of the literature, when there are funding cuts
or threats to reduce subsidy, some in the cultural sector use the instrumentalist
agenda to defend their case. Belfiore (201 1) terms this ‘defensive instrumentalism,
suggesting that there is some differentiation of the concept. This is an important
marker as the first attempt to recognise fine distinctions within instrumentalism. She
posits this as a ‘variant’ of instrumentalism, noting the protective and defensive |

character of the cultural sector’s response to New Labour cultural policies.

During Thatcher’s Government, those in the arts justified their existence through their
social and economic contribution. It is this assertion that has become a tactic of
survival for the arts, providing a ‘precious lifeline’ (Myerscough, 1988 cited in Belfiore,
2004:188). The cultural sector had no option but to argue for the instrumental cultural
policies of the 1980s ‘in the face of reduced Government spending and the erosion of
the legitimacy of its traditional theoretical grounds’ (Belfiore, 2004:188). Again, when
Government reduced its spending on the arts by £30 million in 2005, man}' within the
sector felt that their ‘socially-oriented work had been overlooked’ (Mirza, 2006:14-15).
This response has been used as a strategy throughout the last three decades.
Fundvamentally, it is not only that the erroneous impact studies have been ignored, but
instead, positive declarations have been made about the potential of the arts. This
firmly undermines anti-instrumental arguments and signifies a fragmentation between

- the literature and practice. This complexity is apparent in the following qubtes by Tusa.

During a seminar, he told former Prime Minister, Tony Blair:
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Over the last decade, the extent to which the arts play an important part in economic
regeneration, job creation and tourism has become well understood, evaluated and
costed (1999:84) ‘

Tusa, who, ironically, referred to Blair as the ‘son of Thatcher’, adopts the strategy
advocated by the Thatcherite Government in expressing the contribution of the arts
to wider political objectives. Furthermore, as the debate in the previous section
illustrated, it is not possiblé to verify Tusa’s claims. This demonstrates his intention to
utilise the rhetoric to secure funds for the arts. It appeafs less important whether this
statement is accurate, as it is more about the power to persuade and the ability to

influence an audience.

Thefé are many other examples of this, such as Sandell, who claimed that ‘there is a
growing body of qualitative research into social impacts’ (2002:21). When discussing
the former Chairman of ACE, Gerry Robinson, Tusa says: ‘Robinson makes the now
familiar and well accepted case for the arts as significant contributors to the physical

and spiritual well-being of society’ (1999:103).
ACE’s manifesto, Ambitions for .the Arts states:

We will argue that being involved with the arts can have a lasting and transforming

effect on many aspects of people's lives. This is true not just for individuals, but also
_ for neighbourhoods, communities, regions and entire generations, whose sense of

identity and purpose can be changed through art (cited in Belfiore, 2004:185)

These assertions made verbally, in official documents and in academic textbooks
cannot be substantiated, yet they gain credibility through repetition and persistence.
These declarations remain a key element of the prevailing discourse of policy-makers,
practitioners, politicians and academics alike. This argument is used as a tool of survival
and protection against fuhding cuts. This occurs in the highest echelons of the political
system. The former Secretary of State Chris Smith used arguments ‘pertaining to the
transformative, educative and ecohdmic impacts of the arts, because he knew they
would make the desired impression upon the Treasury’ (Belfiore, 2010:13). Smith

stated:
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I acknowledge unashamedly that when | was Secretary of State, going into what
always seemed like a battle with the Treasury, | would try and touch the buttons that
would work. | would talk about the educational value of what was being done. | would
be passionate about artists working in schools. | would refer to the economic value
that can be generated from creative and cultural activity. | would count the added
numbers who would flock into a free museum. If it helped to get more funds flowing
into the arts, the argument was worth deploying. And | still believe, passionately, that
it was the right approach to take. If it hadn't been taken, the outcome would have left
the arts in much poorer condition (quoted in Belfiore, 2009:349)

This section has demonstrated the utility of instrumental policies to the. arts. Ata
conference in 2010, Belfiore indirectly acknowledged this, stating that ‘in times of
anxiety and uncertainty, the appeal of instrumentalism is irresistible’ (2010b). There
aré times when instrumentalism has its rhetorical uses, which is unacknowledged by its
opponents and ignored by the literature. The binary categorisations of the

instrumentalism debate fail to capture what is taking place in practice.

Cultural Diplomacy and Cultural Relations

Britain has a strong tradition of cultural diplomacy and there is a rich legacy of cultural
internationalism (Iriye, 1997). Despite this, cultural diplomacy has failed to attract ‘»
significant scholarly a&ention and there is limited literature on international cultural
relations (Reeves, 2007). Regardless of this subject being relevant to other well-studied
areas within international relations, for these reasons, it lacks theoretical progress
(Iriye, 1997), is ‘poorly explicated’ (Mark, 2010:64) and ‘little understood’ (Mitchell,
1986:xiii). Mark states that the discipline of international relations has ‘almost entirely
ignored’ cultural diplomacy and studies of diplomacy ‘have paid little attention to it’
(2010:63). ’

The published work on cultural diplomacy consists mainly of American academic
.sources, which focus on the historic and political aspects, most notably its role within

the Cold War, rather than taking an artistic or contemporary perspective (see, for

- example, Liping, 1999; Mulcahy, 1999; Tenenbaum, 2001; Kushner, 2002; Finn, 2003;

Gould-Davies, 2003; Richmond, 2005; Vaughan, 2005). Some writing in this area
advocates cultural diplomacy. Academic material on cultural diplomacy distinguishes

cultural diplomacy from cultural relations. The former is defined as: ‘the exchange of
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ideas, information, art and other aspects of culture among nations and their peoples in

order to foster mutual understanding’ (Cummings, 2004:1).

Whilst accurate in one sense, the definition by Cummings fails to convey that cultural
diplomacy is a matter of the state (Iriye, 1997) and its purpose is politiCaI (Mitchell
1986:4). Both sub-disciplines of international relations, cultural diplomacy and cultural
relations share many characteristics, but there is also a distinct difference. Cultural
relations adopts the methods of cultural diplomacy, but the ‘exchange’ is undertaken

| by ‘educators and expositors’ (Mitchell, 1986:xii), as opposed to diplomats,

ambassadors and other government officials. Mitchell elaborates:

[cultural relations] are more neutral and comprehensive ... The purpose of cultural
relations is not necessarily ... to seek one-sided advantage ... their purpose is to
achieve understanding and cooperation between national societies for their mutual
benefit. Cultural relations proceed ideally by the accretion of open professional
exchanges rather than by selective self-projection. They purvey an honest picture of
each country rather than a beautified one. They do not conceal but neither do they
make a show of national problems. They neither pretend that warts are not there nor
do they parade them to the repugnance of others (1986:5) '

This establishes and clarifies the distinction, which is absent from the material in the
professional and mainstream press. One key document in this area, related to the
subject of internationalism in a cultural policy sense, is a research report by the think-
tank Demos (Bound et al, 2007). This décument'conﬂates international cultural activity
with cultural diplomacy, to assume instrumental policy-making from the beginning, with
the arts having a diplomatic role within this broader political landscape. The Demos
report starts by setting the historical context, that since ancient times, culture has
been used by leaders and countries to display assets, forge relationships and assert
power. The document discusses the perception of culture in diplomacy as useful but
not essential and secondary to ‘hard power’ such as military capability. Mark states that
cultural diplomacy is dismissed by those in political diplomacy as a ‘lesser tool’ and
cites Ninkovich, who refers to it as a ‘minor cog in the gearbox of foreign policy’
(2010:63). Despite these perceptions, the Demos report argues that culture is a ‘vital
(2007:11) and ‘essential component’ (2007:21) of international relations. The report

explains: ‘we should no longer think of culture as subordinate to politics. Instead we
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should think of culture as proViding the operating context for politics’ (2007:20, emphasis

in original).

The Demos report presents case studies and éxamples of best practice, arguing that
effort needs to be coordinated and a more ‘strategic and systematic approach’ |
(2007:12) is required. It urges the country to revisit its attitude and commitment ‘to
the power of this medium’ through outlining an ‘ambitious programme for change’

- (2007:12-13) with recommendations for Government, evidently, the audience for this

document.

This report is a carefully constructed exercise in advocacy and rhetoric, pitching the
. international work of the cultural organisations to Government and its sponsors. For
example, it takes different approaches in arguing the ‘tangible benefits’ (2007:22) of

international cultural activity to the country. The report states:

Cultural diplomacy, which is about the quest for the tourist dollar as well as the battle
for hearts and minds, is a competitive marketplace. The UK has lost its primacy in
manufacturing, sport and politics, but is still among world leaders in terms of culture
... the national institutions occupy a special place ... their position as global leaders is
constantly under pressure, and cannot be taken for granted. To be effective, the UK's
cultural status — in terms of material assets and professional capacity — must be
vigilantly maintained and kept up to date (2007:18-19)

The document goes beyond the conventional remit of ‘cultural idiplomacy’, as defined
earlier. It asserts the impoi‘tance of cultural organisations to the nation’s economy,
arguing that subsidy must be maintained in okder for them to remain ‘global leaders’
and continue to generate income for the country through tourism. It devotes a whole
chapter to ‘maximising the UK'’s cultural competitive advantage’, positioning the work
of the organisations in a global marketplace. More pointedly, it draws attention to the
lack of investment into cultural diplomacy, as compared to America and mainland
Europe, highlighting its status as an ‘add-on, rather than being part of the core business
of foreign relations’ (Bound et dl, 2007:22). By emphasising the lack of financial support,
it suggests that the UK is behind other countries in its political thinking and strategy. In
other words, the familiar two-way instrumental argument is utilised, but this time,

instead of arguing against cuts in subsidy, the report is lobbying for funding.
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This is another example of the use and role of rhetoric as a strategy, a recurring theme
throughout this literature review, suggesting that language, expression and |
communication is of key importance in cultural policy. This is a point which merits
further consideration and will be discussed later in relation to the findings from this

study.

The Demos report states that the term cultural diplomacy ‘is not easily defined’
(Bound et al, 2007:16). As such, academic papers on the subject rarely define it (see,
for example, Parsons, 1985; Finn, 2003; Gduld-Davies, 2003; Kennedy, 2003; Vickers,
2004; Chanhick,. 2005; Saeki, 2005; Hicks,_2007; Brademas, 2009; Keith, 2009). Instead,
the key terms are used indirectly, loosely and interchangeably. For example, in the
recommendations chapter of the Demos report, suggestions are made for greater
coordination of cultural diplomacy work. If the formal distinction is to be observed, it
appears to be discussing cultural relations. Likewise, the DCMS’s International Strategy,
a document that is the focus of the empirical analysis in Chapter Four, seems to
straddle cultural diplomacy and cultural relations. The international agenda is set by
Government, deemed in the interest of the nation, rooted in FCO policy and employs
Governmeht resourceé. However, it is carried out by cultural organisations, artists,

musicians, actors, curators and sportspeople.

This illustrates that there is little correlation between strategy d‘oéuments, for .
example, the Demos report and the DCMS’s International Strategy, and academic texts.
Within the various sources, there is a further lack of consensus about the terminology
itself and its usage. Mark notes the lack of clarity about"what precisely the practice
entails’ (2010:63). This reveals a potential fissure between theory and practice, and
draws parallels with the instrumental debate, where similar issues of terminology were
reported, including a paucity of definitions. Vestheim’s offering is the only formal

definition of the concept within cultural policy and is widely used.

With regards to cultural diplomacy, the situation is further complicated by the tensions
and inconsistencies exhibited by those practicing cultural diplomacy. Iriye comments
“that cultural relations is ‘frequently ridiculed’ (1997:2) by practitioners of power

politics, exemplified by President Nixon referring to it as ‘wish-dreams, woolly minded
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and idealist’ (Reeves, 2007:59). Reeves discusses cultural relations in a casual and
imprecise manner, emphasising ‘personal encounters’ (2007:45) and first impressions.
Despite criticising Nixon’s attitude towards cultural relations, she is equally disparaging
about cultural diplomacy, asking wearily what poetry can do to reduce biological
weaponry. Vaughan (2005) also concludes that it is unrealistic to expect cultural
diplomacy to bridge deep and wide political gulfs. Schneider (2010) counters this by
stating that whilst cultural diplomacy will not solve political crises, it can help to

reverse the decline in relations through increased understanding and respect.

These analyses demonstrate a further dichotomy. On one hand, cultural relations and
cultural diplorriacy are perceived as a peripheral matter within political diplomacy, yet
on the other, they are accused of ‘colonialism, imperialism and propaganda’, which
assume ‘a good measure of power and effectiveness’ (Reeves, 2007:60). Mitchell
asserts that cultural relations is committed to ‘seeking improvement’ (1986:29). In his
attempts to clarify the interrelated concepts, he broaches propaganda, a |
misunderstood term due to its abuses by dominant aggressive states. Mitchell defends
it 2nd draws attention to its absence across the literature: ‘cultural propaganda is at
one end of a scale that passes through cultural diplomacy to cultural relations at the
other end’ (1986:28).

Mulcahy (1999) discusses the negative connotations of propaganda and emphasises the
importance of distinguishing the term from diplomacy. Mitchell’s notion of a continuum
is helpful in locating the key concepts, as well as understanding their differences. To
‘define something is to state its precise meaning. A scale offers flexibility that is not
possible through rigid formulations. The definition of terms and their usage within
policy and the process of its making are clearly areas that require further attention and

are considered through the course of this study.

Cultural Diplomacy: A New Instrumental Policy?

As previously touched upon, the discourse on instrumentalism is deeply rooted in
debates on social exclusion. However, cultural diplomacy, as an emerging strand of
policy, has not received the same degree of attention nor condemnation. The response

to Matarasso’s study, for example, came five years after it was published. In contrast,
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there has been a far smaller yet more immediate response to cultural diplomacy, which
_ has been quickly enveloped into a |ournaI|st|c discourse, receiving coverage in the
broadsheets and professnonal magazines such as Art Quarterly and Museums Journal.
However, whilst the number of articles is small (fewer than ten), the reaction has been
similarly strong and highly emotive. There has also been rélatively little scholarly
engagement with the subject in cultural policy studies. Mulcahy asserts that cultural
diplomacy is inherently part of broader foreign policy, rather than a cultural policy in
itself. He sees cultural diplomacy as an ‘instrument of foreign policy’ (1999:9), as
opposed to an instrumental policy. Singh disagrees, commenting that ‘cultural

diplomacy is an explicit cultural-policy instrument’ (2010:1 2).

The short editorials in the professional and mainstream press on cultural diplomacy
were responses to the high profile launch of the Demos report at the V&A in 2007.
Like the report, these articles conflate cultural diplomacy and instrumentalism, but
they take the opposite stance and warn against the use of the arts for this purpose.
They advocate resisting cultural diplomacy on the grounds of the perceived negative

outcomes of instrumental policies.

Bailey raises the issue that if arts organisations pursue international activities, they may
become régarded as ‘extensions of Foreign and Commonwealth Office policy’
(2007:26). The Demos report itself highlights the potentially instrumental usage but

does not pursue this further. It reads:

This report does not argue that culture should be used as a tool of public diplomacy.
The value of cultural activity comes precisely from its independence, its freedom and
the fact that it represents and connects people, rather than necessarily governments
or policy positions (2007:12- 13, emphasis in original)

Neil MacGregor, director of the British Museum and the DCMS’s first ‘Cultural
Ambassador’ agrees with the need for independence and does not use the term
‘cultural diplomacy’, due to its connotations: ‘The problem is that many regard

‘diplomacy’ as the particular policies of a particular government’ (Bailey, 2007:26).
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The issue is how independence can be achieved when funding comes from the
Government. The Demos report later discusses the ‘alignment’ of cultural

organisations with the Government:

for those institutions wishing to access the enhanced funding and services proposed in
this report, they should be able to show how their work aligns with government
priorities (2007:49) '

This statement is inconsistent with the earlier quote about independence and freedom, -
fully advocating instrumental concessions. Wajid comments that there are differences
between working ‘in alighment with’ and being ‘directed by’ Government, adding that

‘these subtleties can easily be lost’ (2007:11).

Bailey (2007) argues that by pursuing more active cultural diplomacy, the traditional
arm’s length principle will be threatened, echoing Wajid's uneasiness. Jenkins (2007) |
asserts that these diplomatic ambitions reflect a deeper crisis of legitimacy in museums,
which compromises artistic and intellectual integrity. She believes that this is another
instance of the arts being geared towards social and political outcomes, which she
perceives as widespread. In a later article, Jenkins urges artists to ‘resist this
propagandist agendé’ (2009:online), ‘describing the cultural sector as ‘astonishingly
uncritical about this sorry picture even though artists are being instructed to act as

propagandists’ (2009:online).

Jenkins is a useful example to demonstrate the emotive nature of the debate. Phrases |
such as ‘astonishingly uncritical’, ‘sorry picture’ and ‘as far as I'm concerned’
(2009:online), show disapproval and invalidate any sense of an academic argument.
_Jenkins’ writing is confentious, forewarning a ‘subservient relationship’ (2009:oh|ine),
the constraints of ‘political diktat’ (2007:30) and ‘prescriptive’ (2009:online) policies.
She asserts that the Demos report has simply instructed artists on this matter and, in
turn, they have accepted this role. A comparable argument is expressed in a similar
language by Fox, who misinterprets the two-way argument, instead referring to it as a
subservient ‘trap’ (2007:4). These views contrast with the Demos report, which states
that some arts organisations have ‘no idea of FCO priorities, even when they are

contributing to them’ (2007:49). This implies both a lack of knowledge and awareness,
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and a lack of prescription. To what extent the DCMS’s international agenda is
instrumental, prescriptive and directive remains to be uncovered and will become clear
through the empirical work in Chapters Four and Five. Moreover, the articles by
Jenkins and the Demos report present opposing views, potentially signalling a further

discrepancy between theory and practice.

Jenkins directly interprets cultural diplomacy as propaganda, accusing the Demos
report of being an ineffective strategy for international relations and claiming that

cultural diplomacy leads to ‘bad art and bad politics' (2009). She brands it:

A masterclass in stupidity that is politically naive and professionally irresponsible for
the cultural sector. It assumes that all government policy is automatically a good thing.
It suggests that following the decisions of those in power is the right thing to do
(2007:30) ’ : :

The Demos report and the articles by Jenkins present antithetical views of cultural
diplomacy, yet make the same error. Whilst the careful crafting of the Demos report
only heightens the flippancy of Jenkins’ moral diatribes, it has its own logical and

empirical failures.

A particular point of interest is the motivation behind the Demos research. Jenkins
(2007) somewhat casually, mentions that a number of cultural organisations were |
involved but does not comment further. The Demos research thanks a number of

. individuals from cultural organisations in its acknowlvedgments section and later in the
report, lists numerous national cultural organisations as ‘partners’ (2007:16), yet it
does not make the exact involvement of these organisétions and individuals explicit.
However, these organisations were involved on some level and, therefore, they are
essentially advocating instrumentalism. The opposition to instrumentalism implied by
the literature may not be correct. In this example, the organisations have assisted in
the proposal of a new instrumental policy, a key point which forms the main thrust of

this research.

Wijid’s article, whilst seemingly opposed to cultural diplomacy, is more balanced. She

cites a policy adviser at the British Museum, who comments that the arts can continue
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their international work relatively unhindered, whilst also achieving diplomatic
objectives. The adviser states: ‘In order to do things internationally we need

government resources’ (2007:11).

A commentaky on cultural diplomacy in Australia also presents a more favourable
picture, with the government, international politics, global neighbours, arts
organisations and artists all benefiting. It asks ‘shouldn’t we all be pleased with this
outcome? (Manton, 2000:25). Whether policies can simultaneously deliver political
objectives and organisational goals is unclear as this point has not been covered by the
published work. This question warrants further investigation and will receive attention

in this study.

Journalist Simon Jenkins takes a different stance, dismissing more formal politiéal
diplomacy in his article about the V&A’s cultural activity in Syria. He states: ‘This
exhibition is worth a hundred Milibands’ (2008:41). This article argues for the power of
the arts but pitches cultural and political diplomacy against each other, comparing
David Miliband’s trip to Damascus on a formal diplomatic mission with a ceramics
exhibition. Jenkins argues that ‘cultural diplomacy should be taking the lead over
politics’ (2008:41) for its soft approach, rather than a political combination of
‘hectoring’, ‘getting cross’ and ‘schmoozing’ (2008:41). Jenkins creates an unnecessary
opposition between culture and politics through stereotypical assumptions about

formal diplomacy.

One area that is not discussed by the professional and mainstream press is that of
evaluation, a major part of the debate on instrumental policies. If causation is near
impossible to establish ata community level, then ascertaining whether the

perceptions of entire nations have changed, appears unfeasible. Mark (2010) sees this
difficulty as a barrier to cultural diplomacy attracting funding. This issue of evaluation is
broached but not resolved by the Demos report. When discussing a cultural diplomacy
initiative in France, it comments, ‘it is difficult to judge the precise impact’ (2007:74)
and ‘it was hoped that the young people that attended would start to associate the UK
with creativity’ (2007:79). It is left vague as there is no way to properly address it. Still,

the report persists in its argument for a more coordinated approach to cultural
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diplomacy. This is another instancé which illustrates that proving efficacy has little
bearing on advocating cultural policy. What appears more important is the policy
rhetoric, essentially, the aspirational intent. Despite the lack of evidence of impact, the
academic texts are unrelenting in advocating cultural relations for its political merits. |
Whilst different from the philosophical and emotive nature of the instrumentalism
commentary, it is similarly moral and sentimental, suggesting that cultural relations,
whatever the definition is taken to be, is ‘good’ and ‘right’. This is a further instance of

the importance of rhetoric in policy-making.

Similérly to the social inclusion instrumentalism debate, the discourse on cultural
diplomacy divides opinion. The commentary in both areas lacks an empirical approach
~and favours a more philosophical engagement. There aré also key differences between
the two debates. The academic work on cultural diplomacy does not sit comfortably
alongside the articles from the mainstream and professional press, in contrast to the
social inclusion discussion, in which a similar line of argument was employed. In
addition, there is an absence of interest in cultural diplomacy as an instrumental policy

from a scholarly perspective, an omission which this research addresses.

Conclusions and Further Research

This chaptér has reviewed the puinShed literature on cultural diplomacyiand
instrumental cultural policies. Despite little overlap between the two strands, they
draw upon a single argument - that instrumerital, policies are detrimental to artists,
cultural organisations and art itself. The academic work focuses on the damaging
effects of instrumentalism on organisations, whilst the professional press centres on its
negative impact on art and artists. They are not informed by and do not reference one

_another.

The published work is based on philosophical views, rather than underpinned by
methodological frameworks and empirical findings. A few papers are based on
empirical data but these are not explicit about their methods. This may suggest a
broader eschewal of empirical work. It is ironic that the academié work is not
underpinned by a methodological framework or based on arguments founded on

empirical data. There is a further irony in that much of the discussion of
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instrumentalism is a critique of methodological problems. The thesis Will consider why
the discussion focuses on philosophical and moral viewpoints, rather than being
empirically grounded. It will explore the wider evasion of empirical research and
whether there is a lack of methodological frameworks within cultural policy studies.
This review highlights the need for an empirical research project supported by a clear
methodological framework which explicitly reports its processes. This thesis aims to

furnish this requirement.

The lack of an empirical foundation has wider implications for the accuracy and
credibility of cultural policy research. Regarding accuracy, this chapter consistently
identified a divide between theory and practice. This thesis sets outs to invéstigate the
extent of this fragmentation and its significance for research, especially analysing the
relationship between Government and the cultural sector. With regards to cultural
diplomacy, arts organisations were involved in the Demos research, which argued for a
greater alignment with Government objectives. Further investigation is required to
ascertain how instrumental policies and cultural diplomacy are viewed, even exploited,
by those within the sector. The style, content and tone of the academic and
professional literature on instrumentalism both propagates and perpetuates a divide

~ between Government and the cultural sector. The full extent of this fissure will be
examined in this study, which further seeks to address what impact this has on policy

and its making.

Regarding credibility, there is an ongoing debate within cultural policy research which
centres on scholarly findings and conclusions not feeding into the fofmal policy-making
process. If research is based on personal belief and not evidence, this both lessens the
credibility of the work and potentially leads to inaccuracies, therefore impacting upon
how the work is viewed and reducing the probability of it being taken forward.
Howéver, this has not been the case for Matarasso’s research. Despite this study being
widely discredited b)) academics, the author’s contribution is still referred to in policy-
making circles and it has enhanced Matarasso’s personal credibility. This anomaly could

also be explained through the notion of rhetoric and its role within cultural policy.

Likewise, the Demos research; which presented a compelling case for the role of the
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arts within diplomatic relations, is also rhetorically based. A further examplé of the
importance of rhetoric is the inconsistency in the adoption of instrumental arguments.
The Government praises instrumentalism and continues to implement such policies,
which are based on nineteenth century doctrines (Bennett, 1995), yet has no evidence
of their effectiveness. The sector resists instrumental policies in principle, but argues
for them when threatened. In this sense, instrumental cultural policies can be seen as a
strategy, a tool, a weapon and, ultimately, as a means of protection. This was shown to
be common practice through all levels of Government. The notion of rhetoric is a
recurring theme and signals an area that merits further investigation. This study will
examine the role of rhetoric within cultural policy and will demonstrate its importance
in the formulation and communication of a new policy. Furthermore, it will investigate
why the academic debate has failed to grasp the nuances within the instrumental

debate.

As shown through the discussions on instrumentalism and cultural diplomacy, there is
a lack of consensus concerning terminology and definitions. The terms have arisenb
from academic debate and appear to be scholarly constructions. As can be ob§erved
from the limited debate on cultural diplomAacy so far, these formal definitions are not
used rigidly. Similarly, the instrumental versus intrinsic debate showed a lack of
agréement in the formal delineations of the concepts. There may be multiple
_interpretations of the key terms which differ both between and within theory and
practice. This research will explore the extent of this lack of consensus and will

consider what implications this has on the formulation and implementation of policy.

In relation to the terminology surrounding cultural diplomacy, Mitchell proposes the
idea of a continuum, which is helpful. It also offers a possible alternative to the binary
divide which frames the discussion on instrumentalism. If the intrinsic/instrumental
dichotomy was viewed as a scale, rather than a fixed and mutually exclusive
categorisation, this could help to advance the debate. For example, instead of
classifying an activity as either ‘instrumental’ or ‘intrinsic’, the question would be ‘to
what extent. is something instrumental or intrinsic?’ This would allow for more
exploration of the. balance between intrinsic and instrumental. However, whilst it

would also allow for different interpretations of the concepts, the same problems
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would be encountered due to arbitrary decision-making, which, in turn, would lead to

a lack of consensus once more.

Despite the wealth of material on instrumentalism and social inclusion within the
academic s'phere, cultural policy scholars have shown little interest in cultural
diplomacy, both generally and from an instrumental perspective. This research will
consider why it has not received attention in cultural policy studies. The subject was
discussed a little in the broadsheet and professional press. This literature conflated
cultural diplomacy and instrumental policy which appears, at least partially, to have
been accepted by a number of cultural organisations, as several of them were involved
in the Demos research, which advocated extending the role of the arts within
international relations. This raises questions as to how cultural diplomacy is viewed by
those within the sector. More specifically, this thesis will scrutinise the impact of the
Demos report on the formulation of a new instrumental policy and, more importantly,
what role the cultural organisations played in this. Moreover, to what extent this

burgeoning policy is instrumental, prescriptive and directive is yet to be explored.

Instrumentality provokes highly emotive, moral and philosophical responses. The .
Demos report perhaps triggered a strong, immediate response because cultural
diplomacy is a politically explicit term. Despite the compatibility of cultural diplomacy
with politics, there is no evidence of the use of the arts as a tool of propaganda or any
detrimental impact on the arts. However, this did not limit the criticism of
Government, Demos and the cultural organisations themselves. The nature of cultural
diplomacy as a new instrumental policy and its effects remain to be ascertained.
Certainly, there are suggestions that this may signal a different kind of instrumentalism,
as cultural organisations are involved from the very beginning. The notion of a new
interpretation of instrumentalism, or variations in its form, is the investigative

foundation and thrust of this research.
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CHAPTER THREE
Methodology

Introduction

This chapter provides a narrative account of the empirical prdcess, from the
conception of ideas and practical decision-making to the collation of the data and its
systematic analysis; It demonstrates an engagement with the méthodological principles
through a combination of standard literature and methods training. It also shows a
flexible approach to encountering various problems and details the steps taken to

resolve these issues.

This study involved two data sets. The first comprised three policy documents, which
were analysed using thematic analysis, a method derived from grounded theory. Fifteen

interviews formed the second data set, subjected to the same analytical process.

In the initial scbping of this study, | soon became aware of the Government’s
prioritisation of internationalism through the Department for Culture, Media and
Sport’s International Strategy and its connection with the activities of the Foreign and
Commonwealth Office. Upon discovering this text, | also came across a number of
similar documents produced by other organisations. Since it was the preliminary desk
research that uncovered the documents, analysing a sample of these formed the
starting point of the research. | was interested in finding out why they were Written,
who authored them, what they were used for and how they were communicated with
the cultural sector. Documentary research is less prominent as a qualitative method
(Scott, 1990; MacDonald, 2008) but more recently, gfeater attention has been paid to

the status of documents (Bryman, 2008).

As the documents would not reveal how the policy worked in practice, interviews
were also conducted. | wanted to relate the written format of policy with the accounts
of specialists - policyémakers, arts professionals and artists - working in the cultural
sector. | sought to obtain ‘thick’ (Geertz, 1973:26) and rich descriptions in the
respondents’ own words of how the international policy worked. Thick descriptions

show ‘different and complex facets of particular phenomena’, generating a ‘richness of
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perception’ (Holliday, 2002:78). Richards stresses the importance of detail in obtaining
thick data: ‘thick description contains detail of recall and imagery, interpretative

comment and contextual knowledge, wherever it is appropriate’ (2005:51).

In qualitative research, interviews are ‘the universal mode of systematic enquiry’
(Holstein and Gubrium, 1995:1). An interview is essentially a conversation with a
purpose (Burgess, 1984) but with the structure determined by the interviewer (Kvale,
2007), it cannot be a neutral tool (Denzin and Lincoln,‘ 1998). Interviews were an
appropriate choice as | sought to ascertain personal views, interpretations, experiences
and knowledge. Interviews permit in-depth exploration of a subject with those who
have had relevant experience (Loﬂand and Lofland, 1995). As Huberman and Miles
explain, interviews are ‘concerted efforts to collect actively assembled interpretations
of experience that address particular research agendas’ (2002:50). | was interested in
‘accessing experiences’ (Kvale, 2007:xi) and semi-structured interviews would capture
accounts of real experiences, conveying these from the perspective of the participants.
More specifically, | wanted to find out how those within the cultural sector
experienced the'policy, why the poiicy had emerged, whether it was in response to a
“stimulus, what its purpose was,v how: its conéeption related to the wider political
context, the process through which it was developed, whether it was integrated with
other policies, its level of prescription, whether the cultural sector was consulted in its
conception, how it was implemented, perceived and monitored, and what impact it

was having.

Questionnaires were not appropriate as they would not uncover the experiential
accounts that | was seeking. They reduce the responses to predetermined ca‘tegories
(Smith, 1995) and would not provide the ‘depth, nuance, complexity and roundedness’
(Mason, 2002:65) that | was looking for. Focus groups would have provided limitations
as fewer questions can be asked due to a higher number of participants (Robson, 2002)
and the group dynamics may lead to some peéple contributing less than others. This
has potential ramifications as a more generalised view may be obtained that does not
necessarily represent all of those in the group and simulténeously, some opinions and

beliefs may not be obtained at all.
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Through selecting document analysis and interviews, multiple methods were used to
collect data. By triangulating the data collection, the probability of an ‘accurate and
reliable theory’ (Huberman and Miles, 2002:19) would be increased, resulting in a

‘stronger substantiation of constructs and hypotheses’ (Huber;man and Miles, 2002:14).

The following sections detail the sampling strategy applied to the documents and the
interviews, and the collection and analysis of the data. In the final part of this chapter,
there is a discussion of reliability and validity, and a number of methodological

reflections are offered.

The Sample - Documents

Mason describes sampling as ‘principles and procedures used to identify, choose and
gain access to relevant data sources’ (2002:120). Flick refers to the process of sampling
documents as constructing a ‘corpus’ (2009:258). Wolff (2004) emphasises that
documents should not be taken at face value since they represent a version of reality
constructed for specific purposes. Previously, there has been an emphasis within the
social sciences, on conceptualising documents as inert objects studied for their
content, rather than seein-g them as having specific functions and constructing versions
of feality. Documents have been viewed ‘primarily as containers — things to be read,
understood, and categorized’ (Pribr, 2008:821), as opposed to ‘active agents in the
world ... as a key component of dynamic networks’ (Prior, 2008:82I). Scott (1990)
likens documents to artefacts. Prior goes further, arguing that documents are
‘informants’ (2008:822). MacDonald echoes this, comparing documents to an
untrustworthy witness fhat must be ‘cross-examined and its motives assessed’
(2008:286).

Atkinson and Coffey urge researchers to pay attention to the forms and functions of
documents, stressing that they ‘are not neutral, transparent reflections of
organisational or occupational life. They actively construct the very organisations they
purport to describe. Analysis therefore needs to focus on ‘how organisational realities
are (re)produced through textual conventions’ (2011:77). They go on: ‘we cannot treat
records - however ‘official’ — as firm evidence of what they report’ (2011:79).

MacDonald (2008) emphasises that documents tell us about the values, interests and
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purposes of those who produce them. Scott (1990) differentiates between literal and |
hermeneutic meaning. This ndtion of documents being ‘organisational c_onstructiohs’ is
shared by a number of writers (Bloomﬁéld and Vurdabakis, 1994; Mason, 2002; Prior,
2003; Wolff, 2004; Silverman, 1993). Masonv states:

Documents ... are constructed in particular contexts, by particular people, with

particular purposes, and with consequences — intended and unintended ... it is
“unlikely that you can 'read' all of this information from the document alone, because it
- does not display ‘the facts' about itself in this way (2002:110)

Prior discusses the dynamic relationship between the authors and readers of
documents, emphasising, ‘those who use and consume documents are not merely
passive actors in the communication process, buf also active in the production ‘process
itself (2003:16). Scott argues that documents ‘do not speak for themselves’ (1990:11).
Atkinson and Coffey assert that documents are written with an actual or implied
audience in mind. In this way, they are ‘recipient designed’ (20I 1:85). Prior (2003) goes

beybnd this, claiming that audiences have a role in the authorship of documents.

In this study, | used purposeful sampling to select three documents for examination.
These were the DCMS'’s International Strategy, Arts Council England’s International Policy
(hereafter ACE) and the British Museum’s International Strategy. Initially, it was intended
to look solely at the DCMS document. As it was entitled a ‘strategy’, | assumed tHat it
would be some kind of action plan, providing the clearest picture of the policy and its

dissemination from Government down to the cultural sector.

During this early analysis, | was repeatedly struck by how little the document
resembled an actual strategy. | was unable to envisage how it would translate into
operational detail. | remained confused about how ‘internationalism’ was undertaken in
practice. The basics of the strategy such as its purpose; audience, implementation,
authorship and impact were unclear. It was decided that confining the analysis to one
document would be insufficient and undertaking another analysis of a different

document might answer some of these fundamental questions.
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ACEF's International Policy was the next document selected for analysis-on the
assumption that it would provide a clearer picture of the implementation of the
DCMS’s strategy. As ACE is responsible for implementing Governmental policies and
makes decisions about which arts organisations and individuals to financially support, |

wanted to ascertain how the strategy filtered through to the cultural sector.

The findings and conclusions from the second analysis were almost identical to the
previous one. Further confirmation was sought from a third document examination. It
was logical to focus on an organisational strategy. This meant that the sample
comprised a document produced by the Government, that is, what was taken to be
the pblicy-maker; another that represented the ‘implemeﬁter’ of the policy, that is,
ACE and finally, an organisation that was a ‘recipient’ of the funding which would
undertake the work, as directed by the policy. The idea underpinning the selection of
these documents and the sequence of their analysis was based, somewhat naively, on a

rational model of policy-making.

The final document selected for analysis was the British Museum’s International Strategy.
This was chosen as the museum leads the way in international work. It is global in its
outlook and is ‘at the vanguard of internationalism’ (Bailey, 2007:26). Neil MacGregor,
director of the British Museum, is the DCMS’s first ‘Cultural Ambassador’, a post
which aims to develop ties with other countries. The institution is also one of the few

organisations to have a fully developed international strategy document.

" Despite many cultural organisations being internationally active, few have a dedicated
international. vstrategy. The documents selected were the only sources that solely
addressed internationalism. Others were considered, such as annual reports. Whilst
these contained some information on international practice, they also included a large
amount of extraneous detail. One approach may have been to select the particular
portions of the text that were pertinent, but this seemed too arbitrary. It was vital for
the documents to be comparable in sbme way and ﬁhis selection offered a degree of

parity, therefore enabling conclusions to be drawn across the data set.
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The Sample ~ Interviews
Fifteen people were interviewed from three distinct groups, again reflecting the
rational view of policy-making. The first group comprised the ‘authors’ of the policies,
assumed to be the policy-makers such as Government officials, senior strategists and
civil servants. The second group were the cultural practifioners employed within
galleries and museums in a variety of professional roles including directors, curators
and administrators. The final group of interviewees were the ‘recipients’, whose work
would, in some way, be directed and funded by the policy such as independent artists
and curators. In retrospect, these categofie_s are flawed, as ‘recipients’ could also be

the cultural institutions themselves.

A minimum of five people from each group was required in order for the sample to be
sufficiently generalisable. This term refers to the extent to which the findings can be
more generally applicable outside of the specific case that is being studied (Robson,
2002). However, Kvale argues that interview findings can never be generalisable, as
they involve too few subjects. Instead, he discusses the ‘transferability of knowledge
from one situation to another’ (2007:87). Mason asserts that the sample size ‘should
help you to understand ... whatever you are interested in, rather than to represent a
population’ (2001:135). Silverman supports this, claiming that ‘the afm is not so much
to create empirical generalizations through large repregentative samples, but to

deVelop theory’ (2005:195). This is discussed further in the final section of this chapter.

The fifteen interviewees were selected according to a theoretical sampling framework,
a technique originally developed by Glaser and Strauss (1967) and later modified by
Strauss '(i987), and Strauss and Corbin (1990). However, qualitative researchers now
employ all of these variations (Mason, 2002). Theoretical sampling means selecting
people to study on the basis of their relevance to the research (Mason, 2002).
Essentially, it involves chbosing respohdents that have characteristics that help tov
develop an emerging theory (Seale and Filmer, 1998). Theoretical sampling ‘focuses

_ efforts on theoretically useful cases — i.e. those that réplicate or extend theory by
filling conceptual categories’ (Huberman and Miles, 2002:7). This means that sampling is
an ongoing activity and the collection and analysis of the data happens concurrently,

which then informs the ensuing sample. In this study, the first six interviewees were
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confirmed and the data that was gathered informed the selection of the following six,

which in turn led to the final three participants being chosen. .

The first six interviewees represented a broad spectrum of professionals. A range of
factors were considered including the need for a range of viewpoints — policy-makers,
those who implement policy and the recipients of the policy funding. Other factors in
selecting the initial six interviewees included accessing participants with a variety of
professional roles and remits, and a depth of experience. | also considered having a
good geographical spread and interviewing individuals from a range of organisations,
from a Government department and an arts development agency through to a leading
national museum and a regional gallery. The first six participants to be interviewed also
included two artists, who were entirely independent and not affiliated to any

institution.

Data Collection - Documents .

The data collection for the documents was straightforward. Those of the DCMS and
ACE were readily identifiable and accessible, as they were freely downloadable from
the respective websites. The British Museum’s document was obtained by contacting
the organisation directly. The confidential document was made available for academic
purposes. Scott (1990) refers to this type of document as ‘restricted’, as it is only

~ available under specified conditions through the permission of insiders. Due to the
DCMS and ACE's documents being available electronically from the websites, and the
British Museum’s document being obtained directly from the organisation, there was
no requirement to establish authenticity (Burgess, 1984; Scott, 1990; MacDonald, |
2008).

Data Collection - Interviews

Despite planning for up to twenty interviews, in the end | conducted fifteen as
theoretical saturation had been achieved. Theoretical saturation is the point at which
incremental learning is minimal because the researcher is observing familiar
phenomena (Glaser and Strauss, 1967). ‘Phenomena’ is a term referring to ‘central
ideas represented as concepts’ (Strauss and Corbin, 1998:101). Charmaz specifies

theoretical saturation as the point ‘when gathering fresh data no longer sparks new
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theoretical insights, nor reveals new properties of these core theoretical categories’
(2006:113). Strauss and Corbin claim that until all categories are saturated, ‘the theory
will be unevenly develbped’ and lack ‘dens'ity and precision’ (1998:212). By ‘density’,
they refer to the identification of all the salient properties and dimensions, ‘thereby
building in variation ... increasing the explanatory power of the theory’ (1998:158).
Ezzy adds that in order to identify saturation, researchers must be ‘analysing their data-
as they are collecting it’ (2002:75). In my data collection, saturation occurred very
early in the process. Methodological texts advise not to add any more cases when this
point has been reached (Huberman and Miles, 2002). However, | persevered with the
predefined numbef‘ to ensure that an adequate sample size and volume of data was

collected.

These in-depth, semi-structured, face-to-face interviews formed the second phase of
the data collection. They were undertaken over a six month period, with roughly two.

or three interviews per month.

Planning the interviews, also known as ‘thematizing’ (Kvale, 2007), took a great deal of
time and attention. Thematizing entails clarifying the purpose and theme of the study,
and develbping a conceptual ’and theoretical understanding of the subject (Kvale, 2007).
This process involves generaﬁing questions and reflecting on their substance, scope,
style and sequen-ce (Mason, 2002). Frequent revisions are required to ensure that the
questions are unambiguous, correctly ordered and of the appropriate tone (Smith,
1995). The interview guide covered three predefined categories — experience of
working internationally, knowledge of the international documents and opinions on
cultural diplomacy. Open questions were created for each category with the objective
of encouraging and aIIowiﬁg the participants to talk freely about their experience and
understanding. More general, introductory questions were used to begin the interview,
a technique known as ‘funnelling’ (Smith, 1995). | was also mindful of ‘specificity’ in

order to ensure that participants went beyond general statements (Flick, 2009).
A pilot study was conducted to test the relevance, clarity and appropriateness of the

questions. | chose to interview an artist who had extensive experience of working

internationally, most recently, as the war artist in Afghanistan. In retrospect, this may
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have been an error as the highly emotive nature of the subject matter naturally
dominated the discussion. Nevertheless, it yielded thick and rich data and was

invaluable for sharpening the questions and evaluating my approach.

In order to maintain a balanced view, | scvheduled the interviews to include a
representative from each group in turn, although there was no particular order. Some
questions were for all interviewees, whilst others were specific to each group. The
shared questions allowed me to compare across the interviews and the spéciﬁc
questions were designed to elicit specialist information. The interview guide acted as a

loose script. Examples of these can be found in Appendix One.

Due to the character of semi-structured interviews, | was often working it_eratively,
moving between the sections as | reacted to the interviewees’ responses. Mason
(2002) notes the skill needed for interviewers to make quick connections between
relevant points. As the interviews progressed, the respondents often answered several
questions at once, which | then probed to obtain more detail. Sometimes, | simply
requested more informatidn or asked for elaboration. Another method used was to
réiterate the answer but pose it as a question. Other techniques included allowinga
pause and giving non-verbal cues as encouragement. King and Horrocks differentiate
between probes and prompts, the latter defined as an intervention by the researcher
to clarify the information that they are seeking. The writers state that prompts are
ﬁsually used when the interviewee expresses ‘uncertainty or incomprehension’
(2010:40) about the quéstion. | modified the interviews to reflect on prominent
themes. This involved asking pertinent questions, and prompting and probing in a way
that did not influence the response. Huberman and Miles explain the interviewing

process:

The active interviewer sets the general parameters for responses, constraining as well
as provoking answers that are germane to the researcher's interest. He or she does
not tell respondents what to say, but offers them pertinent ways of conceptualising
issues and making connections ... it is the active interviewer's job to direct and
harness the respondent's constructed storytelling to the research task at hand
(2002:39)
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The open structure permitted each respondent to pursue particular thoughts or ideas
and to move into new areas or topics of specific interest to them. At times these were
relevant to the topic but sometimes the comments were tangential and the

interviewee had to be steered back to the subject.

During some interviews, | also used an aide-mémoire to help me to remember all the
necessary points, as well as practical details such as obtaining the completed consent
form. This was particularly useful in certain interviews. For example, one interviewee
had worked for the Government as an adviser twice in her career, as well as having
extensive experience as a cultural practitioner at a senior level. This depth of
experience meant that there was a lot to cover in the interview. An aide-mémoire

helped to ensure that the important points were not forgotten.

The interviews were conducted at the workplaces of the participants, for their
comfort and convenience. Each interview was recorded using a digital sound recorder
and the raw data was kept in audio format as well as being subsequently transcribed
for analysis. Significant observations from the inteNiews were also noted by hand,

including, for example, non-verbal communication and lengthy pauses.

My own interviewing technique was crucial. | was continuously refining and improving
it throughout the collection of data. Each interview began with a succinct ‘briefing’
(Kvale, 2007), in which | defined the project and the purpose of the interview, and gave
the participant an opportunity to ask questions. | consciously observed a number of
principles when engaged in interviewing, for example, being attentive, remaining quiet,
listening intently and actively, and not interrupting. Converse and Schuman (1974) note
the pressures of conducting neutral enquiry. | attempted to communicate in a neutral,
non-judgmental way, showing respect for the interviewee and the substance of their
answers. If the question was directed back at me, | attempted to not give a personal
response or offer my own thoughts. When there was a pause, | endeavoured not to
feel awkward or fill the silence, instead smiling or nodding to encourage the

participant. Where the response had reached a natural pause or the respondent had
completed their answer, | often probed for elaboration, summarising or paraphrasing

the response to try to elicit further detail. Sometimes it was appropriate to move
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directly onto the next question. Still, | strived, as far as possible, for a ‘conversation-
like’ approach. Each interview ended with a ‘debriefing’ (Kvale, 2007), where ‘the
interviewee was offered another opportunity to ask questions or feedback about the
interview experience. | transcribed the interviews myself which was also useful in

critiquing my own performance and interviewing style.

[ considered a number of ethical issues within the research design. Ethics are described
by Edwards and Mauthner as: ‘the morality of human conduct ... the moral
deliberétion, choice and accountability on the part of researchers throughout the
research process’ (2002:16). In this study, ethics ‘were involved in obtaining informed
consent from the interviewees, gaining special access to participants, protecting
confidentiality where necessary, treating all interviewees equally, considering the
consequences of the research and what impact this may have on the participants and

- cooperating with intervieWees who requested permission to check their quotations
and transcripts. Mauthner et al explain that when interviewing, ethical issues arise due
to the complexities of ‘researching private lives and placing accounts in the public
arena’ (2002:1).

It was essential to acquire approval to use the data obtained from the interviews. Each
interviewee completed a consent form, which was sent in advance to provide adequate
time for the participants to digest the information and ask any necessary questions. It
was important that the interviewees were fully aware of what the study was about,
how | intended to use the data, that they could withdraw at any time and who would
have access to the material. The consent form comprised a page of information about
the research and included a section on specific questions thaf required a ‘yes’ or ‘no’
response. These direct questions were designed to impart key information whilst
eliminating ambiguity regarding the role and involvement of the interviewee. This is
complicated due to the nature of exploratory interviews.‘l described the study as it
was at that specific point in time but | was unsure how the research would proceed
after the data collection. However, | endeavoured to provide an accurate description.
~ This difficulty is acknowledged by Mason, who emphasises the duty and responsibility
of the interviewer ‘to engage in a reflexive and sensitive moral research practice’ -

(2002:82). An example of the consent form can be found in Appendix One.
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Most interviewees had signed the consent form prior to the interview. A few had
particular stiptjlations. For example, some gave permission to be quoted verbatim with
the proviso that they could check the individual quotes and the context that they were -
to be used in. Another requirement was that they would agree to be named after the
interview, when they could make a more informed decision based on the direction

that the discussion took.

Data Analysis — Documents and Interviews

The data collected from the documents and interviews were both analysed using
thematic analysis. Before moving onto a detailed discussion of this process, it is
important to note that this technique involves the overlapping of the data collection
and analysis. The separate sections concerning data collection and analysis in this
chapter ksuggest_ that these phases are distinct. However, data that is collected later in

the process is informed by the analysis of data that is collected earlier.

The analysis began with the strategy and policy documents. Gray emphasises the
importance of starting from a position informed by methodology and having clarity on
‘what’ is being analysed ‘and why" (1996:215). However, ascertaining an appropriate
methodological technique for the examination of the documents was not easy. There
was a striking absence of any established method for anélysing cultural policy
documents. Cultural policy research which claims to conduct document analysis omits
empirical and methodological detail, so | contacted a selection of authors directly to
enquire about their methods. This led to the revelation from one academic that:
‘Generally, cultural pdlicy people don’t use analytical frameworks - but | think they

should’ (Newman, 2008. pers. comm).

Without methodological guidelines from previous studies, a framework had to be
developed a priori. In selecting suitable methodological tools, Woddis advocates

-drawing upon various disciplines, to acquire the appropriate methods:

Cultural policy research is a relatively young field of study; straddling a number of
disciplines. It does not yet (and given its multi-disciplinary nature and its growing
~ scope, may never) have a set path of research method. Its researchers are thus able -
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to draw on a range of different techniques and approaches, and to combine them in a
variety of ways (2005:17)

This viewpoint is shared by Kawashima (1999), who describes cultural policy research
as: ‘a field of study which is capable of accommodating various academic disciplinés’
.(cited in Woddis, 2005:19). Despite these exhortations, cultural policy researchers
appear reluctant to look beyond cultural studies. As a field, cultural studies is itself
interdisciplinary and holds no methodological ‘position’. Therefore, applicable

frameworks in this area do not appear to be established.

| therefore looked to other policy areas for possible solutidns, such as welfare and
housing, where document analysis methods may have been more established or
developed. However, this proved unsuccessful as the other disciplines focused on
methods which were deemed unsuitable. For example, content analysis was a
possibility. Essentially a counting exercise, content analysis was thought to be
inappropriate as it is designed to identify the superficial features of large corpuses of
material. Some argue that the method ‘simply measures frequency’ (Slater, 1998:235)
and involves ‘little more than enumerating the frequency with which certain words,
items or categories appear in a text’ (Prior, 2003:21). A more in-depth approach was
required. Discourse analysis was also considered but had several drawbacks for this
project. Firstly, it is not designed for large amounts of text and so it was not deemed
viable for use on fifteen to twenty interview franscripts. Secondly, it requires a prior
grounding in linguistics and sociological analysis. Slater comments that discourse
analysis is a ‘difficult method to pin down’ (1998:246). Robson claims that there is ‘little
agreement as to its usage’ (2002:365) and Bryman echoes this when he notes that
‘there is no one version’ (2008:500) of the method. These multiple interpretations,
combined with the absence of practical guidelines in utilising the method, led to a lack

of confidence in pursuing discourse analysis as a tool.

Therefore, these other areas of public policy did not yield an appropriate method and
the general reading of methodological texts continued. Thematic analysis was later
discovered and was selected as the method for the document analysis. It would

'subsequently be used on the interview data as well, although this was unknown at this
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stage. Thematic analysis involves identifying prominent themes within a data set and
enables a complex analysis of their meaning in context. It particularly appealed to me
asitis ‘systematic, careful, non-pre-emptive and reflective’ (Jones, 1985:69). | was
looking for a method that would allow me to fdentify and analyse the key messages and

important themes within the document, and thematic analysis offered this.

When analysing the interview transcripts, | made.an effort to avoid being influenced by
the document analysis findings. | was assisted by the timescale of the research, as there
were six months between the document analysis and the interviews. It took a further -
six months to complete the interview data collection. The demands of doctoral
research mean that certain elements of the study have to be compartmentalised to
shift the focus at the appropriate points. Therefore, | was unable to keep in mind all of
‘the information and ideas simultaneously. However, the analytical techniques used in

the interview analysis were developed from the document analysis phase.

Thematic Analysis

An engagement with the material on thematic analysis reveals a lack of consensus
about both procedures and terms. This is recognised by a number of writers such as
King and Horrocks (2010), who‘ note the varying styles of thematic analysis and Gibbs,
who states that writers ‘use a variety of terms to talk about codes and coding’
(2007:39). Braun and Clarke (2006) argue that the method is poorly demarcated and
rarely acknowledged. Aronson (1994) notes the paucity of literature outlining the
practical process of the method. Joffe and Yardley comment on the ‘few published
guides concerning how to carry out thematic analysis’ and its use in published studies
without a ‘clear report of the specific techniques’ (2004:58). Braun and Clarke (2006)
aim to resolve this issue by providing an account of the method in response to ‘the
absence of a paper which adequately outlines the theory, application and evaluation of
thematic analysis’ (2006:77). It also remains unclear how thematic analysis can be

extracted from its origins in grounded theory.

The highly practical account of thematic analysis by psychologists Braun and Clarke

(2006) was helpful in providing clear guidelines for rigoroué analysis. Braun and Clarke
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attempt to counter the confusion in this area by aiming to ensure that the teaching,

sharing and learning of thematic analysis is clear. They state:

' the skills needed for qualitative analyses of all types need to be learned ... by not
discussing the 'how to' of analysis, we keep certain methods mysterious (and thus
elitist). Instead, if we want to make methods democratic and accessible - and indeed,
to make qualitative research of all forms more understandable to those not trained in
the methods, and arguably thus more popular - we need to provide concrete advice on
how to actually do it (2006:98) : -

Thematic analysis involves identifying concepts, interrelated ideas, patterns and
relationships, and then creating conceptual tools to classify and understand the data.

Braun and Clarke define thematic analysis as:

A method for identifying, analysing and reporting patterns (themes) within data. It
minimally organizes and describes your data in (rich) detail. However, it frequently
goes further than this, and interprets various aspects of the research topic (2006:79)

The researcher takes an active role in identifying the themes in an analysis which is
data-driven (Braun and Clarke, 2006). Strauss and Corbin note the importance of
allowing the data to ‘speak’ (1998:59). However, Joffe and Yardley argue that no
analysis ‘can be entirely inductive or data driven, since the researcher’s knowledge and
preconceptions will inevita‘bly influence the identification of themes’ (2004:58). Jones
similarly argues that data is not ‘objectively “there” waiting to be discovered’
(1985:58). However, patterns of meaning are essentially identified by searching the

data without preconceived ideas of what these might be.

" Grounded Theory

Before moving onto a more detailed discussion of the analytic process, it is important
to locate the method within the broader context of grounded theory. Bryman
describes grounded theory as ‘the most widely used methodology for condvuc‘ting
qualitative analysis’ (2008:541), claiming it ‘the most frequently cited approach’
(2008:539). -

Grounded theory was developed by Glaser and Strauss, who published the seminal

- text The Discovery of Grounded Theory: Strategies for AQuaIitativé Research in 1967, a book
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which ‘pioneered a qualitative research movement in the social sciences’ (Kvale,
2007:6). The researchers aimed to ‘move qualitative inquiry beyond descriptive studies
into the realm of explanatory theoretical frameworks, thereby providing abstract,

conceptual understandings of the studied phenomena’ (Charmaz, 2006:6).

After this publication, Glase.r and Strauss disagreed on how to develop the
methodology further, although a number of tenets have remained constant. Grounded
theory continues to be contested in that there are variations in its application, which
stem from these differences in academic opinion and direction. More specifically, the
method has been interpreted, described and applied in a range of ways, based on the
differing epistemological viewpoints of Glaser (1978, 1992) and Strauss and Corbin
(1990, 1998).

Glaser and Strauss (1967) outline the defining principles of grounded theory as:

I. A Simult:aneous involvement in data collection and analysis

2. A construction of analytic codes and categories from data, not from preconéeived
logically deduced hypotheses |

3. The use of the constant comparative method, which involves making comparisons
during each stage of t‘he analysis

4. The advancement of theory development during each step of data collection and
analysis o |

5. The writing of memos to elaborate categories, specify their properties, define
relationships between categories, and identify gaps

6. Aiming a sampling strategy towards theory construction, not for population
representativeness |

7. Conducting the literature review dfter developing an independent analysis

(Charmaz, 2006)

- More recént interpretations of grounded theory have been offered by Charmaz (2003,
2006), resulting in the emergence of three key schools of thought: ‘Glaserian’,
‘Straussian’ and ‘Charmazian’ (Hood, 2007). ‘Glaserian’ principles adhere to the original
orthodox method; ‘Stréussian’ processes advocate a modification of grounded theory

based on an evolved set of technical procedures (through work with Corbin) and the
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‘Charmazian’ approach advocates a more flexible style, whilst remaining true to the
key tenets of grounded theory. For example, Glaser and Strauss’s classic grounded
theory (1967) defines the researcher as a scientific observer, detached from reality.
Charmaz’s view is that we are part of the world that we study and ‘we construct our
grounded theories through our past and present involvements and interactions with
people, perspectives, and research practices’ (2006:10, emphasis in original). Whilst
Glaser and Strauss (1967) and Glaser (1978) advise conducting the literature review
after the data collection, so that the researcher is not tainted by the secondary
~material, Charmaz argues the inevitability of bringing existing knowledge into research.
Gibbs supports this because ‘no one starts with absolutely no ideas. The researcher is -

both an observer of the social world and part of that same world’ (2007:45).

Whilst these theoretical discussions are key to understanding the method, the
extensive debate within the field about what grounded theory is and what its practical
application involves, remains largely unresolved. Buckley and Waring (2009) note the
under developed literature in this area. Furthermore, Bradley (2010) argues that
studies purporting to use grounded theory are not explicit as to its app_lication. Whilst
Glaser and Strauss (1967) offer clear tenets as to what constitutes grounded theory, it
is unclear how thematic analysis differs from grounded theory. Regardless of these

delineations being indistinct, there are a number of shared principles.

Despite this nebulous area, grounded theory remains a ‘systematic yet flexible
methodology, designed to assist with the development of substantive, explanatory -
models grounded in relevant empirical data’ (Hutchison et al, 2010:283). Charmaz .

. views grounded theory as: ‘a set of principles and practices, not as prescriptions ... |
emphasise flexible guidelines, not methodological rules, recipes and requirements’
(2006:9).

This flexibility is helpful for researchers to navigate through the theoretical and
methodological discussions, and find a way of applying the method that is suitable for

specific projectS.
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Grounded theory is an inductive method, whereby data is collected and analysed to
construct theories ‘grounded’ in the data themselves (Charmaz, 2006). The method fs
based around an iterative movement between the data collection and analysis. The
analysis starts immediately upon obtaining the data. The implications of that analysis
then shape the next steps in the data collection process. Although presented as a
linear process, or a step-by;step procedure, as in the account of thematic analysis in
this chapter, the analysis is iterative and reflexive (Fereday and Muir-CocHrane, 2006).
It does not follow a linear format because there is a wealth of interconnected thoughts
and ideas to be investigated. Strauss and Corbin emphasise this ‘interplay between
researchers and data’ (1998:13). Orona (1990) claims that the beauty and strength of
the method is precisely that it is not linear but instead, it enables the emergence of
ideas from the data in a process which facilitates introspection, intuition and
rumination. This formulation captures the spirit of Glaser and Strauss’s original method
(1967). Glaser refers to it as ‘ideational’, as a ‘sophisticated, careful method of idea

manufacturing. The conceptual idea is its essence’ (1978:7).

The Analytical Process _

The strategy and policy documents were analysed first, with each document being
taken in turn and treated as separate. Each document was handled in the same way.
Therefore, the outcome of the first analysis did not inform subsequent analyses. The
reason for this approach was because of the original intention to focus on one
document only. Conversely, for the interview data, the analysis of each transcript
informed the analysis of the next transcript, in line with grounded theory. This

distinction is discussed later in this section.

The other difference in the analysis of the two data sets was that software was partially
used for the interview material. This is known as ‘computer-assisted qualitative data
analysis’ (CAQDAS). The software was used with the aim of aAdding analytical depth
and increasing efficiency due to the high volume of data, exceeding 130,000 words,
within this set. However, despite the large quantity of material, the software was not A

fully utilised, as is explained later.
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Each interview was transcribed upon its immediate completion and each transcript was
treated identically. Whilst this was time consuming and labour intensive, the advantagé
of doing my own transcription was that | became very familiar with the material and
inevitably began to generate analytic ideas. | planned to use Silverman’s transcription
- conventions (2005) but in practice, these seemed unnecessarily detailed for my
purpose. Instead | opted for a straightforward verbatim transcription, noting ahy points
of interest such as laughter or pauses, but omitting utterances such as ‘ums’ and ‘ahs’.
Since | was not undertaking discourse analysis, these were extraneous. However,
noting pauses or laughter was relevant in fully understanding nuanced responses (Rubin
and Rubin, 1995). Kvale believes that ‘to transcribe means to transform, to change .
from one form to another’ (2007:93), warning against seeing transcription merely as an
administrative task and emphasising it as an interpretative process in itself (Atkinson

and Heritage, 1984; Gibbs, 2007).

The analyses began with thorough, repeated readings of the texts, a paragraph at a
time. Prominent key words or phrases, recurring ideas and repeated patterns of
meaning were noted. Initially, anything of interest was highlighted as having the
potential for development. As the content became more familiar through this process,
| began to fof‘mally ‘code’ the document manually by colour coding words and phrases,
and noting fragmentary ideas. For eaéh text, a number of codes were créated. A list or
compilation of these is referred to as'a ‘codebook’ (Boyatzis, 1998:4). As the coding
progresses, new codes are added to the codebook, whilst some are amended or
combined, and others abandoned completely. The codebook ‘sets up the potential for
a systematic comparison between the set of texts one is analysing’ (Joffe and Yardley,
2004:59) and allows standardised questions to be asked of the data. Examples of the
codebooks can be found throughout the methodological workings in appendices two

and three.

The process of coding facilitates the sorting and separating of data. It involves
highlighting single words, lines of text, phrases, sentences or whole paragraphs, in a
process known as ‘fracturing’ (Jones, 1985:69). This offers a focused way of seeing the

data (Charmaz, 2006), which is classified and labelled as belonging to a specific
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category. Dey describes this as ‘abstracting from the immense detail and complexity of

our data those features which are most salient for our purpose’ (1993:94).

Codes are the building blocks of theory (Glaser, 1978), hence they are derivéd from
the data, rather than being predetermined prior to data collection. If the codes were
pre-defined or standardised categories, the analysis would not capture, interpret and
establish an emergent theory. Charmaz (2006) refers to the coding process as the
‘pivotal link’ between collecting data and devéloping a theory to explain these data. She
states ‘through coding, you define what is happening in the data and begin to grapple
with what it means’ (2006:46, emphasis in oﬁginal). In this sense, it is imbortant to
understand the coding process as more than simply a technical task (Marshall and
Rossman, 1999). |

The process begins with the codes as broad and general categories. The initial coding
of the data is undertaken ‘in everyway [sic] possible’ (Glaser, 1978:56). This is the |
process of ‘breaking down, examining, comparing, conceptualizing and categorizing
data’ (Strauss and Corbin, 1990:61), referred to as ‘open coding’ (Glaser, 1978).
Multiple codes can be asSigned to ohe portion of text. As the process continues, the
Acodes should become as specific as possible to allow for the interpretation of

complexity and subtlety within the data.

At this point, the structure of the codes is unclear and some of the initial codes may
actually be overarching themes. However, it is-im‘portant to code as extensively and
accurately as possible to allow for subsequent conceptual development. Bazeley (2007)
claims that the majority of categories will be generated during the coding of the first
few texts. Nevertheless, it is essential throughout to remain open to the possibility of
codes emerging at any point and that these may be very different, or contradictory to

those identified at earlier stages (Boyatzis, 1998).

When the documents and interview transcripts had been coded for the first time, a
very basic frequency count was undertaken to identify repeated words and phrases for
potential refinement into themes. Bazeley (2007) recognises the purpose of this. It is

also worth noting that frequency does not imply significance and a word or phrase
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could convey meaning ‘out of all proportion to its frequency’ (Scott, 1990:32). | also
de?ised my own additional methods to identify the early codes, for example, searching
for collocations and using a thesaurus to seek out synonyms. This process resulted in
generating approximately 50 codes for the DCMS document, 40 for the ACE text and

30 for the British Museum strategy.

For the documents, the process then moved onto conceptualising the codes,

abstracting and refining them into themes. Strauss and Corbin explain:

In conceptualizing, we are abstracting. Data are broken down into discrete incidents,
ideas, events, and acts and are then given a name that represents or stands for these
(1998:105) :

For the interview transcripts, the initial coding led to additional codes, so the texts
were coded for a second time. | looked for more instances of the additional codes to
ascertain whether they were specific to a particular interviewee or whether they were
part of a broader pattern. This resulted in yet more codes and at this stage, over 70

codes had been generated.

At the end of the second coding of the interview transcripts, | laid the codebooks side
by side. Seeing all fifteen coding sheets together and in their entirety was like looking
at genetic blueprints or DNA sequences. This biological metaphor is appropriate, as
the coding stage is essentially a process of deconstructing a phenomenon, reducing the
data to its essential elements or building blocks and working out how they relate
together to form a coherent whole. These basic components are then abstracted,
‘conceptualised and developed into themes. This visual proéess clearly showed the

most prevalent codes and helped me to identify how they were connected.

As this process continued and ideas developed, an ordering and structuring of the
codes began to be formulated. They were further fractured, reconnected, recombined
and broken down to form sub-categories or dimensions of the same theme. This
process also allowed me to check the codes for accuracy. As thematic analysis is a
continuous process of the generation of ideas and the subsequent reworking of them,

it was inevitable that the coding continually requires modification (Boyatzis, 1998). At
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this stage, | also checked for ‘definitional drift’ (Gibbs, 2007). This relates to ensuring
that the material coded later is based exactly on the codes established earlier. Due to
the time consuming and painstaking process-of coding, it is inevitable that there is
some degree of drift, that is, later data is coded slightly differently from the data coded
at the start. Making comparisons and a constant alertness helped to ensure |

consistency.

During the lengthy and iterative coding process of the documents and interview
transcripts, it was noted that some of the codes were actually overarching themes
within the data. The initial codes had been generated from observations during the
interviews, from the repeated readings of the documents and the individual transcripts,
and from thoughts from my analytic note-taking, known as memo writing. At this stage,
| noted down ideas about the structure, creating groupings of codes and considering
possible hierarchies. This is the process of developing themes, with prospeétive

interpretations constantly explored and modified.

For the interviews, | decided to go through the transcripts for a third time as
saturation had not occurred. It is not only in data collection that saturation occurs. In
the development of theory, coding and memo writing continues until saturation
(Glaser, 1978). At this point in the analysis, | was unsdre whether to continue with the
manual process or transfer to the software. | was keen to identify further patterns and
relationships to help with the formulation of a structure for the codes and to assist in
thematising. | considered whether the software would offer an analytical depth that
could not be achieved any further through the manual process. Due to my absorption
in the data and the progress that was being made, | was reluctant to move to the
analysis software. In the words of Richards, ‘when coding gets underway, it has a
momentum of its own’ (2005:102). However, | had originally anticipated its usage and
had undertaken a traihing course on NVivo, one of the most sophisticated software

packages available for qualitative analysis.
It was thought that NVivo would be helpful in looking at patterns of codes, links

between them, co-occurrences (Joffe and Yardley, 2004) and in further refinement

through ‘querying’. The query tool allows questions to be asked of the data (Bazeley,
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2007), for example, asking how many times certain codes appear together may help in
ascertaining theoretical connections. Querying aids the identification of patterns and
relationships, generating more connections and enhancing what has already been
discovered. Joffe and Yardley state that when used thoughtfully, software packages
“allow one to be highly systematic in a manner that is faithful to the data’ (2004:66). To
summarise, | aimed to use NVivo to provide further eﬁrichment, develop layers of

~ understanding, and add complexity al.1d depth of meaning. As Richards says: ‘the
method is far easier, and far more powerful, and most importantly, you can do far
more with it’ (2005:!48). Gibbs advocates using manual and computational methods of
analysis, as well as a combination of both, stating: ‘there is nothing to stop you moving,

when you want to, from paper to the software’ (2007:40)..

All of the data, including the transcripts, the memos, codes and the coded fext,
required inputting into NVivo. In order to do this, a coding classification system and
order had to be developed. This required decisions to be made about the structure of
the codes. Interestingly, | turned yet again to a manual process of working. Gibbs
(2007) reports that the manual method of working allows creativity, flexibility and ease
of access, all of which are impbrtant in the early stages of analysis. | produced ‘cut out’
labels of each code, essentially pieces of card, which could be physically assembled in a
variety of configurations. This enabled a dynamic activity, arranging and rearrangihg the
labels in a process that was interspersed by the development of cognitive maps, which
further informed the structuring and abstraction of the codes. Photographic
documentation of this approach can be found in Appendix Three. Cognitive maps are
visual devices that demonstrate relationships among concepts (Strauss and Corbin,
1998). Jones (1985) asserts they are a method of modelling the beliefs of the
researcher in diagrammatic form. Strauss and Corbin (1998) emphasise that these
diagrams should be analytical and conceptual, rather than descriptive. These web-like
networks allow researchers to move from text to interpretation (Attride-Stirling,
2001). |

The cognitive mapping exercises enabled the abstraction and development of the
codes into themes, literally mapping out each code and their relationships to each

other. They also led to understanding how the codes fed into the themes, and assist in
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ordering and structuring the themes, showing the connections between them. The
maps are essential as they facilitate working with concepts, rathér than raw data
(Strauss and Corbin, 1998). Through this process, central themes began emerging, |
which were ordered and developed into conceptual categories, broken down into sub-
categories and reassembled again to form a coherent whole. Strauss (1987) describes
this process as ‘axial coding’. The purpose of this is to begin to reconstruct codes that
| were fractured during open coding (Strauss and Corbih, 1998), helping to identify
relationships and connections. These groups are then further abstracted and fragments -
of ideas are brought together. These components ‘often are meaningless’ (Leininger,
1985:60) when viewed alone, but are refined into themes through cognitive mapping;
This procedure of further coding and refinement is known as ‘selective coding’ and
involves the integration of categories (Strauss and Corbin, 1998). Diagrammatic and
visual techniques are recommended by prominent grounded theory scholars such as
Strauss, Corbin and Charmaz. Strauss and Corbin (1998) argue that diagramming

facilitates conceptualisation by enabling distance from the data.

As part of the process described so far, informal analytic notes are made, which are
called ‘memos’. Memos are referred to as ‘the bedrock of theory generation’ (Glaser,
. 1978:83), storehouses of ideas (Strauss and Corbin, 1998). Memos are ‘reflections of »
analytic thought’ (Corbin and Strauss, 2008:120) that enable the researcher to
reconnect with the data. They capture thoughts, assisting in the exploration aﬁd
development of ideas, and helping to direct further data gathering. Analytically, they
are crucial as they are an integral part of the stimulation of ideas. Richards recognises
this when she states that ‘memos are the places where the project grows, as your
ideas become moré complex’ (2005:74). Memos provide clarification and directioh
(Gibbs, 2007), facilitating the identification of patterns and connections within the data,
making the analysis ‘stronger, clearer and more theoretical (Charmaz, 2006:115).
Huberman and Miles compare memos to field notes and refer to them as ‘ongoing
stream-of-consciousness commentary about what is happening in the research,
involving both observation and analysis - preferably separated from one another’
(2002:15). |
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Strauss and Corbin (1998) stress that memos should be conceptual and not descriptive
as they are about ideas derived from people, events, incidents and so on. Similarly,
Glaser (1978) asserts that memos take the data to a conceptual level and assist in
déveloping hypotheses about the connections between the categories, in turn
generating theory. Memos also help to keep the researcher immersed in the analytical
process as they are inevitably interpretétions (Gibbs, 2007), forming a ‘space and place
for exploration and discovery’ (Charmaz, 2006:81-82). Furthermore, they assist in the
conceptualisation of data in a narrative form. Bryman praises their usefulness in helping
to ‘crystallise ideas’ (2008:547).

Memos were used to record thoughts throughout the analysis of the policy and
strategy documents. They were continuously created to note pertinent thoughts and
possible interpretations. Each interview was immediately followed by writing a memo,
reflecting on the exchange with the interviewee. They were also made as the data was
being transcribed. Additional memos recorded any interesting ideas and emerging
thbughts such as potential codes and themes, and connections between particular
interviews. The completed and checked transcripts were subsequently read repeatedly
and further memos were created. During the coding phase, further memo writing was
also undertaken. Glaser advises researchers to ‘always interrupt coding to memo the
idea’ (1978:58). Throughout the thematising and mapping stages, yet more memos
were written. All of the various memos were dated to provide an audit trail of the
thought process (Strauss and Cdrbin, 1998). Richards emphasises the importance of .
audit trails for validity and reliability, to provide ‘a consistent and impressive account’

of getting from ‘hunches and fleeting thoughts’ (2005:43) to conclusions.

There was no firm structure to the memo writing, they simply documented anything
and everything of interest 6r potential importance. Huberman and Miles recommend
writing down ‘whatever impressions occur’, that is, ‘to react rather than to‘sift out
what may seem important, because it is often difficult to know what will and will not
be useful in the future’ (2002:15). Glaser and Strauss (1967) suggest that there should
be a strict separation between primary data, and the commentary and analysis that is
contained in memos. The rationale is that theory is grounded in the data and the

memos are interpretative notes rather than primary data. This is contradicted by
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Richards (2005) who argues that these sources are data, which expénd in line with
further reflections. For this study, | decided to use memos for the purpose of analysis
only, rather than as data in themselves. | agreed with Glaser and Strauss, and was
influenced by the sheer volume of interview data collected. | was already succumbing
to what Pettigrew describes as ‘data asphyxiation’ (1988:17) and found the volume of

data daunting.

Through the repetftive mapping and memo making, the themes were amended,
combined and sometimes completely abandoned if there was insufficient support for
them or if the categories were analytically thin. As | became more familiar with the
method, these cases were relatively easy to identify. | found the notation of thoughts
through the memo writing process to be invaluable in terms of the conceptualisation
and develdpment of ideas and for maintaining my own connection with the data. They
confirmed the content of the interviews, sharpened my understanding of the data,
were vital for active reflexivity. They were, esséntially, assisting in the generation of
codes, themes and theory. Strauss and Corbin explain that in theorising, the
researcher is constructing an explanatory scheme from the data ‘that systematically

integrates various concepts through statements of relationship’ (1998:25).

This phase is complete when the themes that have been conceptualised and theorised
adequdtely and accurately reflect the data. The memos also lead into more general
analytical writing, another vital elément in the exploration of ideas. Braun and Clarke
(2006) argue that the aim of thematic analysis is to build a narrative that tells the
audience how the findings have illuminated the topic, rather than merely provide a
descriptive summary. In order to achieve this, writing throughout the analysis was an
essential part of the process. Richardson exclaims ‘writing is also a way of ‘knowing’ —
a method of discovery and analysis’ (1998:345). Richards also discusses notions of
‘uncovering’ and ‘discovery’ (2005:44) that are enabled through writing. It allows
researchers to see new aspects of topics (Richardson, 1998), clarifies ideas (Richards,
2005), reveals discrepancies, identifies further relationships and leads to richer
interpretations (Smith, 1995). This view of writing and its key role in furthering
analytical thinking is shared by a number of writers. It is seen as integfal, rather than

something that happéns at the end of the research. Gibbs states ‘writing is thinking’
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(2007:25) and Wolcott argues ‘you cannot begin writing early enough’ (I990:20).
Holstein and Gubrium propose that writing and presenting ideas and findings ‘is itself
an analytically active enterprisé’ (1995:80), ‘noting the importance of empirically and
discursively documenting the sense making process. This is echoed by Ezzy, who states
that ‘discovery occurs in Writing as much as it does during the tasks of data analysis’
(2002:138), continuing:

There are many threads that interweave through the complex set of interviews,
reflections and observations. The task of writing is to reconstruct this multifaceted,

multidimensional ball of information into a linear story with a beginning, middle and
end (2002:138-139)

After completing ten interviews and reviewing the memos, | compiled some interim
thoughts for discussion with my supervisory team, noting prominent ideas and
provisional thoughts about possible findings, even though these ideas were not fully

formed.

Somé of the data analysis began early on in the interview process and did not wait until
all of the data was collected. This meant that the initial analysis informed the
subsequent data collection and, of course, its analysis. Huberman and Miles (2002)
claim that this flexibility in the data collection is a key feature of theory-building. Glaser
and Strauss (1967) emphasise simultaneous collection, coding and analysis of data.
Huberman and Miles (2002) remind us that whilst many researchers do not achieve
the degree of overlap advocated by Glaser and Strauss (1967), most achieve it to some

degree.

Additional ethical issues were considered during the data analysis stage in terms of
accurately representing the interviewees. ‘Presentational sampling’ is the term given to
- how the data is selected for the presentation of findings (Flick, 2009). Dey (1993)
discusses the importance of the method in analysing and theorising the bulk of the
data, rather than a selection of examples that supporﬁ the relevant arguments
(Silverman, 1993). Strauss and Corbin (1998) advise ‘trimfhing’ the data to focus on the
key issues, presenting those ‘ﬁndings that are supported by a saturation of codes and

discounting others.
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Methodological Reflections

This application of thematic analysis on the two data sets has utilised some aspects of
the broader framework of grounded theory. As explained, the boundaries between the
two methods lack clarity and at the same time, the exact application procedures
remain nebulous to some degree, although Braun and Clarke (2006) have made
progress in addressing this issue. The Charmazian approach to grounded theory
appealed throughout the study in that it adheres to the original tenets of the method
but applies them through ‘the methodological lens of the present century’ (Charmaz,
2006:xi). |

It is perhaps useful at this point to reflect upon the degree to which | followed the
original tenets of grounded theory (Glaser and Strauss, 1967), as well as the later
developmenfs of the method (Strauss and Corbin, I998; Glaser, 2010). Buckley and
Waring (2009) emphasise the importance of understanding the theoretical variations,

rather than selecting a particular interpretation.

Glaser and Strauss advocate simu.ltaneous data collection and analysis. This happened
in my study but perhaps not to the degree to which they would recommend. The
coding did not formally begin until after the final interview was transcribed. However,
some level of analysis was being conducted whilst the data was being collected. The
later material was being transcribed as the earlier transcripts were being repeatedly
read through. In addition, extensive memo writing was taking place and the initial
codes were beginning to be formulated, with some manual coding taking place. So
whilst Glaser and Strauss’s tenets appear straightforward, it is less clear whether my

approach in practice meets their stipulations, which are hard to define.

This leads onto theoretical sampling. Glaser and Strauss assert that sampling should
work towards theory construction, not for population representativeness. | can
confidently state thatAwivthin the interview data collection, | followed the prescriptions
~ of this technique. | based my selection of interviewees on the extent to which they
would assist in facilitating tﬁe developing theory. However, for the document analjrsis,
a theoretical sampling technique was not used. The sampling strategy for this data set

was more arbitrary. This was due to the difficulties described earlier in finding a
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suitable method of analysis and subsequently the lack of clarity in the interim findings.
A methodological framework was developed as the analysis was taking place. One
document literally led onto another and the final data set did not resemble what |

originally set out to do in the éarly stages of scoping the project.

Glaser and Strauss suggest constructing analytic codes which are derived from the data
and are nvot preconceived from the hypothesis, but | did not and could not follow this
‘pure’ inductivism. However, | can vouch that | allowed the data ‘to speak’ and for the
ideas ‘to emerge’. | also ensured, in line with Strauss and Corbin’s (1998) approach to
grouhded theory, fhat codes were abstractly analytical rather than merely descriptive.
With regards to coding, they recommend line-by-line coding, termed ‘microanalysis’. |
did not conduct ‘line-by-line coding, instead preferring to work back and forth through
the data. This approach, as an alter.native to line-by-line coding, is supported by Mason
(1996) and Silverman (2005).

Grounded theory advocates a constant comparative method. This involves comparing
each stage of the analysis with what has taken place before. | canniot precisely state
that | followed this. One reason is the lack of clarity in understanding this principle. It
is covered by many methodological texts but is not clearly defined. Gibbs reports it
simply as thinking ‘about comparisons all the time as you go through doing your
coding’ (2007:50). In this sense, within the stages of conceptualisation, some degree of
comparison naturally took place, for example, when checking for deﬁnitional' drift, as
explained earlier. However, G-ibbs élso asserts that ‘this is one aspect of what is
referred to as the method of constant comparison’ (2007:50), perhaps alluding to the
difficulties recognised here in fully understanding the term ‘constant comparison’
(Glaser and Strauss, 1967).

Glaser and Strauss support the advancement of theory development during each step
of data collection and analysis. In this research, this happened organically as | looked |
for ways to explain the data. In this sense, emerging hypotheses were strengthened by

subsequent data collection.
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Another original principle is memo writing, which took place over an 18 month period, -

beginning upon completion of the pilot study until the end of the analysis.

Glaser and Strauss recommend conducting the literature review after the analysis. The
rationale is so that researchers are not tainted by the existing literature in the |
development of their theory. However, more recent presentations of this principle are
less rig"i.d. On the popular video sharing website You Tube, extracts from Glaser’s
tutorials on the method can be viewed. On discussing the literature review within

grounded theory, Glaser states:

Go to the literature any time you want ... once the theory is out, you go to a whole
different literature ... the initial literature is so irrelevant to what comes out of the.
dissertation (2010:online)

This isvan important distinction from the earlier interpretation of this principle. This
study exactly reflects Glaser’s point here. A literature review was conducted early in
the research in order to survey the published work on instrumentalism. Whilst this
was an important element in the research, it can be observed that a different body of
literature is used in the conclusions to explain the findings. In this sense, | would

advocate conducting both a pre and post-analysis literature review.

This discussion demonstrates that it is debatable whether my data collection and
analytical methods constitute grounded theory. Whilst some precepts have clearly
been adhered to, it is difficult to assess the extent to which others have been met,
primarily due to the principles being contested and somewhat ill-defined. As such, |
cannot claim to have strictly adhered to the principles. Bradley (20 10) faced similar
issues and argued that her research was a reconstruction of grounded theory that was
not beyond comparison with the original tenets. | do claim to have conducted thematic
analysis, whilst being heavily influenced by a grounded theory framework. More
specifically, | do not believe that this is the most important question. Rather, the
central points seem to be whether the method was applied thoughtfully, whether it
demonstrated rigour, whether it worked to obtain meaningful results and whether the

study is valid, reliable and credible. Upon reflection, | can confidently make
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methodological claims in all of these areas. These claims are fully substantiated in the

final section in this chapter on validity and reliability.

The Use of Analytic Software

NVivo was used to a limited extent in the analysis of the interview data. Whilst |
intended to use software to aid analytic scope and depth, | found the highly visual and
physical element of manual working to be hugely prd_ductive. The manual process
suited my style of working, the Highly visual and creative aspect offering an unparalleled
engagement with the data. NVivo did not offer the same visual immediacy, as the
coded areas are not visible on screen, in contrast to manual working. | attended an
NVivo training course prior to the data collection and was advised not to even
transcribe the data, as the most recent version of the software allows sound files to be
analysed. In my experience, transcribing the material was just one aspect of
familiarising myself and making a connection with the data. As | have argued in this
chapter, transcription is a valuable analytic stage. So, upon transcribing the data, |
began using the manual process to code. After two thorough coding stages across the

entire data set, | decided to move to NVivo, in order to achieve gi"eater analytic depth.

Transferring the data to NVivo waS a labour intensive and painstaking process. When
the data had been entered, | began to code further as well as use the ‘query’ function
in an attempt to identify more patterns within the data. However, after persevering
with this for some considerable time, | felt that it was not eliciting any more depth and
| became frustrated, unsure whethér | was asking the correct questions of the data.
After some time, | returned to the manual method, which, almost immediately,

continued to deliver analytic breakthroughs.

NVivo claims to assist in aiding efficiency and adding analytic depth. Whilst
acknowledging my limitations in using the software, in this study, it slowed the analytic
process. Despite my failure to use the software to its full potential, NVivo did serve a
key function. It was the setting up of the software that was helpful in the analysis, as |
had to formulate a structure for the codes, to group and order them. This process
meant that the data was further disaggregated as | had to set up ‘codes’ (units of

meaning), ‘nodes’ (groups of ideas) and ‘trees’ (sets of meanings that fit together).

- 82



Aside from the issue of different terminology within NVivo, it was the process of
inputting thé data that was of use in productive checking for code accuracy,
establishing a structure and considering relationships. Whilst the structure was worked
out manually, using the cut out labels, incorporating the software at that point meant
that the coding structure was finalised and conﬁrrned, which enabled the analysis to
continue to advance. As a final note, NVivo requires coding structures to be set up
before the data can be coded. To me, this seems to defeat the purpose. It is the
iterative nature of the procedure that establishes the codes, themes and their

structure.

NVivo was very helpful in the reporting and writing up of the findings. For each code, |
set up a separate folder for ‘useful quotes’. This enabled the fast and easy retrieval of

material, thus aiding efficiency at a later stage.

| recognise that if the software was fully utilised, the efficiency of the analytic
procedure would be significantly enhanced (Bazeley, 2007). Nevertheless, what would
inevitably be lost, would be the creative process, which, for me, was integral to the.
formulation of ideas. A number of scholars also recognise this ‘tension between
efficiency and creativity’ (Richards, 2005:106). Fielding and Lee (1998) identify a feeling
of being distant from the data when using software. Kelle (1995) points out that
software can potentially turn qualitative research into an automated prééess which
overlooks the impnrtance of human interpretation. Similarly, Legeiwe, (in personal
correspondence), notes that manual methods may be more important to ‘inspire your
creativity than even the nicest computer diagrams’ (cited in Strauss and Corbin,
1998:278). Hutchison et al (2010) recognise to some degree that software can allow

complex analysis without fully understanding the methodological principles.

To conclude, upon reﬂection., | would advocate the manual method over the software
but recognise that this is a matter of personal preference. Indeed, academic research
and anecdotal evidence demonstrates that for some, it is highly beneficial. However,
for me, whilst working manually takes longer and is messiet", it enables an all-
encompassing absorption and engagement with the data, having a visual and physical

immediacy that the software could not match.
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Validity and Reliabilfty

These lmethodo‘logical reflections ultimately lead to a discussion of ‘validity’ and
‘reliability’. Validity refers to the issue of whether ‘an indicator (or set of indicators)
that is devised to gauge a concept really measures that concept’ (Bryman, 2008:151).
Reliability is ‘the degree to which a study caﬁ be replicated’ (Bryman, 2008:376). These
concepts arise from the quantitative research tradition and it is argued that as such,
they do not sit entirely comfortably within qualitative research. These traditional
criteria do not take into account the specific features of qualitative research and data
(Flick, 2009). Richards dramatically writes, ‘it has been-the bloodiest battlegr*ounds in
the hundred-year war against inflexible criterié for quantitative research’ (2005:139). '
Consequently, effort has been made to adjust, extrapolate and expand the concepté in
order to provide a more appropriate fit. Various attempts have been made to develop
alternative criteria for assessing qualitative research. For example, Lincoln and Guba
(1985) propose trustworthiness, credibility, dependability, transferability and
confirmability as measures for qualitative‘ research. Strauss and Corbin (1990) suggest
critically assessing the credibility of the data, the adequacy of the research process, the
plausibility and the value of the theory itself, and the empirical grounding of the
research findings. However, Flick (2009) believes that none of these suggestions have
completely resolved the problem. Therefore, in my interpretation of these concepts, |

have conflated a number of approaches.

Flick notes the ‘certain fuzziness’ (2009:391) in attempting to formulate the concept of
validity. He comments on the utility in shifting from the term ‘validity’ to ‘validation’,
and from assessing individual steps, or part of the research, to increasing transparency
of 'fhe whole research process. Similarly, Richards turns to semantics in order to
differentiate valid, validate and validity as terms; settling on ‘if it's valid, it’s well founded
and sound’ (2005:139). Hammersley summarises validity as ‘truth: interpreted as the
extent to which an account accurately represents thé social phenomena to which it

refers’ (I 990:57). Kvale brings these ideas together:

validity refers in ordinary language to the truth, the correctness and the strength of a
statement. A valid argument is sound, well grounded, justifiable, strong and convincing.
Validity in the social sciences pertains to the issue of whether a method investigated
what it purports to investigate (2007:122)
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It is this notion of validity that | will base the discussion on in this section.

Altheide and Johnson discuss validity as ‘reflexive accounting’, locating the concept
within the entire research process. They offer a number of points with which to assess
validity, including acknowledging the context within which the observations are made;
recognising the relationship between the researcher, participant and setting;
considering the audience and accurately representing the findings and conclusions
(1998:291-292). Their commentary makes clear the importance of reflexivity and its

role as the starting point. Gibbs argues:

reflexivity is the recognition that the product of research inevitably reflects some of the
background, milieu and predilections of the researcher ... the qualitative researcher
... cannot claim to be an objective, authoritative, politically neutral observer standing
outside and above the text of their research reports (2007:91)

This pdint is shared by other researchers such as Mason (2002) and Brewer (2000). In
this sense, in order to assess the validity of the study, | must first recognise my role in
the research, that is, in the way that the study was devised, the collection of data, how
it was analysed and reporfed. This is challenging, as | inevitably influenced the study
through my behaviour, approach and demographic characteristics. Rather than being ‘a
neutral data collector’ (Mason, 2002:66), | recognise my position' as an active and
reflexive researcher, and the following information shows how | took steps to ensure

that my sthdy is valid and reliable.

Reliability pertains to the ‘consistency and trustworthiness of research findings’ (Kvale,
2007:122). It essentially comes down to whether a finding is reproducible at other
times and by other researchers. In the words of Hammersley, reliability is the ‘degree
of consistency with which instances are assigned to the same category by different
observers or by the same observer on different occasions’ (1992:67). Of course, in
replicating a research study, the interviewees could quite feasibly change their answers
or offer different responses, for example. Therefore, issues concerning reliability relate
to the accurate documenting of actions in the collection of data, the transcription of

interviews, the analysis, the resultant theory and the presentation of material.
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Earlier in the chapter, | briefly discussed generalisability. Gibbs states that conclusions
are generalisable ‘if they are true for a wide (but specified) range of circumstances
beyond those studied in the particular research’ (2007:91). This is a tricky area as
qualitative research often involves too few subjects for the findings to be generalised.
Strauss and Corbin believe that you cannot generalise from one case, especially ina
quantitative sense, but you can learn a large amount from one study. This is due to
qualitative research studying concepts, ‘their relationships, the conditions in which they
are likely to occur, the forms they take and their consequences’ (I998:284). Hence,

they emphasise the importance of contextualisation.

In this research, | aimed for a well executed and reported study in which validity
permeated the entire research process. | base my claims on an appropriate research
design, using methods that are demonstrably appropriate for the research problem,
which | have justified in this chapter and have shown through the material in the
following chapters. | have used data triangulation, that is, multiple data collection
methods, to strengthen my conclusions. Triangulation was incorporated into the
research design to improve the probability of an accurate and reliable theory.
Throughout the whole research process, a diary was kept which noted anything and
everything of interest. This was in order to keep track of what happenea in the
research and why certain courses of action were chosen, to ensure accuracy in the
reporting of research and for the purposes of reliability. King and Horrocks explain the
importance of recording ‘uninhibited, candid and personal thoughts’ (2010:131) in

order to provide methodological insight.

In terms of data céllection, | have ensured ethical rigour. This involved obtaining
informed consent from my interviewees, with whom | negotiated special access,
considering issues around Conﬁdentiality and anonymity, and respecting the
cons.equences and impact that the research may have on the participants, especially in
light of the trust and rapport that developed between us. Through this, | have |
collected reliable data, which can be observed through my recordings, field notes and
memos. As much of this material as poSsible is presented in this thesis and the entire

data has been responsibly stored. In order to maximise reliability, | used standardised
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procedures, carefully following methodological prescriptions in order to ensure the

correct application of methods.

Concerning the analysis, | transcribed my own data in order to familiarise myself with
it, which, as | argued earlier, is the starting point for the analysis. | transcribed the
interviews verbatim, ensuring that they were as true to the originals as possible,
therefore, faithfully capturing the respondents’ views. | checked the accuracy of
transcripts (Kvale, 2007) and in addition, gave the interviewees access to check them. -
This authentication by the participants is known as ‘communicative validation’ (Flick,
2009). | rigorously analysed the data, consistently coding and closely following the
methodological procedures. Working alone is useful to ensure accuracy and
consistenéy, as well as making the claims for both. | adeqUétely documented the
process, as explained through this chapter and demonstrated in the workings -
presented in the appendices. Through this, | show how the codes, themes, and
concepts were derived from the data. These workings illustrate the development of
empirically sound, reliable and valid findings. Through triangulation, my data sets

corroborate each other.

Finally, in the presentation of the research, | have aimed to'demonstrate how my
findings are grounded in the data. | have also aimed to show the relationship between
the data, interpretation and conclusions. There is a factual accuracy in my account of
the data collection and analysis process, and the data itself is truthfully presented.
Huberman and Miles (2002) refer to this as ‘descriptivé validity’. | have provided
evidence in the form of quotations and analytical workings. The processes are
tranSparent and well documented, the memos show the detail of my data records, as
well as my thought processes and reflections (Marshall and Rossman, 1999). This
ensures that the processes are ‘visible and verifiable’ (Bowen, 2009:307), the results
evident and the conclusions convincing as true. At the same time, this also maintains
rigour and achieves accountability (Holliday, 2002). Kirk and Miller (1986) argue that
for reliability to be assessed, the research must document the procedure. Seale
(I999:;<), in his discussion of quality and kmeihodological awareness’, advises
researchers to reveal their methodological workings. Through these weII-véIidated

procedures, | have ensured that my work is as reliable as-possible. | have accurately
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reported the interviewees’ responses and contextualised these, providihg sufficient
data extracts to allow the reader to evaluate the inferences drawn from them and the
interpretations made of them. Again, | have allowed the participants to check their
quotations in the final thesis. Through triangulation, the first data set was corroborated
by the evidence from the second, strengthening and grounding the findings. My‘ study is
empirically valid, that is, the theory is valid because it is based on an analytic process,
‘which was closely connected to evidence and consistent with empirical observation

- (Huberman and Miles, 2002). | have aimed to describe accurately every aspect of the
study. As Wolcott puts it: ‘description is the foundation upon which qualitative
research is built’ (1990:27).

Throughout the research process, | have critically assessed my integrity as both a
researcher and an author, and the strengths and weaknesses of my research design. |
have candidly discussed and presented the problems that arose during all stages of the
study. In this research, | have endeavoured to achieve a high quality of craftsmanship
(Kvale, 2007) in undertaking interviews, managing the research process and in the
rigorous analysis and communication of the findings. Rigour is described as the

demonstration of integrity and competence within a research study (Aroni et al, 1999).

It is against a wealth of secondary material that | have assessed the concepts of validity
and reliability in relation to my research. | am confident in stating that | believe that |
have achieved both, within both the limitations of my study and the concepts

themselves as applied to qualitative research. -

This chapter has defined, described and justiﬁed the chosen methodology for the
research. Whilst it has articulated the entire process of data collection and analysis, it
should also be read in parallel with the methodological workings in the appendices to
gain a comprehensive understanding of both the method and its application to the data
sets. The following chapter reveals the empirical findings from the document analysis,

which should again be referred to alongside Appendix Two.
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CHAPTER FOUR
Document Analysis

Introduction . ,

This chapter reports the findings from the analysis of three official documents
published by the Department for Culture, Media and Sport, Arts Council England and
the British Museum. The documents were subjected to a systematised examination
using thematic analysis. The structure of this chapter is based around the three
individual analyses, using quotations from the data and interpretative commentary to

illustrate and argue key points.

The methodology chapter outlined the sampling strétegy and this chapter takes each
text in turn, in the order in which they were analysed. On.completion of the third
analysis, the findings from all three analyses were compared and conclusions drawn
across the data set. The previous chapter provided a comprehensive account of the
- methodological process and a selection of analytical workings can be found in

Appendix Two.

Before reporting on the first analysis, it is essential to contextualise the documents
through a brief characterisation of the organisations which authored them. The
DCMS’s International Strategy was the starting point of the empirical work as this was a
key text that emerged when scoping out this research. The DCMS receives money
from the Treasury, which it allocates to both ACE and a selection of cultural
organisations directly. The International Policy of ACE was the next document to be
analysed. | wanted to ascertain if the findings from the DCMS analysis were a singular

case and what similarities or differences there were.

ACE was selected as, like the DCMS, it operates at a distance from cultural practice.
Neither is involved in the production of cultural activity but rather, they are
responsible for the policy and funding which underpins this activity. However, there
are also fundamental differences between these organisations. The DCMS is a
Government department with an extremely broad portfolio, encompassing everything

from sport and leisure, through entertainment and broadcasting, to alcohol and
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gambling, and includes the arts. In contrast, ACE is an independent, national -
development agency which operates at arm’s length from Government and often acts
as a bridge between Government and the cultural sector. Hence, this is another

reason for its selection.

The British Museum was the third document subjected to analysis. The organisation is
different again from the previous fwo as it deals with culture and artistic production
directly. The museum is the custodian of the globally significant collection which it
holds in London, and shows throughout the world via its touring exhibition

programme and through collaborative working.

Whilst | was interested in finding out what similarities or differences there were
between the documents, it is important to note that | did not set out to actively look
for comparable findings. However, distinct parallels emerged. In line with thematic
analysis and grounded theory, it was important to allow the analysis to be data-driven
and not allow the previous findings to influence me. Whilst the separate analyses were
not influenced by each other, the latter two analyses nevertheless acted as a kind of
‘check’ or verification of the DCMS analysis. The ACE and British Mu'seum'analyses
triangulated the findings from the DCMS analysis. The structure of this chapter reflects
this emphasis, offering a more detailed reporting of the DCMS énalysis, which is
presented first. This weighting also reflects the size of the documents, with the
DCMS’s strategy of 8,196 words being approximately twice the size of ACE document

" at 3,565 words, and four times the size of the British Museum’s text of 1,923 words.

The DCMS’s International Strategy

The DCMS’s International Strategy is based on the ten international political objectives
- of the Foreign and Commonwealth Office (henceforth FCO), covering a broad range
of issues including terrorism, wéapons proliferation, climate change, poverty and
corruption. The document acknowledges that these priorities ‘will change and will be
shaped by world events’ (2006:4) and following on, thé DCMS will respond to these
changes ‘as they occur and continue to make an important contribution to the wider

agenda’ (2006:4). Therefore, the strategy is responsive rather than proac_tivev in that it
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Cooperation

Throughout the document, references are m;ide to the need or desire for
cooperation, in order to fulfil a range of politicél objectives. This mission for
cooperation is on a national and international scale, and ‘building understanding’
through cultural and sporting exchange, is ‘as important in the United Kingdom as it is

abroad’ (2006:18).

In terms of national cooperation, there is a strategic drive to establish unity or

- cohesion within the nation. In her foreword, the former Secretary of State, Tessa
Jowell, asserts: ‘[the Olympic Gamés] presented an opportunity to galvanise the
country in support of a common goal’ (2006:2). Jowell’s foreword stresses the need to
; invigorate the nation, to spur it into a sense of unity and shared purpose. The essence
of her introduction is that there is great potential in ‘bringing [people] together’
(2006:2) to unite the world and that this ‘togetherness’ begins in the UK. Jowell

continues:

Culture and sport can help to break down barriers between peoples and provide a
space for shared understanding of difference ... use the power [of the Olympic
Games] to promote peace and reconciliation around the globe. At the last Games ...
‘more than 22 post-conflict states came together ... to debate the relevance of sport
to peace, conflict prevention and resolution, post-conflict reconstruction and national
dialogue. Building a shared understanding can be an aid to trade by building bonds
between individuals and enhancing Britain's prestige but it can also support post-
conflict resolution (2006:2)

Thisis a powerful declaration that intends to be a persuasive and authoritative
statement. It contains a range of bold claims. The key message here is that cooperatlon
is needed to communlcate with, understand and work in partnership with other
countries. The document artlculates how culture, media and sport can be harnessed to‘
these ends. They have a unique role to play in bringing people and nation-states

together for global reconcullatlon
‘We’ and ‘our’

The document is imbued with a sense of shared ownership — of our history, our

culture, our prestige, our future. There is a consistent use of the words ‘we’ and ‘our’.
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However, it is often ambiguous whether ‘we’ and ‘our’ refers to the DCMS, the British
people or the uniden;iﬁed ‘audience’. The following passage provides an example of

this, with ‘we’ and ‘our’ indicated.in bold. | quote at length to make the point clear:

A lot of the work of DCMS and the sectors we sponsor already has an international
dimension. Our broadcasters, theatres, musicians, artists, performers and filmmakers
enjoy the highest international reputations, as do our museums and galleries making
a major contribution to Britain's international prestige ... Our sectors make a
valuable contribution to the UK's public diplomacy efforts ... The DCMS Strategy
identifies five key international goals that capture the distinctive and diverse nature of
the activity carried out by our sectors ... However, they all demonstrate that we can
add unique value to the achievement of UK wide objectives ... We will need to work
closely with our sectors to review and revise these policy aims, and to develop ways of
working to leverage maximum impact in support of our international aspirations. This
will be a contmumg process (2006:4-5) :

The DCMS appears to be speaking for the nation as a single unified entity and often
refers to the organisations and individuals that constitute the cultural and sporting
sectors as ‘our’. This notion of possession both takes responsibility for them and the
ccredit for their work. Despite the DCMS funding some of this work, it is the
individuals within the sectors that undertake these endeavours and their skills, talents
and qualities that the DCMS is claiming to own. If these successes can be shown to
contribute to the fulfilment of Government objectives, it justifies the existence of the
department. For example, in relation to the DCMS’s five international goals -
‘excellence’, ‘opporttjnity’, ‘economy’, ‘diversity’ and ‘sustainability’, the document

states:

DCMS sectors are recognised as world-class leaders in their fields. We use this
expertise to create international partnerships ... We provide unique international
opportunities. Our cultural, sporting and creative offer helps to address global

- challenges ... Our sectors generate a significant contribution to the UK economy
through the development of international markets and audiences. We negotiate and
compete successfully at international level ... Our sectors support and showcase
cultural diversity in the UK and overseas. We build vital links between communities
here and overseas ... Our International activity supports sustainable development
(2006:5)

‘Our’ is also used to suggest that culture belongs to us all. 'Our' culture is a product of

‘us’ - by ‘us’ and for ‘us’. Again, this gives a sense of unity, solidarity and strength. In
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addition, the collocations are striking, with Jowell combining the word ‘our’ with a

combination of positive attributes:

... the twin characteristics of Britishness are our adaptiveness and openness. In a
globalised world our ability to innovate, our inquisitive nature and our ready

' acceptance of new ideas become more important not less. Nowhere is this more
clearly demonstrated than in our culture, sport and creative and leisure industries
(2006:3)

In this quote, it is ambiguous whether the ‘our’ refers to the DCMS or Britain. 4
Furthermore, Jowell describes the qualities that might be possessed by an individual,

 rather than a population of over 60 million people.

Perhaps the desire to bring about solidarity and the use of ‘we’ and ‘our’ transposes
some respohsibility onto the British people with regards to the political challenges. It is
as though the strategy is séying that just like our culture and our achievements, these
difficulties belong to all of us and we must all tackle the obstacles that they present. It

is our concern.

This fdea of ‘unity’ is again emphasised in the appendices with a long list-of ‘our
international partners’ (2006:24-26). This device is used to both demonstrate an
alignment with the cultural sector and to add authority to the document. This is also
the case for the more narrative segments, case studies entitled How we work. These
implicitly emphasise a sense of harmony and togetherness, and are discussed in detail
later in the chapter.

There are subtleties throughout the document in the selection of particular words. For
example, the word ‘partnership’ is used twelve times and preferred over the word
‘relationship’. Partnership gives a favourable gloss to a relationship which could be
described in more negative terms. In fact, the word ‘partnership’ frequently occurs
with other favourable words, phrases or sentences, further enhancing the positive

connotations of the word. These collocations are demonstrated in the quotes below:

... the China cultural partnership demonstrated what can be achieved when we are
bold and imaginative (2006:3) :
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... demonstrated to me how commercial and cultural partnership is found in the old
as well as the new. While there | had the chance to explore some of India's rich
heritage as well as gain a deeper understanding of our shared history
(2006:3)

DCMS sectors are recognised as world-class leaders in their fields. We use this
expertise to create international partnerships (2006:5)

Creative, tourism and leisure industries are major growth sectors in the global
economy. International trade and two-way investment in our sectors
_enhanceS the UK's prosperity and competitiveness. DCMS, in partnership with
UK Trade and Investment, the British Council and industry representatives are
working together to identify ways of improving economic performance in
overseas markets (2006:14)

Competition

There is a strong undertow of competitioh running throughout the strategy. At the
beginning of the document, it is alluded to somewhat casually, almost in a throwaway
fashion, as if a b_y-product of an overarching objective: ‘Building a shared understanding
can be an aid to trade by building bonds between individuals and enhancing Britain’s
prestige’ (2006:2). | |

As the document progresses, competition becomes more dominant as it is connected
to the wider political objectives of the FCO. Out of the FCO’s ten international goals,
two directly relate to economic issues, ensuring that the country is both economically
competitive: ‘Building an effective and globally competitive EU in a secure
ﬁeighbourhood’ (2006:4) and financially stable: ‘Supporting the UK economy and
business through an open and expanding global economy, science and innovation and
secure energy supplies’ (2006:4). ‘Economy’ is also one of the five strategic goals of the
. DCMS (2006:5), with the words ‘trade’, ‘economy’ and ‘economic’ featuring

recurrently.

Presented within the document is a table that aims to demonstrate how the priorities
of the DCMS support‘the UK’s international priorities, as established by the FCO.
There are some bold claims made in this section. For example, in relation to the FCO
goal of ‘reducing the harm to the UK from international crime, including drug

trafficking, people smuggling and money laundering’, the DCMS pledges to ‘Work
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closely with OGDs [other government departments] to ensure intellectual property is
understood, respected and properly protected in the global economy’ (2006:7).
Although tenuous, this is a clear éttempt to make the two sets of goals appear
harmonious. The tabular format adds to this intention, in a further effof; to show the
marriage between the DCMS'’s and FCO’s goals. This is an example of a visual element

being used for strategic purposes.

The main thrust of the argument in this section relates to the DCMS’s emphasis on the
importance of the sectors that it supports — culture, media and sport - to the UK
economy. The document asserts that the sectors are integral to the country’s position
in the global economy, and the nation’s prosperity is enhanced by, or at times, |
dependent on, the commercial viability of the sectors on an international level. More
specifically, this refers to the export of cultural, sporting and media-related people,

products and performances.

This argument, that the sectors supported by the DCMS play a vital role in building
and maintaining a strong international position economically, is often validated by the

use of statistics and bold assertions. An example of such a claim is as follows:

Our sectors generate a significant contribution to the UK economy through the
development of international markets and audiences. We negotiate and compete
successfully at international level (2006:5) '

In terms of the inclusion of statistics to strengthen its case, the document reads:

The UN estimates that creative industries account for 7% of global GDP and are
growing at 10% a year. The UK creative sector, with its diversity of talent, creative
depth and innovative ideas is already a global leader. These sectors are vital to the
UK's future prosperity. In 2004 the Creative Industries contributed 8% of the. UK's
Gross Value Added. In London employment in the Creative Industries accounts for one
in five jobs (2000). The UK's strength lies in our global reputation for creativity and
innovation together with our role as a leading cultural sector (2006:14)

‘Gross Value Added’, as featured in the quote above, measures the contribution of
individual sectors to the country’s overall economy. So the main thread of the DCMS’s

argument is that the sectors stimulate economic growth, that wealth can be generated
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through the export of culture, media and sport, and that economic advantage is

secured as a consequence of the calibre of the sectors and their high profile work.

In some ways, the sectors and their associated people, products and performances are
discussed in the same way as more commonplace products and services which can be
sold and transferred across borders. An example of this is the case study How we work:

UK Film Council and the Harry Potter films. The document states:

Since the year 2000, the UK has played host to five films in the Harry Potter series,
the latest being the fourth instalment: Harry Potter and the Goblet of Fire. Produced
for US studios Warner Bros by a UK producer based on British stories and filmed in
the UK with a British cast and crew; the production of these films has created
thousands of jobs for British workers across the UK ... UK Film Council's Inward
Investment Team have worked closely with Warner Bros to ensure that the UK
remains the location of choice for the production of these British stories in an
increasingly competitive market (2006:14)

So, in the interests of commercialism, this wholly British product has been sold to an
American company, yet the distinct ‘Britishness’ of the product will be retained, thus

exemplifying a ‘commodification’ (Gray, 2000) of the arts. Gray explains:

. [the arts] considered not as objects of use (for example, providing pleasure for
individuals or groups or provoking thought), but as commodities that can be judged by
the same economic criteria that can be applied to cars, clothes or any other consumer
good. Essentially issues of aesthetic or personal worth are replaced by those of the
material and impersonal marketplace (2000:6)

And so the document emphasises the role that the DCMS plays within international
trade. It argues that the appropriate environment needs to be nurtured in order to
maximise the potentiél of the sectors; that research needs to be undertaken to identify
opportunities; that organisations need help to realise their potential; that the unique
aspects of the sectors need to be protected and that strategies need to be developed
to fully exploit future commercial possibilities. The following example demonstrates

this:

DCMS aims to maintain and enhance the world position of our creative sectors. We
aim to achieve this by ensuring that the UK has the best possible conditions for our
creative sectors to flourish. We will also support these sectors to exploit the
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opportunities presented by new technology and new global markets ... DCMS, in

partnership with UK Trade and Investment, the British Council and industry

representatives are working together to identify ways of improving economic

performance in overseas markets. This fits within our developing programmes for the
- creative, visitor and sporting economies (2006:14)

Finally, the document does not discuss the‘potential friction between competition and
cooperation, instead l‘epresenting the two opposing concepts as complementary
aspects of global order. However, the contradiction is clear, as competition creates
‘winners’ and ‘losers’. In this document, nation-states are seen as compliant agents,
viewed more like people than entire countries, with no discussion of the interplay
between them. The idea of cooperation with regards to world trade involves the
concept of an interdependent community of nations that, in theory, are com’patible and
in harmony with one another. The strategy mentions ‘exchange’ only three times
throughout the whole document. This could be due to its incompatibility with the
notion of competition. The emphasis here is on the commercialisation of cultural
products to generate income and boost the nation’s wealth, thus appearing to be at

odds with the objective of international cultural relations, as observed by Mitchell:

the result [of applying notions of competition to cultural relations] would be a
competition for cultural markets, a contest between national images, a recrudescence

* of nineteenth-century cultural nationalism, which would not conduce to understanding
and co-operation (1986:80)

Contribution

The concepts of ‘competition’ and ‘cooperation’ are underpinned by the idea of
‘contribution’. More specifically, this relates to the contribution that the DCMS mal<es
to the work of the Government. By using a variety of approaches to state its

~contribution, the DCMS can be seen to be providing a justification of its funding.

One approach employed within the document is to demonstrate that the department
is already funding high calibre international work, hence making a current contribution
to the economy, globalordér and other aspects of the wider political agenda. There
are many instances in which the DCMS describes the contribution that it is currently

making on an international level, albeit through the work of its sectors. In essence, this
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is a way of the DCMS justifying its existence and attempting to secure its subsidy for

future years, and several strategies are employed in this effort.

The first approach is to simply show that the department is already funding
international work. A key element of this is the How we wovrk' case studies, which
provide ‘short examples demonstrating some of the best of our international activity’
(2006:8). Again, the use of ‘we’ here is noteworthy. However, their role is not merely
to impart information. Rather, their inclusion is to strategically demonstrate that the V
DCMS is already funding a rahge of organisations and individuals to undertake a wide
variety of international work, and not only that, but the standard of these projects is
exceptionally high. This notion of engagement is exemplified by the persistent use of
words such as ‘ongoing’, ‘existing’, ‘buiklding upon’, ‘already’ and ‘current’/‘currently’.
Whilst the approach is subtler, the key message remains the same, which is that the

DCMS is stating ‘we are already doing this’. For example:

DCMS now looks to co-ordinate humanitarian assistance in the UK for British victims
of major disasters, building on the work the Department carried out to support those
affected by 9/11 (2006:5) '

The US has been identified as number one priority for the music sector, and we are
currently working with the music industry to develop a strategy to help UK music
companies exploit opportunities in the US (2006:14)

The key point here is that by demonstrating that the DCMS is currently funding
international work, it is showing that it already contributes to wider political

objectives.

Following on, the document proposes the idea of a ‘unique offering’, whereby the
DCMS is the only debartment that can achieve these specific results due to the nature
of the sectc:rs. Thus, by saying ‘we are the only ones that can achieve this’, the
départment also attempts to make itself indispensable. The word ‘unique’ occurs seven

times and synonyms such as ‘innovative’ appear twelve times. For example:
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The examples selected are intended to be illustrative rather than exhaustive, and vary
considerably in terms of scale and scope. However, they all demonstrate that we can
add unique value to the achievement of UK wide objectives (2006:5)

The purpose of this strategy is to set out the unique role that culture, media, sport,
and the creative, visitor and leisure industries can play in support of the UK's
international priorities (2006:5)

DCMS and its sectors can play a unique role in supporting the UK's response to
shared global challenges, including security, justice and prosperity (2006:10)

This notion of indispensability is explicitly stated at one point:

Our long tradition of cultural exchange ... leaves us uniquely placed to capitalise on
the new melding of cultural traditions that is the result of population transfer and
globadlisation (2006:18)

Linked to this idea of ‘uniqueness’, is the heavy usage of the word ‘new’ and its

synonyms, for example:

... bold and innovative new dance work (2006:3)

The UK creative sector, with its diversity of talent, creative depth and innovative ideas
is already a global leader (2006:14) ‘

They will incorporate the latest historical research (2006:19)

... innovative design techniques can help to reduce the environmental footprint of new
buildings (2006:20) ‘

For the first time, Europe's globally important natural history collections and resources
will be available in a coordinated way to scientists across Europe. SYNTHESYS will
provide an opportunity for exchanging information and stimulating research (2006:22)

By using words and phrases such as ‘innovative’ and ‘for the first time’, the rhetoric is
declaring that this work, funded by the DCMS and undertaken by the sectors that it
supports, is groundbreaking, pioneering, unprecedented and at the forefront of
practice. So not only do these statements reveal that international work is already

- being undertaken, they also comment on the quality and importance of this work.
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could be argued that this data is out of date and invalid. Therefore, this diagram lacks

credibility. Other visual elements within the document can be similarly critiqued.'

Another method used to show the contribution made by the DCMS is to utilise third

party endorsements. For example:

The programme is funded by an extraordinary £500,000 grant from DCMS
announced by the Prime Minister (2006:12)

The Commission for Africa report, launched at the British Museum in March 2005,
made it clear that culture must be taken into account in development work in Africa
(2006:12)

Therefore, the key message - that the DCMS is undertaking valuable work and its role
is essential - thus appears stronger from an external source. This, in turn, adds weight

to the key message.

Previous examples have been used to show various devices that aim to convince and
persuade. However, there are numerous points within the document where the key
messages are communicated in a direct and straightforward manner. For example, the
following quotations show a clear acknowledgment of Government’s overall objectives

and the DCMS’s position in the hierarchy:

We [DCMS] are aware that these priorities [of the FCO] will change and will be
shaped by world events. The Department for Culture, Media and Sport, together with
its sectors (culture, media, sport and the creative, tourism and leisure industries) will
respond to these changes as they occur and continue to make an important
contribution to the wider agenda (2006:4)

It [the document] also provides examples of how our goals and activities can
contribute to the achievement of the Government's international priorities. The
examples ... demonstrate that we can add unique value to the achievement of UK
wide objectives ... the Strategy identifies a range of specific policy aims for how
DCMS will pursue its international goals in the short term, and the countries and
regions on which we will focus. We will need to work closely with our sectors to review

' Whilst semiotic analysis was not the chosen method for this research, it is important to note that the
function of the visual elements within the document is strategic in that they support the messages
implicit in the textual content.
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and revise these-policy aims, and to develop ways of working to leverage maximum
impact in support of our international aspirations (2006:5)

Essentially, these are statements endorsing instrumentalism. Moreover, they

demonstrate a compliance with those higher up the chain of command.

Britain is Best

Throughout the document, there are a plethora of references to the culture, media
and sporting sectors funded by the DCMS as being ‘the best’. A two-pronged argument
can be observed whereby British culture, media and sport are proposed as the best in
the world, as well as béing recognised as key elements of the nation’s prosperity. The
following quotation about the award of the Olympics is one example of these

authoritative statements:

The decision was not just recognition of London's position as a pre-eminent world city
but also an acclamation of the United Kingdom's deep tradition of excellence and
openness in our sports and culture (2006:2)

A similar commanding tone is employed as the strategy focuses more specifically on

these sectors. Numerous examples include the following:

From arts and culture to the creative industries, and from sporting excellence to
creating a healthier nation the Olympic Games and Paralympic Games is one example
of the UK's sustained international excellence ... Our museums and galleries, theatres
and opera houses because of their world-class reputation bring the best the world has
to offer to British audiences. The UK is home to some of the world's most spectacular
built and natural heritage ... Our creative industries are growing at twice the rate of
the economy as a whole. Our sportsmen and women compete successfully on the
world stage ... The excellence of our culture, sport and creative industries at home

- means that UK skills are in demand around the world. From ipods to the fashion
industry British designers lead the world (2006:2)

Our broadcasters, theatres, musicians, artists, performers and filmmakers enjoy the
highest international reputations, as do our museums and galleries making a major
contribution to Britain's international prestige. The UK is a major international tourist -
destination, and home to 27 UNESCO designated World Heritage Sites ... our
sportsmen and women compete successfully in international competitions around the
globe. Our creative and leisure industries compete vigorously and successfully in the
global marketplace (2006:4)
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DCMS sectors are recognised as world-class leaders in their fields. We use this
expertise to create international partnerships (2006:5)

The UK creative sector ... is already a global leader (2006:14)

These confident statements appear unquestionable, providing no room for doubt

about the calibre of the sectors and their ability to contribute to the cooperation and
prosperity of the nation. In terms of cooperation, thé subtext here is véry much a case
of ‘others’ wanting to be part of the British ‘scene’. In relation to competition, the |
suggestion is that being ‘the best’ puts the country in a position of strength, and in

turn, others want to be part of this, thus contributing to economic growth.

The word ‘best’ is used twelve times within the strategy and ‘excellent’/’excellence’
features fourteen times. There are also a number of favourable collocations such as
‘Britain’s international prestige’ (2006:4), ‘Britain’s prestige abroad’ (2006:8) and
‘British talent’ (2006:3). The ‘UK’ was also found to feature in the same sentence as
‘excellence’ seven times. The word ‘best’ occurred-in the same sentence as ‘UK’ or
‘Britain’ nine times. The message here is that the DCMS’s sectors are spearheading the
nation’s excellence and this is recognised by the rest of the world. In other words, the
document is implicitly arguing that the DCMS requires funding for its sectors to
continue their vital work. Within this, the department is demonstrating its need for
funding to allow it to continue undeméking the work that it is already successfully
doing. In addition, it could be argued that if the Government wants to retain this
position of world excellence, it needs to continue to invest in the sectors and

moreover, in the department that facilitates this work.

Art§ Council England’s International Policy

The analysis of ACFE’s International Policy revealed a number of overarching themes -
‘lack of confidence’, ‘partnerships’, ‘instrumentalism’, ‘artist-centred’ and ‘existing
policies’. These are shown in the final thematic map in figure 3. The methodological
workings can be found in Appendix Two, showing the analytic process up to this point.
The themes féatured in the map, derived from the document, are now explained and

discussed in detail.
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Figure 3 — Final Thematic Map of ACEFE’s International Policy |

Lack of Confidence 4
There is an overall tone within the document that suggests a lack of confidence. For

example, in his foreword, the former Chairman, Christopher Frayling states:

We recognise that we will need to approach other countries and cultures from a
position of humility - we have so much to learn and, we hope, just as much to share
... I'm aware that we are publishing our international policy at a time when a number
of people are calling for a cultural foreign policy and other bodies are defining their
own international priorities international priorities. On behalf of the Foreign and
Commonwealth Office and the Treasury, Lord Carter of Coles is leading a review of
public diplomacy work — the UK's efforts to promote a positive image overseas. He is
due to report later in the summer and this will be followed by the Department for
Culture, Media and Sport's own international strategy later in the year. We will revisit
our own policy in light of this work. Both these departments are important partners in

realising our own ambitions (2005:2-3)

. This is a timid start to the policy. The quote discusses the need for the development of
a foreign cultural policy and mentions requests from a ‘number of people’. This raises
the question of whether ACE was involved in these discussions. It may suggest that

ACE is responding to criticism and that the policy is an attempt to gain control.
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Frayling’s foreword reveals the reactive nature of the document. He states that the
policy will be revisited in light of the public diplomacy review and the DCMS’s strategy,
both of which will be made public later the same year. This raises the question of why

~ ACE did not delay publiéation of this document; again, it is suggestive of an attempt to

assert control.

Following on, this is also an act of demonstrating compliance and acknowledging the
position of ACE in the hierarchy. At the same time though, by referring to the FCO
and DCMS as ‘partners’, there is a clear attempt to pitch itself at the same level. This
idea of partnerships is explored next as a key theme. Instrumentalism is also subtly

referred to here, which is also discussed later:

Like the DCMS, ACE strategically uses the word ‘we’ throughout its strategy.
However, it is used to refer to the audience directly and unambiguously, which, in this
case appears to be the Government as well as the cultural sector. The different usages
of ‘we’ are interesting. The use of ‘we hope’ seems to imply tentativeness, positioning
ACE as a ‘learning organisation’, in marked contrast to the assertions of the DCMS,

which sought to demonstrate the significant contribution that the department makes.

There is a further application of the word ‘we’ in ACE’s International Policy. The phrase
‘wé will’-appears 53 times throughout the document. WWhilst this is a purposeful

- statement of resolution, it has a more determined tone and is different from ‘we plan
to’, for example. It is aspirational and reveals that ACE does not do these things
presently. However, at the same time, it is a kind of pledge to commit to future

activity. There are a number of other similar pledges, such as:

Between 2003 and 2006 we are investing £2 billion of public finds [sic] in the arts
... This is the bedrock of support for the arts in England (2005:cover page)

The choice of the word ‘bedrock’ is of further interest, with its connotation of solidity

and strength.
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In a similar vein to the DCMS’s strategy, the document uses ‘we’ to appear

authoritative and express solidarity and cooperation with its audience, for example:

As we all know, the arts play a very important role internationally, across borders.
They are powerful contributors to culture, and they contribute to the success of the
economy and the creative industries (2005:2)

The use of the phrase ‘as we all know’ addresses the reader directly and is based on
assumed knowledge (McKee, 2003). By structuring the sentence in this vs;ay, there is an
assumption that the reader agrees with this view. If the audience does not agree, it
‘nevertheless acts to unite both author and reader. Regardless of the opinion of the
audience, this statement is strong and unquestioning. As a bold dedaration, it stands

out in the somewhat tentative introduction.

Partnerships

A significant proportion of the document refers to partnerships, with the words
‘partner’ and ‘partnerships’ appeéring'27 times. Section two of the report is entitled
Carrying out our international policy and of the 447 words contained in this section, 241
refer specifically to partnerships. As such, partnership building is a key theme.
However, little actual information is actually provided about what partnerships will be
formed, and with which organisations and individuals. Despite this, partnership working
has entirely wholesome connotations, suggesting collaboration, connections and

" networking, which in turn are redolent of strength and cooperation.

A similar lack of operational detail was 6bserved in the DCMS’s document. However,
in the case of this policy, there may a logical explanation. This document was published
in June 2005, 16 months prior to the publication of the DCMS’s International Strategy.
Since it preceded the DCMS's strategy, it was written in a vacuum and it would
probably not have been possible to provide further details about practical
implementation such as the budget, funding allocations, criteria for support,
geographical and thematic priorities and so on. Whether the DCMS’s document was
informed by ACFE'’s policy is not known. However, as was noted earlier, it is difficult
not to read this early publication as a strategic move. The result of this vacuum is that

the policy cannot act as a working document: At one point, the text reads:
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our international policy ... builds on the best of past practice and provides a national
framework within which our regional offices have the flexibility to respond to regional
strategies and opportunities (2005:5)

There are a number of points here. Firstly, there is an emphasis on the regions.and
their strategies, which suggests a confidence in working practices and alludes to the
idea of a systemised and strategic organisation. Secondly, there is an openness and
trust here, that ACE is comfortable with allowing its devolved regions to make their
own decisions, based on their local priorities. Whilst this lack of prescription is
noteworthy, it also raises questions about what guidénce is available for the regions
and furthermore, how the regions can ensure that their work is tied to wider political
priorities. So whilst this is encouraging in one sense, it is impossible to envisage how
| the policy will be implemented on a practical level. This issue is further explored later
~in the chapter. Finally, in the quote, there is a mention of ‘the best of past practice’.
This is a method of demonstrating that there is some history to international practice
and ACE is already supporting this kind of work. Whilst similar to the DCMS’s strategy
in this way, it is less bold. This subtlety can be observed at a number of points
throughout the policy. For example, the front cover features a painting by artist Paula
Kane. The inside cover then explains that Kane spent six months in Belgium as part of
an ACE fellowship programme, working with the local municipality and the art school.
Like the DCMS, this is a method of demonstrating that ACE is already working

internationally.

The document appears to have a dual audience, with distinct messages for both the
cultural sector and the DCMS/Government. The theme ‘partnrership’ can be seen to
demonstrate this dual purpose. The document aims to show a commitment to
Government through being compliant, capable and willing to contribute to wider
political objectives. Simultaneously, it also pledges to support the cultural sector
through its continuous funding of projects. In places, the document could be
interpreted as addressing both audiences at the same time but with separate messages,

for example:

We recognise that international working can be expensive and that we will only be:
able to support relatively few large-scale international projects each year (2005:7)
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Here, ACE clearly states that there are limited resources available for international
work. It may also be anticipating a potential friction between the domestic arts scene
and the international environment. | was alerted to this idea when conducting the
literature review for this study. | came across an article by Wajid on cultural
diplomacy, where this conflict was referred to. The author vqu'otes Jack Lohman,
director of the Museum of London, who explains that regional obligations must not be
negleCted over international work: ‘I can’t send stuff out that hasn’t been seen here

yet’ (Wajid, 2007:11).

The policy could be highlighting this potential issue. Again, there is‘no other
information about funding, criteria, grants, priorities, which makes it impossible for the
policy for provide any definitive detail. This would make writing a policy document
particularly difficult, again, raising the question of why ACE did not delay its
publication. At the same time, all ACE can do is have an openness and lack of
prescription in its approach to internationalism, instead allowing the cultural sector to

interpret ACE’s agenda as it sees fit.

There are a number of clichés in the document. The phrase ‘state of mind’ appears
three times and ‘at the heart of seven times, which seems excessive for a document of
nineteen pages. This could be seen perhaps as a strategy to assert key beliefs and to
reassure the cultural sector of its ongoing commitment. However, these clichés are
noticeable because they appear out of place, especially within the context of an official

document. Furthermore, they have no precise meaning, for example:

Putting 'international’ at the heart of what we do (2005:2)
We believe that international is a state of mind (2005:3)
Place cultural diversity at the heart of our work (2005:5)
The way in which ACE pledges to forge partnerships demonstrates its compliance with

central Government. Whilst it lacks detail, it repeatedly refers to partnerships with the

DCMS, British Council and the FCO. The policy aims to ‘complement the strategies of
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other key partners and agencies’ (2005:5), again providing a nod towards

instrumentalism, with ACE seeking to connect with wider political objectives. -

Instrumentalism
Instrumentalism is implied at several points throughout the document, a number of
which have already been mentioned. The first instance is in the boilerplate which

features on the inside cover:

We believe that the arts have the power to transform lives and communities, and to
create opportunities for people throughout the country (2005:cover page)

~ This sets the tone for the document. Next in the sequence is Frayling’s foreword,
which is ingrained with notions of instrumentalism. In the earlier quote, Frayling is
unequivocal about ACE revisiting its policy in light of other developments in this area.
This is a clear intention to demonstrate compliance and commitment to the
Government. It is addressing the DCMS here, recognising its place in the hierarchy,

rather than communicating with the cultural sector.

Frayling states that the arts contribute to the success of the economy and the creative
industries. Similarly to the DCMS’s document, there is an attempt to recognise the

role of ACE, an example being:

We will develop strategic international partnerships that have depth and sustainability.
We will use them not only to support artists but to focus on and promote the role of
the arts in the regeneration of cities and city regions (2005:5)

This suggests that ACE can satisfy both its audiences, With the funding of artists and
arts organisations leading to broader instrumental objectives. The two-way argument,
as discussed in Chapter Two, can also be observed here. This adds to the senSe ofa
dual audience for the document. The policy again makes clear its instrumental
aspirations in its relationship with the cultural sector when it comes to financial

support. It reads:

Our international policy will be grounded in an understanding of the international work
of other bodies [DCMS, FCO and British Council] ... We will ensure that where
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we fund international agencies we do so with a shared understanding of the role they
play in achieving our international policy (2005:6)

This demonstrates unmistakably instrumental intent. ACE emphasises the importance |
of ensuriﬁg that those funded by it align themselves with its goals. Crucially, ACE
clearly affiliates itself with the wider political goals of Government. The choice of
words is noteworthy, with ‘grounded’ suggesting strength and clarity. ‘Our

international policy’ is also repeated, making it appear solid and definitive.

The non-prescriptive nature of the policy is imbued throughout ahd has been touched
- upon previously. Statements such as ‘we will be open to including newer producers
“and promoters who wish to embark on international programming’ (2005:10),
exemplify the open, rather optional, nature of the policy. Another quote

demonstrating this point is:

While not every artist or every arts organisation will choose to respond to an
international agenda our international policy is intended to embrace work on all scales
and in all parts of the country (2005:5)

This shows the non-prescriptive character of the document, instead allowing for
interpretation at an artistic level. Whilst it has been demonstrated that ACE is seeking
greater instrumentalism, there remains a non-prescriptive or non-directive stance.
Whether this openness will carry through to its practical application is unclear.
However, the published literature on instrumentalism asserted its incompatibility with

notions of openness and a lack of prescription.

Artist-centred and Existing Policies
The purpose of ACE is to support the arts in England. This raises the question, then, of
why ACE published an international policy. Besides this, the document appears to

repeatedly assert the core purpose of the organisation. Page eight states:

Our international policy is artist-centred (2005:8)

These five words form a single paragraph as a definitive statement. This notion of being

‘artist-centred’ repeatedly comes across, for example:



Artists have long been pioneers, exploring the boundaries between cultures, erasing
the boundaries between artforms, developing practice and finding new means of
expression ... One of the roles of the artist is to enable us to experience other
cultures and other ways of seeing the world. Through art can come the personal

experience and exchange that leads to deeper understanding and cooperation
(2005:4)

This notion of the artist as teacher and éxplorer echoes the words of John Maynard
Keynes, who was fundamental to the inception and development of ACE (formerly

(Arts Council of Great Britain). He famously said:

The work of the artist in all its aspects is, of its nature, individual and free,
undisciplined, unregimented, uncontrolled. The artist walks where the breath of the

~ spirit blows him. He cannot be told his direction; he does not know it himself. But he
leads the rest of us into fresh pastures and teaches us to love and to enjoy what we
often begin by rejecting, enlarging our sensibility and purifying our instincts (1946:21)

Statements such as this show a great respect for and understanding of artists and their

work. The policy repeatedly makes a similar point, for example, on page eight, it says:

we will also support the research and development process ('go see' and 'go think’)
which is often invisible and undervalued (2005:8)

This reads as reassurance for artists and an understanding of what is important to

them in undertaking their work. At the same time, there is a sense that although this is
" ACE’s International Policy, nothing will actually change in practice. This is due to an

emphasis on existing ACE policies, which appear to have been given an international

slant or had an international dimension tagged onto them, for example:

We will enable artists and arts organisations to use an element of our funding for
work outside England. (2005:2)

We currently have a number of mechanisms for supporting international working.

These include:

* our Grants for the arts programme, which supports organisations,
~individuals and incoming touring

* our revenue funding to organisations, many of whom work

Internationally
* a. memorandum of understanding with the British Council
* our cross-border touring agreement with other UK arts councils
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* our strategic funds through which we support both one-off initiatives
and longer-term programmes such as '
— our international fellowships programme for individual artists :
~  partnerships with agencies such as the British Council with whom we have
developed projects such as Artist Links, a two-way artists' exchange
programme open to artists in England and China
~ ‘ ' (2005:7)

This suggests that ACE is not actually going to do anything differently. The subtext
here is that ACE is already working internationally and its existing policies can be
expanded to support international practice. It also makes reference to specific

previous strategies to reiterate this point:

In Ambitions for the Arts 2003—-2006 we said we would take a contemporary,
international approach to the arts. We said we would promote our artists
internationally, encourage international exchange and co-production, and do all we
can to ensure that artists and audiences in this country benefit from the best of the
arts from outside the UK (2005:6-7)

Furthermore, the document suggests a holistic and integrated approach to
international work. At several points, ACE proposes that internationalism is inherent

in everything it does, for example:

Its aim is not to set the international apart from the rest of our work, rather to include
the international in everything we do (2005:4)

The domestic and international should not be seen as separate (2005:5)

If this was truly the case, then, it does not explain the need to publish the policy. In
addition, at the time of this publication, ‘internationalism’ featured as a key priority of
ACE (as well as the DCMS), raising the question of the requirement for a formalised
written policy. As nothing will actually change as a result of the policy, apart from a
broader remit for ACE, this suggests that its publication is political. It appears to be the
act of producing the document that is significant, rather than the content. Its purpose
seems to be to reassure the cultural sector that funding will continue in the same way
and to demonstrate to the DCMS that it is already supporting such work, thus
complying with the Government’s international objectives. It communicates that the

arts have a significant role to play and can contribute to political goals. Through the
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inclusion of existing policies, ACE is showing itself to be competent and strategic. It
also demonstrates a long-term approach which builds upon previous policies. For the
cultural sector, ACE can be seen to be remaining true to its original artistic vision,
continuing to support the sector and presenting new opportunities which expand the

parameters of existing policy and encompass a new international dimension.

The British Museum’s International Strategy

A numbér of themes were identified in the document — ‘public relations’, ‘advocacy’,
‘cultural relations’, cultural diversity’, ‘commercialism’ and ‘cultural diplomaéy’. The
diagram below in figure 4 shows the final thematic map from this analysis and the
methodological workings in Appendix Two demonstrate how | got to this point. The
themes featured in the map, derived from the document, are now explained and

discussed in detail.

- INCREASE IN NUMBER/PROFILE OF PROJECTS
PROFILE ENHANCEMENT COMMERGIALISM AND FINANCIAL SECURITY
L
ADVOCACY
v
AIDS POSITION
PUBLIC AS WORLD
RELATIONS LEADER
A
ADVOCACY »| cuLtuRAL
RELATIONS
CULTURAL DIVERSITY INCREASE IN MUTUAL UNDERSTANDING,
ORIGINS AND ONGOING INTENTIONS RECIPROCAL RELATIONSHIPS AND EXCHANGE
CULTURAL
DIPLOMACY

Figure 4 — Final Thematic Map of the British Museum’s International Strategy

Public Relations and AdVocacy
The document opens by discussing the Museum’s vision and purpose, emphasising that -
it has always had an ‘international vision’ (2006:1). It quotes Sir Hans Sloane, whose
collection of antiquities, coins and other objects became the early collection of the

‘Museum. Sloane’s purpose was that his collection should be for the ‘improvement,
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knowledge, and information of all persons’ (2006:1). The intentions of the Museum’s

first director, Gowin Knight, are also revealed in this opening paragraph:

The principal intention in founding the British Museum is for the use of learned and
studious men, as well natives as foreign (2006:1)

The document continues by stating that the Museum’s trustees, who are ‘an
increasingly diverse body’ (2006:1), wish to work ‘in this spirit’ (2006:1) and deliver on
these intentions, referring to them as ‘international stewards’ (2006:!). This provides a
sense of responsibility, with the trustees seen as custodians of the collection, aspiring
to-build upon the strong foundations of the organisation and deliver on its original

objectives. For example:

In this spirit, the Museum'’s trustees ... are now seeking new ways to make a reality
of their international stewardship of the collection (2006:1)

Focussing on worldwide public benefit: stewardship and trustees (2006:1)

The word ‘stewardship’ conveys that the Museum has a duty in protecting the artefacts
of global significance and in ensuring that the public have improved and enhanced

access to these works.

~ The final paragraph in this section centres on the Museum'’s ethos. It states that the
variety of cultural traditions represented in the collection provide opportunities for
partnership working, with the objective of sharing its knowledge internationally and

learning ‘from its pértners in the process’ (2006:1).

The points covered in this opening section are key to understanding the document. By
beginning with the original mission, it sends out a clear message that the Mu.seum
remains true to its founding purpose, or wishes to be seen as true to its original
mission. The subtext here is that the culture and philosophy of the organisation has
not changed, that its outlook has always been international and that the ;fvork of the
Museum is more relevant today than it has ever been. It also strongly communicates its

viewpoint on cultural diversity — again that this is inherent within the organisation,
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from its origins to its present manifestation and through to its future aspirations to
‘learn from its partners’. However, instead of this being the MuSeum remaining true to
its historical mission, rather it appears more like a strategic reinterpretation of the
original values. For example, the térm ‘stewardship’ originally had a very different
meaning. Stewardship was historically important because the Museum had a
responsibility to protect the artefacts from being ravaged in their original locations,
such as the infamous Parthenon friezes. Therefore, instead of actively being true to its
roots, it could be argued that the Museum has reinterpreted its original mission in
order to bring it more closely in line with the Government’s desife for international

work.

Public relations is essentially about managing the reputation of organisations, raising
awareness of them, communicating their key messages, enhancing their profiles and
affirming their position in the marketplace. Public understanding is generated through
activity such as ad_vocacy, to inﬂdence people and ultimately affect their opinions and
actions. Advocacy is both directly referred to and alluded to in the document, for

example:

The Museum needs to consider the need for advocacy on an international stage more
~ broadly, so that people know that the British Museum exists, understand what it is,
and appreciate what it seeks to represent (2006:2)

Need to include and stimulate international and UK voices contributihg to discussion -
both about the BM [British Museum] itself and the ideas which it seeks to promote
about inter-cultural understanding (2006:6)

Advocacy aims to ‘inﬂuence the opinions and actions of people, and so the Museum’s
“audiences are essential in realising its international objectives. Therefore, the public
features prominently in the strategy. The document makes several references to
audience-led approaches, for example, ‘extending engagement’ (2006:1), increasing
‘public support at home and abroad for the Museum’s international position and
activities' (2006:2), ‘gaining and sharing knowledge for worldwide public benefit’
(2006:5), coherent ‘community based approaches’ (2006:6), ‘focussing on worldwide
pu'blic benefit’ (2006:7) and ‘nurturing public debate about shared cultural inheritances’

(2006:7). It is also interesting to note the positive and optimistic collocations of the
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word ‘public’ with ‘benefit’, ‘understanding’, ‘nurturing’ and ‘interest’, all leading to
favourable associations being formed by the reader. These aim to unite the audience

and the organisation.

Cultural Diversity and Cultural Relations

The document is unequivocal in its intentions regarding cultural diversity. First
mentioned in the opening section, cultural diversity is an intrinsic element of the
Museum’s ethos and is reflected in everything from its historical collection to the
recruitment of its board members. The Museum’s key messages centre on diversity
and cultural relations, underpinned by partnerships, learning and understanding. There

are many examples of cultural diversity, such as:

In many parts of the world whose cultural traditions are well represented in the
collection and where the Museum has had a long engagement, there are opportunities
to contribute to the enhancement of cultural sectors by working in partnership
(2006:1) '

A significant proportion of the document relates to cultural relations. The first
mention of this appears on the first page, within the section about the Museum’s vision

and purpose:

It is an important aspect of the Museum's ethos to share its knowledge internationally
and to learn from its partners in the process (2006:1)

The words ‘share’ and ‘learn’ in this quote confirm the definition of cultural relations
as focusing on mutual exchange and understanding. This follows more detail on the

Museum's need for an international strategy:

There is a need to prioritise certain global territories where there are opportunities to
create new relationships for the benefit of the Museum, its partners, and their
worldwide publics. Working in international partnerships serves to further inter-cultural
understanding, and improves cultural relationships between institutions and their
publics (2006:1)
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This statement is about cultural relations, based on cultural diversity. It centres on
fostering cultural understanding within the institution’s publics and generating mutual

understanding. Ultimately though, it is about positioning the Museum.

One section within the strategy entitled The Approach contains information on practical

action. The information provided is purely based on cultural relations:

The Museum seeks to build relationships on a basis of reciprocity through the mutual
sharing of collections and skills with partners in our priority areas. We will, wherever
possible, establish programmes of professional exchanges and international loans, for
public andlor commercial purposes as appropriate, with our international partners
(2006:2) o ' '

This leads on to three principal outcomes which form the objectives of the strategy.
Whilst these objectives are all, again, ultimately about positioning the Museum, the first
~ specifically relates to cultural relations and addresses the need for ‘gaining and sharing

knowledge for worldwide public benefit’ ’(2006:2).

The document is interspersed with the buzzwords of cultural relations - ‘share’,
‘exchange’, ‘learn’, ‘mutual’ and ‘reciprocal’. These key terms are integrated into the
work and approach of the Museum. Many points within the strategy indicate the
Museum’s aspirations towards cultural relations. The document makes reference to
‘opportunities for knowledge ... in both directions’ (2006:3); ‘[the] need to evaluate
exchanges individually and as a whole against the criteria of mutuality (i.e. that both BM
- [British Museum] and par‘thers gain from the experience)’ (2006:4) and ‘ensure the
resulting projects [sic] truly collaborative and promotes the international strategy’s
vision of international cooperation and many voices contributing to academic debate’
(2006:5). The Museum aspires to cultural relations based on reciprocity and exchange,
rather than on one-way benefit. However, at the same time, this is not a selﬂéss act, as
the strategy is geared towards aiding the Museum to establish and maintain its position

as a world leader.
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Commercialism

At the beginning of the strategy, ‘commercialism’ is communicated as a priority, but
one that the Museum seems tentative about. However, at around the midpoint the
document, becomes dominated by commercial intent. The final section of the text is
devoted to income generation, through various strategies including fundraising, touring

exhibitions and the maximisation of commercial activities.

Page two of the document discusses the Museum’s need to ‘look internationally to

support its business strategy’ (2006:2). It goes on:

[there are] clear opportunities for fundraising and commercial ventures outside

Britain which the Museum needs to secure in order to support its core operating

model, to build for the future, and to support its vision of increased international
- outreach (2006:2) :

So the Museum has identified a number >of commercial opportunities that exist outside
of the UK. Income generation and commercial activities are essential for the Museum
to establish and maintain its position as a world leader. A key objective within the
strategy focuses on generating more income through ‘international fundraising’,
‘commercial activities abroad’ and the ‘UK government and relevant international

agencies’ (2006:2).

Priority geographical areas are also defined: Africa, the Middle East and China. East
Asia and North America are noted as areas for poténtial commercial development.
These coincide with the geographical focuses of the FCO. These priority areas for the
Museum relate to ‘opportunities for knowledge and capacity gains in both directions’
and the need to shape ‘worldwide public understanding of the cultural history énd
traditions of a particular area’ (2006:3). Therefore, we can observe that this is about

positioning, through commercialism and cultural relations.

Later in the document, we begin to get a sense of how these objectives will be
addressed on a practical level. For example, a ‘summer school’ (2006:4) initiative is
discussed in terms of generating income. The need to source ‘external funding for

future excha_nge programmes’ (2006:4) is also broached. The necessity to involve
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relevant funding councils is emphasised and the vital need for a fundraising campaign to
support the strategy is discussed. Pages seven to nine are dominated by a discussion
‘about generating funds. More detail is provided here, for example, opportunities are
identified for sponsorship fundraising and touring commercial exhibitions in East Asia.
This is linked to ‘high-spending inward tourism to [the] UK’ (2006:7). North America
is believed to be fruitful for fundraising through merchandising and sponsorship.
Touring exhibitions are discussed as a way to ‘make money and raise profile
internationally, to create goodwill, and to stimulate future British Museum visits from
“high spending regions’ (2006:8). The commercial intentions of the strategy become
increasingly explicit as the document continues. Practical strategies for accessing public
sector funding opportunities are also ou'tlined, including improving the Museum'’s |
network across Government via individual contacts and involvement with the think-
tank Demos. Other action points within the strategy include the devélopment of ‘a
professional business model for in-bound and out-bound loans that maximise
opportunities for sales and licensing of merchandise and other pUbiications’ (2006:9),
which will be achieved through developing ‘relationships with retailers, distributors,

broadcasters, publishers and manufacturers to exploit its potential’ (2006:9).

More pointedly, there appears to be a tension between cultural diplomacy and

commercialism, for example:

- With its network of partner Museums in key territories, the Museum is seeking to
develop a programme of ‘diplomatic’ (i.e. not primarily commercial) loans (2006:4-5)

Need to take a view on how many international loans shows, commercial and
diplomatic, BM [British Museum] is capable of sustaining (2006:5)

Furthermore, there are several points where this tension becomes manifest, for

example:

Need to be clear about motivations, priorities and benefits region by region, case by
case: diplomacy versus commerce (2006:5)

Greater clarity needed over commercial versus diplomatic drivers (2006:8)
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The first two quotes above suggest that if the Museu‘m agrees to diplomatic loans, it is
sacrificing potential income generation through commercial opportunities. This r;aises
the question of why the Museum would opt for diplomatic loans, unless there was
some-benefit. The latter two quotes suggest that activity can either be ‘commercial’ or
‘diplomatic’, and that the two are incompatible, with diplomacy viewed as an
alternative to commercialism, rather than asa complementary or concurrent activity.

The word ‘versus’ emphasises this sense of friction.

Cultural Diplomacy

This tension between commercialism and diplomacy is complex. The Museum receives
funding directly from the Government to undertake international work but it is not
clear whether any criteria or prescribed outcomes are attached. Cultural diplomacy in
the strategy appears as something that the Museum should do, rather than something it
wants to do. The Museum’s director Neil MacGregor does not use the term ‘cultural

diplomacy’, due to its misleading connotations, as Bailey reports:

The problem is that many regard 'diplomacy’ as the particuldr policies of a particular
government ... he sees the responsibility of Museums as quite different - fostering
international cultural exchange as an end in itself (Bailey, 2007:26)

If cultural diplomacy is merely cultural exchange, this raises the question'of why the
Museum differentiates between diplomacy and commercialism. This leads to further
confusion as the strategy also makes reference to the dangers of being seen as too

close to Government:

Risk of compromising arms-length relationship with government to detriment of our
independence internationally (2006:6)

This is the instrumental dilemma. It does not suggest a resistance to working with the
Government, but rather raises concerns about the possible risks or disadvantages of
overtly contributing to political objectives. This is made more complex by the later
assertion that the Museum is seeking to create more relationships with Government,
Demos and the EU. The document further registers an unevenness in the contacts

formed across Government, beyond the DCMS. Therefore, the Museum is directly
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looking for greater connections with Government more generally. At the same time, it
is aware of the potential threat to its independence by increased integration. By
broaching this threat to the arm’s length principie, the document resists diplomacy
being politically, rather than culturally or artistically motivated. Politically driven
projects are approached with caution, rather than fully embraced. The obligation to

undertake diplomatic work is not admitted.

Conclusions

| began the document analysis with the DCMS’s International Strategy as | had hoped to
gain a comprehensive understanding of the policy which, | expected, would underpin all
international activity in the funded cultural sector. However, | found that this

- document was not a blueprint for action, but rather an assertion of the value of the

| DCMS to Government. Furthermore, the analysis revealed that the DCMS was seeking

to align itself with the priorities of another Government department, the FCO.

| then turned to ACE’s International Policy and drew parallel conclusions. This time
though, the ACE appeared to the speaking to the DCMS but likewise was accepting
greater instrumentalism. This document also appeared to be directed towards the
cultural sector, emphasising that its existing support would continue and that

opportunities would arise from this new focus on internationalism.

The British Museum’s International Strategy is about raising its profile further through
generating income tb achieve financial security and prosperity, enhancing public -
understanding of its work and increasing public support throﬁgh cultural relations.
Ultimately, the strategy is about strengthening the Museum’s position as a world-
leading cultural institution. In stark contrast to the other two analyses, the Museum’s
strategy is an actual working document. Its objectives are clearly laid out, there are
action plans for achieving these goals, as well as a number of potential issues to
address. Because the British Museum is an organisétion that deals directly with art, this

is perhaps to be expected.

The British Museum is the custodian of a globally significant collection, therefore, it is

inherently more secure. Already perceived as an international treasure house, it has a
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great deal of public value. ACE and the DCMS, by comparison, have little bublic value.
The ACE was a social democratic project created just over 60 years ago and the
DCMS was a result of the New Labdur restructuring in 1997. Neither of these have
the historical and cultural significance that the British Museum enjoys. Nevertheless,
the ﬁndingé from the three separate analyses do allow overall conclusions to be drawn

across the data set.

In order to draw these conclusions, | conducted a simple compare and contrast
exercise, the details of which can be found in Appendix Two. This helped me to
identify a number of striking parallels between the three documents, despite their very

different origins.

Recognising these fundamental differences between the organisations is essential in
order to understand the ‘form and function of texts’ (Atkinson and Coffey, 2011:90).
lndeéd, the previous chapter proposed documents as ‘organisational constructions’ in
terms of doing things, as well as containing things (Prior, 2008). This aspect was
emphasised by a number of authors. Atkinson.and Coffey discuss documents in terms
of how they ‘construct their own kinds of reality’ (201 1:90) and how ‘organisations
represent thehselVes collectively to themselves and to others through the
construction of documents’ (201 1:78). They continue, ‘we have to approach
documents for what they are and what they are used to accomplish’ (2011:79). With
t‘his in mind, | argue that the documents analysed are rationalisations for the
protection, survival and growth of the organisations that have authored them. All three
organisations make similar strategic use of the documents. This final section explains
and elaborates on this theory. It is based on three key points - the strategic nature of

the documents, instrumentalism and policy implications.

" The Strategic Nature of the Documents

Despite the DCMS and ACFE’s documents being freely available for download on their
respective websites and therefore fully transparent and accessible, it is evident that th.e
audiences are not taken to be the general public. Whilst ACE’s document states that it
is artist-centred, it has a dual audience, strongly acknowledging its relationship with the

DCMS and its desire to contribute towards the Government’s political objectives. The
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audience for the British Museum’s strategy was the organisation’s staff, as well as the

Government, a key funding body of the institution.

~ In the DCMS’s document, the importance of language was observed with the
consistent yet unclear use of the words ‘we’ and ‘our’. Linguist Norman Fairclough’s
commentary on this topic is pertinent here, proposing this ambiguous usage as a classic
New Labour rhetorical device. Fairclough explains that ‘we’ is used both ‘inclusively’ to
refer to Britain or the British people as a whole, as well as ‘exclusively’ to refer to the
Government. New Labour speeches typically slip between the two uses and ‘we’ is
sometimes left vague so the audience is unsure whether it is being used inclusively or

exclusively:

This ambivalence is politically advantageous for a government that wants to represent
itself as speaking for the whole nation ... playing on the ambivalence of we is
commonplace in politics (2000:35-36)

And so the effect of this is that the DCMS is speaking for the nation as a whole, a
unified entity. This notion of possession not only takes résponsibility for the work of
the sectors but, in the context of this strategy, takes credit for their work. A significant
proportion of the document is an acclamation of the organisation itself. If these
achievements of the sectors can be shown to contribute to the fulfilment of

Government objectives, it justifies its existence as a department.

ACE’s policy addressed the reader directly and unambiguously, attempting from the
very beginning to get the audience ‘on side’ by employing modal phrases and verbs
such as ‘as we all know’ and ‘we will’. Gray comments upon the use of the word ‘will’
(by the DCMS) as a ‘mantra rather than a clear set of organizationally and
operationally achievable objectives’ (2008:215). This perhaps gives a sense of ‘going
through the motions’ rather than decisive action. However, its function is to |
demonstrate competence and purpose, hinting at a commitment to future activity and
fationalising its role. These Iinguiséic examples demonstrate the desire of the |

organisations to align themselves with their audiences.
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Essentially, these documents are ‘displays’, communicating issues around Hierarchy and
status, and using internationalism indirectly to support their position in the chain of
command. They are about self-interest and the format of the document merely acts as
a conduit to facilitate the transferenc‘.e of these key messages. As a collective body of
data, the documents can be_seen to jostle for position. This leads onto issues around
power, concerning which orgarﬁsations actually have influence and hold authority.
Traditionally, the ‘centre’, that is, the Governm‘ent, is seen to hold the power, which
then filters down to the ‘periphery’, for example, the cultural sector- However, within
these documents, it can be observed that the power is not held at the core. This was
touched upon in the previous discussion about cultural significance and value. The
British Museum holds more power than ACE and the DCMS due to its position as an
international treasure house. This is based on the strength of its collection and its
potential to create a positive impact on a global scale. The Museum has recently
celebrated its 250th anniversary and is now regarded as one of the world's leading
cultural organisations. In contrast, ACE and the DCMS could feasibly be disbanded or

abolished, and be replaced by alternative organisations and structures.

These findings suggest that these documents, apparently about international strategy
and policy, are actually tools for the self-protection, growth and more fundamentally,
the survival of the organisatioﬁs concerned, as opposed to the operational action plans
that they first appear or are assumed to be. The documents have an ulterior purpose

beyond their stated intentions which bear little relationship to formal policy.

Complexity within Instrumentalism

This leaves open the significance of instrumentalism as, in these documents, it has
become a method for showing compliance. Instrumentalism has been used previously
by cultural policy studies as a means of understanding the motivations behind policy. As

- was observed in the literature review, the published work focuses on the detrimental
effect of instrumentalism upon cultural organisations and the resistance of the sector |
towards it. All three organisations seek to comply with Government and express a
‘wish for a stronger relationship with it. The DCMS looks to the FCO, and ACE and

the British Museum, in turn, look to the DCMS.
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This need to comply occurs all the way up the chain of command, including within the
Government itself. This distinction shows a further departure from the published
literature, which not only states that instrumental policies are imposed by the
Government onto the cultural sector but assumes that there will be resistance. This

fails to acknowledge that instrumentalist attitudes are accepted.

The British Museum’s document strategically uses its historical roots to capitalise on
priority funding streams. It identifies geographical areas of priority, which tally with

- those of the DCMS and, in turn, the FCO, hence the subsequent legitimacy to tap into
newly available funding streams. There are many points of correlation between the
British Museum’s document and that of the DCMS including direct statements about
the organisation’s desire to work more closely with Government. Considering that the
strategy was published in December 2006, two months after the publication of the
DCMS’s document, this begins to have greater resonance. The sequence and timing of
these documents suggests that the Museum’s strategy was informed by that of the

DCMS. However, a causal link cannot be made without further evidence..

The DCMS’s document begins by locating itself within the context of the FCO’s
priorities, hence explicitly demonstrating its reactive and instrumental nature. The
DCMS attempts to demonstrate its alignment with the FCO and Government as a
whole through statements which show its wholehearted support for the objectives of
other departments. ACE adopts a similar approach in relation to the DCMS. These are
clear acknowledgments of their places in the hierarchy. In terms of both the DCMS
and ACE documents, the strategies are an acclamation of their work and an affirmation
of their acquiescence with those at senior levels, as demonstrated through their need
to communicate their contributions to Wider political objectives and a commitment to
their éudience, the FCO and DCMS respectively. The strategies confirm that this
‘cooperative’ work'will continue if their subsidy is maintained. The documents provide
a rationale for the DCMS and ACFE’s funding and, ultimately, serve as justification of
their existence. They set out their cases within the context of their strategies, through
setting particular scenes — in the DCMS’s case, through the difﬁcultiés that the coLmtry
faces and through the powerful position and strength of the.nation in.undertaking

these challenges. In fact, the DCMS constructs the prjoblem, or rather, the issues that
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need to be addressed, and then firmly places itself at the centre of the solution. In the
case of the British Museum, whilst the approach taken is slightly different, the overall
point remains éonsistent. The strategy is likewise an exercise in defending and
strengthening the organisation, this time through self-aggrandisement, to communicate
the power of the organisation and its collection, its founding commitment to |
international work and to articulate the necessity of commercialism as a key driver in
the Museum’s sustainability and development, in order to maintain its position as a

cultural global leader.

ACE's International Policy preceded the other two documents, which may help to
explain why it lacks operational detail. This makes it difficult for ACE, which has no
information on budgets, funding criteria or other such details relating to
internationalism. This, combined with the somewhat cautious tone, suggests that ACE
may be attempting assert some control over the situation and to demonstrate
competence, thus hinting at the complex power relations and interactions at work.
This chapter érgues that the policy is a political gesture to show the Government that

it is compliant, competent and capable.

These analyses propose that there is something new or different occurring in relation
to our prior understanding of instrumentalism. Currently, instrumental policies are
perceivéd to be top-down and imposed, as suggested in Vestheim’s definition. In this
case, the organisations appear to seek greater cdmpliance_with instrumentalism. There
may thus be greater nuances within instrumentalism than previously believed. There
could be dimensions of instrumentalism or variations in its form, in contrast to the
Binary categorisation demonstrated in Chapter Two. Furthermore, instrumentalism
may need to be further conceptualised if it is to be able to capture the subtlety shown

here.

Policy Implications

The DCMS and ACE documents could be seen as reflections of FCO policy and
consequently, have minimal impact in a policy sense. This provokes three specific
- questions. The first question is if cultural organisations are making concessions to

instrumentalism, what benefits they are seeking. Second is the question about the
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nature of policy and whether it should be underpinned by the specificities of the sector
it represents or if it should merely echo what is occurring at senior levels. Third is the:
question that if policy in this area is driven largely by the FCO, what impact this has on

cultural organisations and the artistic landscape more generally.

This finding is not new or unique. Gray (1996, 2002) has identified a conﬁection
between cultural policy and what is happening in other policy sectors. Quinn describes
the Irish government’s view that ‘cultural policy is part of the nation’s social policy’
(1998:12). The author also states that in countries such as Austria and Norway,
cultural policy is ‘considered to be a continuai:ion of social policy’ (1998:12). Moss
(2005) drew similar conclusions in her New Zealand case, which found that cultural
‘policy .reﬂected the country’s social policy, which is geared towards redefining national
‘identity. Craik et al (2003) found that Australian cultural policy is influenced by policy
in other sectors. Johanson (2008) discovered that Australian cultural policy ‘shadows’
the nation’s industry policy’. Stevenson et al argue that British cultural policy is about
capturing nationél identity or ‘Britishness’ (2010:251). This demonstrates that cultural

policy is used strategically, mirroring other policy areas in several different nations.

The overarching question is what exactly is cultural policy and what should it be? If
cultural policy is about reflecting other areas of policy and this ‘mirroring’ is well
established, perhaps this is what cultural policy essentially is. If this is the case, as is
widely recognised within cultural policy studies, why has there been such a fervent
opposition to instrumentalism? Furthermore, if sd, the debate on instrumentalism is
rendered somewhat redundant. Finally, if policy attachment (Gray, 2002) is a standard,
recurring and recognised feature of cultural policy, and those involved accept this
version of instrumental objectives, then future policy focuses could be predicted and‘

cultural policy-makers could strategically tap into emerging funding streams.

If cultural policy is merely a reflection of other areas, this calls into question the role
and purpose of the DCMS. Gray and Wingfield's research (2010) into the relevance

and importance of the DCMS concluded that it is relatively insignificant as a

2With thanks to Dr Clive Gray for drawing my attention to the parallels in Johansbn’s research.
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Government department. This builds on Gray’s previous work on the arts’ lack of a
. politicél profile (2000; 2002; 2004). He argues that the arts have:

traditionally been dealt with by governments either reluctantly ... or at a low level of
priority, with little money and even less enthusiasm ... A consequence of this is that
they have become policy areas that are normally considered to be of little real
importance or significance for not only national but also for local governments, with
both policy areas being considered too peripheral to the 'real' business of government
to merit much concern (2004:41)

As pointed out earlier, the British Museum is the custodian ofa globally signiﬁcaht
collection, which underpins the organisation’s status. As an'international treasure
house of historical significance, it holds a great deal of cultural, social and economic
capital and is thus highly valued by the widest general public. When compared to ACE
‘and DCMS, this distinction becomes even more marked. If the DCMS is peripheral
within UK politics, this could further lead to én increasing vulnerability of the cultural
sector and the marginalisation of cultural policy. This would also impact upon the
credibility and status of scholarly work diminishing the faint yet perpetual hope that
future research will feed into policy- makmg and that policy officials will begln to take

note of academlc research.

The DCMS and ACE analyses demonstrated that the policies were not actually
working documents that guide action or provide information that supports practical
application. Furthermore, they illustrated that the documents do not resemble
operational strategies or policies at all. If written policies that pertain to
‘internationalism’ do exist, these are not they. Therefore, since internationalism was a
- Government priority at this time, there is a substantial amount of important practical
detail that is unknown such as whether there is a funding stream attached to it and
whether there are guidelines or criteria for its implementation. These findings suggest
that either a written guide to action does not exist or that international policy is made

and communicated in other ways.
This chapter centred on the analysis of three documents pertaining to internationalism.

They were selected for analysis as they were believed to be statements about policy.

However, the analyses have concluded that the documents are based on organisational
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interests, determined by the interests of authority and the perceived needs of the
audience. This raises a number of questions about the nature, purpose and impact of
cultural policy and its making. This chapter has also demonstrated the need for a
better understanding of instrumentalism. Following the document analyses, fifteen
interviews were conducted with policy-makers, cultural practitioners and artists. The

findings from the analysis of this second data set are discussed in the following chapter.
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CHAPTER FIVE
- Interview Analysis

Introduction

This chapter is based on the data colllected from fifteen interviews with policy-makers,
arts managers and artists. The interview transcripts collectively totalled 130,931
words. Thematic analysis was again used due to the sﬁccessful application of the
technique on the previous data set, as described in Chapter Three and exemplified in

Appendix Three.

The analytic procedure led to the identification of over 70 codes, which were refined
into a number of overarching themes. Through further development of these themes,

they were then clustered into the following three groups:

I. Policy and process
2. People and power

3. Documents and terms

Each group is exemplified by a case study, derived from the data and further
supplemented by secondary material. Major findings which challenge accepted views
are supportive by extensive evidence. Like the previous chapter, the discussion of each
group begins with the presentation of the final thematic map from the analysis. At the
end of the chapter, a series of conclusions is offered, which are extended in the next

- chapter, where the data sets are drawn together.

GROUP | - POLICY AND PROCESS

The case study for this group is the World Collections Programme, which is the basis of
the Government’s international policy. The interview data provided information on the
formulation of the policy and offered new insights into key concepts within policy-
making, notably instrumentalism. A number of issues are explored including the
differences between theory and practice, the role of the cultural sector in policy-

making and a new interpretation of instrumentalism.
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At the beginning of the study, a hypothesis was formulated which connected the
proliferation of international documents with the Government’s intentions for the use
of culture as a tool of diplomacy. The research set out to explore instrumental

policies, their implementation and impact on the cultural sector and artistic activity.

Vestheim’s definition of instrumental cultural policy is widely accepted. This can be
observed by its consistent usage within cultural policy research. Chapter Two
demonstrated how the published work on instrumentalism resists such policies on the
basis of perceived negatiVe impacts on art, 'as well on as the organisations and
individuals working within the cultural sector. However, the findings from the
interviews demonstrated a contrary interpretation, whereby a new instrumental policy
was not only encouraged but engineered by the cultural sector itself. The case study
elaborates and illustrates a number of key points about instrumentalism and its impact
on policy-making and the arts. This is followed by the thematic map in figure 5, which

shows the process visually, before a comprehensive discussion is provided.

CASE STUDY | - World Collections Programmé‘

A selection of leading cultural organisations commissioned Demos to undertake a
research project on cultural diplomacy. These institutions were the British Library,
British Museum, Natural History Museum, Royal Botanical Gardens and V&A. These
organisations initiated and funded this research, and a selection of senior staff
members from across the institutions formed a steering group to advise and direct
it. The study involved undertaking international fieldwork, travelling to China,
'Ethiopia, Norway, France, America and Iran to examine various approachés to
cultural diplomacy. These countries were based on the recommendations of the
steering group, who also suggested relevant case studies and interviewees. The
group was also involved in writing up the research and the DCMS was consulted

throughout this process.

The subsequent research publication, entitled Cultural Diplomacy - Culture is a central
component of international relations. It’s time to unlock its full potential, was launched at

the V&A on 28 February 2007. The report argued that cultural organisations were
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crucial to diplomatic work, in the broader landscape of international relations. It
praised the work of the cultural organisations and recommended more investment

be made in order to maximise the potential of cultural diplomacy (Bound et al, 2007).

At the time of the research, the cultural organisations involved also expressed an
interest in contributing to the Government's objectives for international work.
Following the launch of the research, it was cited by the institutions in their dialogue

with Government about realising the international ambitions of both parties.

Shortly after its launch, the research was debated in the House of Lords and the
House of Commons. In the latter, it was quoted six times and received wide praise
for its recommendations. It was credited with heightening the realisation amongst
politiciahs of the importance of culture withfn international relations, with all three
political parties unanimous in agreeing that it needed attention. The Commons

debate on |3 March 2007 was opened by MP Don Foster:

I am delighted to have secured this debate on the fundamental importance of
cultural diplomacy in international relations. What more should we be doing? A few
weeks ago, Demos produced the excellent report, 'Cultural Diplomacy'. Its authors
argue that: 'today, more than ever before, culture has a vital role to play in
international relations'. The report's subtitle makes the challenge clear: 'Culture is a
central component of international relations. It’s time to unlock its full potential'. That
is right (House of Commons, 2007a)

Similarly, Ed Vaizey expressed similar sentiments:

The reason why cultural diplomacy is high on the agenda is the publication of the
Demos pamphlet on the issue. | should like to take a few seconds to praise the work
of John Holden and Demos. In the world of the policy wonk, it is probably the leading
think-tank contributing to debates on culture (House of Commons, 2007c)

The House of Lords debate on 6 March 2007 began by asking representatives to
respond to the research. Lord Triesman welcomed the report ‘as a contribution to
thinking on the role of culture in international relations’ (House of Lords, 2007).
Both debates paid tribute to the work of the cultural organisations, individually

naming the V&A, British Museum and Tate. Lord Triesman stated:
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a number of cultural organisations make an extraordinary contribution to our
diplomatic effort; even if it is not always identified as being a diplomatic effort, it has
that impact. The DCMS has taken a pivotal role in co-ordinating many of those
organisations (House of Lords, 2007)

In the Cbmmons debate, the former Minister for the Middle East, Kim Howells

expressed similar support:

As we heard, we have outstanding assets in our cultural institutions ... All those offer
channels through which we can conduct our public diplomacy ... The hon. Gentleman
summed it up by saying that we have to use our cultural talents to build up our
international prestige. That is true (House of Commons, 2007d)

These debates emphasised the need to ‘maintain the investment’ (House of Lords,
2007) in the arts and to ensure that adequate funding remains in place to support
international cultural work. In the Commons debate, MP Mark Hunter pressed the

issue of financial support:

In the light of the growing acceptance of the importance of cultural diplomacy, will the
Minister confirm that efforts to promote it will remain integral to foreign policy
strategy? (House of Commons, 2007c)

Hunter later appealed:

We need to support the institutions in their work and to ensure that enough funding is
available and continues to be available for museums such as the British Museum ...
Will the Minister confirm that funding for cultural institutions, and in particular for the
international exchange of culture conducted by such institutions, is recognised as
hugely important? Will he assure us that he is doing everything possible to protect the
budget and, where possible, to increase it? (House of Commons, 2007c)

In the Lords debate, Lord Triesman stated: ‘We will fight very hard to make sure

that the funding remains in place’ (House of Lords, 2007).

The Commons debate discussed the parameters of cultural work and the need to

enable the organisations to make their own decisions. Foster stated:
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We should advise the institutions of the countries that they should prioritise, help
establish contacts and help them with funding and insurance problems, but we should
manage neither their relationships nor the messages that they send out ... such work
should reflect Britain, not the British Government. If we provide our cultural institutions
with the opportunities, they will get on with the job (House of Commons, 2007b)

These feelings were echoed by Hunter and Vaizey, with the latter stating:

Although money needs to be invested in institutions that engage in cultural diplomacy,
the Government cannot be prescriptive about how that money is spent or about the
message that the institutions are supporting. They need to be seen to be independent,
or we risk cultural exchange being mistaken for cultural imperialism and propaganda.
Will the Minister confirm that any extra funding that might be given to such
institutions in future will not be tied to specific targets that might limit their flexibility
and status as institutions independent of Government objectives? (House of
Commons, 2007c¢)

Hunter agreed:

The Government need to facilitate, not to direct, cultural diplomacy ... They also need

to create a framework that allows the organisations that are involved to collaborate
and to co-ordinate their activities (House of Commons, 2007c)

The research contributed to an awareness of cultural diplomacy as a political issue.
Vaizey stated: ‘Parliament will debate cultural diplomacy more frequently’ (House of

Commons, 2007c). Hunter echoes this:

the debate ... introduced today is intended to place cultural policy firmly on the
agenda and make it an integral part of what the foreign policy of this country ought to
be (House of Commons, 2007c) ' '

There is no further parliamentary discussion on the research or cultural diplomacy.
The next significant official announcement was the creation of the World Collections
Programme (WCP) on | April 2008. The WCP, funded by the DCMS, began on this
date and is a three-year programme which awarded six leading cultural organisations
a £3m grant, £1 million per year, to undertake work in Africa, The Middle East, India
and China. The organisations that received this grant were the same institutions that
commissioned the research, as well as the Tate. These countries correspond to the

geographical priorities of the FCO. Beyond that, there is no further direction or
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prescription, reflecting the content of the parliamentary discussions.

Despite little media coverage of the programme, a small amount of information can
be found on the websites of the cultural organisations that are involved. Chaired by
Neil MacGregor, director of the British Museum, the WCP aims to ‘establish two-

way partnerships’ with overseas institutions (British Museum’s website).

Currently in its final year, the WCP undertakes a variety of activities including
developing pubiic access to collections, records and archives; professional
development programmes such as museum management, exhibition display and
conservation training, skill sharing, exchanges and internships; touring exhibitions and
international loans of artefacts; curatorial seminars and workshops; relationship -
building and partnership development, and joint research opportunities. It is hoped
that the six member organisations will enable greater coordination of international
activities, as well as draw upon current international partnerships through the BBC

World Service, British Council and FCO (British Museum’s website).

“In light of the points expressed in the literature about instrumental policies being rigid,
overly prescriptive and detrimental, this case study‘raises several key questions such as
the motivations of the cultural organisations to be involved more instrumentally, their
role in actively engineering an instrumental policy and the lack of prescription within
the case of the WCP. These areas will be investigated through the analysis of the
interview data. Before this, the final thematic map can be observed overleaf in figure 5,

which will be explained through the discussion.
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The Strategic Role of Instrumental Policies
In line with the case study, there was a general consensus within those interviewed

that the Demos research was a catalyst for the WCP, for example:

I. It heightened the redlisation among politicians of the importance of culture in the
formation of international relations. It was debated in the House of Lords and in the
House of Commons (Senior Policy Adviser)

2. That was the trigger that then unlocked the world collections money ... the British
Museum and the V&A peddling their connections with Demos (Senior Strategist)

3. I think that probably was part of what led DCMS to give that little pot of money
[WCP], I do think so ... | think it was in the air ... if | were a betting person, | would
put my money on the idea that the museum directors who decided to do this had
been advised that it would be an effective way of drawing attention to a kind of
absence in our Government work (Senior Curator)

The first quote confirms that the cultural organisations and Demos informed the
Government about the role of culture within international relations and furthermore,
that politicians took this seriously by debating it at the highest level. It illustrates that
policy ideas can come from the cultural sector and that there is an upwards, as
opposed to a ‘top-down’, flow of communication. The senior strategist in the second
quote mentions ‘connections’, suggesting that these relationships have been used
strategically, in this case, to lever funding. Indeed, the first quote shows that there is
some kind of relationship between the cultural sector and Government. The curator in

the third quote refers to ‘our government work’, suggesting an acceptance of

instrumental policies and aligning her institution with Government and its work.

The fact that the organisations cofnmissioned the research into cultural diplomacy
suggests that they were seeking to be more instrumental in contributing to political
objectives or they wanted to be perceived as such. Working internationally offers
individuals and organisations a wealth of benefits, which the interviewees discussed at
length. The artists spoke from a personal perspective of how international work
enhanced their artistic practice. It was seen as an ‘investment’ in their work. For

organisations, commercial interests underpinned the international work, for example:
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I. The need to be commercial and maximise the revenue that we can make out of our
touring shows ... We are absolutely unapologetic about needing to maximise our
income ... We are very, very entrepreneurial and we are very commercial in our
sponsorship seeking, as all the big museums are (Senior Curator)

2. So the drivers were things like fundraising, to use an obvious one, commercial
opportunities ... our exhibitions economy is built on touring exhibitions (Museum
Director) :

3. Obviously our relationships in America and Western Europe are curatorial and
commercial (Arts Manager 1)

4. The international strategy at the Tate is driven by the international barter economy of
museums ... they are usually economically driven ... it's so driven by the economics of
exhibition making rather than by specific cultural diplomacy (Senior Strategist)

These quotes show an acceptance of the need to be commercial, with international
work driven by economic necessity. The fourth quote goes further by stating that the
touring of exhibitions internationally is not motivated or determined by a diplomatic
imperative. However, by commissioning the research and its subsequent strategic use
to lever funding, the organisations are claiming to have a diplomatic role. They may
well have a positive impact diplomatically, but this may be coincidental, a by-product
rather than a starting point. This was corroborated by a number of interviewees who

stated that any diplomatic benefit was secondary, for example:

I. Itis great as a nice coincidence and there is a bit of support available ... If cultural
exchange can help with world peace as it were, as far as I'm concerned, so much the
better! And if it also helps people to trade, then | suppose that's a spin off (Museum

"Director) ;

2. | think that the drivers of the international work, the museums and galleries, are rarely
to do with cultural diplomacy, I think they are side benefits ... | think it's so embryonic
that if it was instrumental, it would be by accident (Senior Strategist) '

Whilst the Demos report argues for the necessity of cultural work in international
relations, the quotes by arts practitioners offer a different perspective. When
discussing the international work undertaken by a major museum, one senior curator

succinctly stated:

If we don't do it internatiénally, really, we've had it (Senior Curator)
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This firmly places international working in the realm of survival and goes some way
towards explaining the motivation behind the series of actions that led to the WCP.
These quotations raise further questions such as whether it is important that
international cultural activity is not driven by political imperatives. If diplomatic
advances are being made, then it may not be relevant where the policy comes from.
Furthermore, were the cultural of‘ganisations responsible for making the policy or,

rather, did they respond creatively to an issue that was already on the political radar?

| The second quote above sees the arts organisations as ‘drivers’ in initiating
international work, alluding to the influence of the cultural sector within policy
formulation. Working internationally may satisfy both policy areas — that is, be
ﬁnanéially lucrative at an organisational level as well as be effective on a broad political
scale. As a final note, the quotes and discussion have began td build a picture of the
relationship between Government and the cultural sector which looks very different |

from that described by the literature.

The information presented so far in this section suggests that the cultural institutions
utilised an instrumental policy as a vehicle for their own organisational interests.
However, the interview data shows more complexity. Whilst a number of
interviewees felt that diplomatic impacts were coincidental, they still couched the

discussion of their work within the rhetoric of diplomacy. For examplé:.

I. We can't just do diplomatic, we never just do diplomatic shows ... we have to balance
what we do, we do some shows that are commercial to balance the books (Arts
Manager 1)

2. We've been undertaking a select number of what we could call ‘cultural diplomacy
international tours' where the major reason for doing them is not a financial one ...
it's not in search of offsetting the costs of running an exhibition here ... The kinds of
shows that I'm talking about in more difficult venues, newer venues which aren't so
practised in taking touring exhibitions, they are very often parts of the collection which
are not on permanent show, they are what we call 'made to tour' shows (Senior
Curator)

So, there is a difference between exhibitions seen as commercial and those seen as

diplomatic. The second respondent argues that whilst these ‘diplomatic’ exhibitions are
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less financially lucrative, they are also commercially and strategicallyb balanced by the
touring of artefacts that are in storage. These quotes highlight a potential conflict '
between diplomacy and commercialism, a point that was also detected through the

analysis of the British Museum’s International Strategy, as explored in Chapter Four.

Despite its apparent importance, the word ‘diplomacy’ is used vaguely, not defined nor
explained, by those using it. When the participants discussed ‘diplomatic work’, they
did not elaborate on how it differed from their other activities. Whatever the
definition, diplomatic work involves making financial compromises. Organisations
engineered a situation where ‘diplomacy’ would be more prominent. This suggests that
there are further benefits to be gained by undertaking ‘cultural diplomacy’ work. The
importance of international touring exhibitions from a commercial a'ngle has already
been established but international work was seen to offer a variety of other benefits.
These include gaining knowledge, expanding collections, securing international loans
and capacity building. Furthermore, these are often underpinned by economic
incentives, for example, by enabling institutions to tour exhibitions to politically or
geographically difficult areas, which later leads to financial gain. The following

quotations discuss these additional benefits:

I. We need to gain knowledge, we need to find out about cultures and about
contemporary art practice in a range of different cultures where we aren't necessarily
the experts ... what we are trying to do is find out more about art in the Asia Pacific
region, in the Middle East, India, Pakistan, Africa ... building up our knowledge
(Museum Director) ' '

2. What we actually knew about our own collections was that we needed some foreign
input from the Kenyans to be able to identify some of the stuff we've got and to
develop stories around them, because we've got seven million objects, you can't know
everything about all of them! ... So in terms of our collections and our expertise, what
of that would be useful for you to share ... at the same time, we go 'you know what,
actudlly, you've got a manuscripts expert and we've got a collection of manuscripts
that we're fairly sure are valuable, it would be great if you could come and spend
some time looking at them'... we've helped them redesign their ethnography storage,
because there was no cataloguing, so we couldn't have ever borrowed objects because
they didn't know what they had let alone us know what they had (Arts Manager 1)

3. We sometimes have delegations of visiting people from overseas museums and then
you get to know them and you might borrow a little bit from them for an exhibition
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and then that could lead on to a bigger exhibition or programme later (Senior
Curator) : L

The benefits of international practice to the cultural sector are clear. The range of
opportunities provides a rationale for the actions of the cultural organisations in
relation to the conception of the WCP. This is further developed by an interviewee

who discussed the practicalities of international working:

Sometimes there are opportunities where you do need higher levels of support ...
providing security and all sorts of stuff ... we need a loan from here and the only way
in which we can get a loan from this national museum is with an official letter from
Government ... There's obviously a point when you need permissions from the foreign
ministries to start working with some national museums ... where there are
Government to Government cultural agreements, they can make things a lot easier ...
you need to work through levels of permission from their Government departments,
and that's a lot easier if you've got your Government department doing it for you ...
we couldn't do a lot of the work that we do in Iraq ... without their help ... | think it's
us being aware of what Government's priorities are ... So there's a certain amount of
realising, sharing the right information and then, | think, both sides realise the benefits
to each of them (Arts Manager ) '

This quote offers insights into the practical issues as well as the relationship between
the cultural sector and Government. It illustrates that the association is positive and,
more pointedly, symbiotic. Government clearly has a key role in the realisation of the
international ambitions of the organisations. This is unacknowledged by the literature

which fails to capture this complexity presented.

>Instrumental Policies Present Opportunities

Instrumental policy-making provided an opportunity for the cultural sector to utilise
the Government’s foreign policy agenda to facilitate a higher level of international
engagement. The sequence of events outlined in the case study can be seen as
representative of a general belief that instrumentalism offers new opportunities, which
would not otherwise arise. This was a persistent theme across the interviews. The
following anecdote by a gallery director illustrates the specific opportunities created by

instrumental policies:

We had organised a Tanaka [Japanese artist] exhibition ... and the exhibition as we
had planned it couldn't go ahead because ... the yen was very strong and the pound
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was very weak, the transport costs were very high, and that just made them even
higher, and then a European partner that we had in Italy dropped out because of the
financial crisis ... so then we cancelled the show ... and then the Japan Foundation
said ‘well actually, we have things going on in Istanbul and Spain ... and we could
much more substantially fund your project if you will find a venue in Turkey and in
Spain at that time, before the exhibition returns to Japan'. And they say that this
funding becomes available because there's a diplomatic element or it's a factor in the
equation, so then, well, they're very upfront about that and | don't think that it affects
me one bit except that I've got the interesting challenge of finding a Turkish venue ...
and Spain which is particularly badly affected by the financial crisis ... now I've got an
exhibition that | was going to do anyway but can now be realised because somebody

_in the Japan Foundation actually saw that there was a solution to my problem that
would coincide with some diplomatic imperative that they have. We chose venues that
are the kind of venues that we would want to work with anyway, so it's a collaboration
that doesn't make me feel compromised at all ... I've got no difficulty actually with
people in Istanbul finding out about Japan ... diplomatic relations are probably, on the
whole, really a good thing ... | think it is probably some initiative whereby an
exchange between these two or three countries is enhanced somehow ... which is
exactly the same exhibition that we were going to do anyway and | wanted to have
more venues in Europe as it happened and the Japan Foundation ... and their
supportive role ... helps a lot. So | feel very grateful to them [the Japan Foundation]
(Gallery Director) »

This lengthy quotation highlights a number of key points. Firstly, it confirms that
instruméntal policies provide opportunities beneficial to the cultural sector, in this case
by expanding the scale of the project. It also demonstrates that instrumental policies
_can be viewed as a solution to a problem. An instrumental policy has not only
‘resolved’ an issue but has resulted in a more substantial touring programme, with no
compromise on behalf of the gallery. As long as the criteria are adhered to, in this
- case, expanding the exhibition to Spain and Turkey, no concession is made.
Furthermore, the gallery director can continue with his usual work without engaging
with the wider political concerns. This results in instrumental policies being seen as
‘enabling’. Cultural activity is not necessarily being damaged by overt political
associations or their ramifications. Without being knowledgeable about the broader
politics, the interviewee assumes that these diplomatic imperatives are ‘probably, on
the whole, really a good thing’ and that an exchange ‘is enhanced somehow’. The use
of the words ‘probably’ and ‘somehow’ shows a lack of engagement with cultural
diplomacy. The partici.pant here does not explore what these ‘diplomatic imperatives’
are and instead glosses‘over them. This echoes a point made by another interviewee in

a previous quote: ‘If cultural exchange can help with world peace as it were, then as far
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as I'm concerned, so much the better!” These statements illustrate a benign
interpretation of cultural diplomacy, far from the reactions posited in the academic

literature.

This gallery director has little understanding of how his work feeds into a wider
political agenda. More importantly though, he does not wish to be better informed.
This is symptomatic of a wider issue regarding concepts and terminology explored
later in the chapter but moreover, it shows that those within cultural organisations can
extract the benefits and opportunities presented by an instrumental policy to suit their
own agendas and do not have to fully understand or even engage with the broader
political issues. In turn, political motivations can operate at Government level without
having a political impact on the cultural organisations involved. Instrumental policies
can thus have a two-way benefit, contributing to both cultural and political objectives.
The benefits forA the cultural sector are not only those of commercialism, collection
enhancement, capacity buildingvand so on, but also opportunities to expand the scale

and the scope of the existing work of organisations.

This idea of instrumentalism being enabling and presenting opportunities was

corroborated by the artists, for example:

We're working with the British Council in Jerusalem ... and the projects that they
support often go to Cairo, Beirut, they go to different places around that area, which
obviously | wouldn't be averse to at all! That would be really interesting (Artist 4)

Instrumental policies can be used to enhance the experience and practice of those
within the cultural sector. Recipients of fundih_g are not required to engage with the
politics. The artist accommodates the wishes of the funding body, seeing it as an
opportunity to expand the project and travel more extensively, failing to recognise the
political nature of the funding. She simply translates it into something that offers
artistic benefits and it does not occur to her that she is part of a wider diplomatic
imperative. Both the artist and the gallery director are able to access funding to
undertake their work, enhancing their own experience without engaging further with
the politics. For them, it is an obvious way to realise their personal and professional

goals.
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Other interviewees failed to recognise or understand the nature of instrumental

policies, as in these extracts:

I. And the root of the practice is this belief that you can maintain a core private,
personal identity as an artist that isn't diluted or compromised by all of the competing
factors (Artist |) '

2. ...there's something else going on there which has to do with trade and foreign affairs
but doesn't touch us (Gallery Director)

3. Political objectives? | would probably say that we try not to contribute to political
objectives, that we are a cultural and artistic organisation (Senior Curator)

The_se interviewees, along with a number of other participants, do not acknowledge
the presence of instrumental policies or indeed, their purpose. The first quote by an
artist suggests that he is impervious to instrumentalism. This idea is shared by a gallery
director in the second quote who does not recognise the connection between .
international trade and cultural activity. In the third quote, a curator is dismissive of
any political goals being tied to the work of the museum, despite being funded via
publfc subsidy. Interestingly, the same interviewee also made reference to ‘our
Government worlk’, aligning her organisation and its work firmly with the Government.
In the same way, many participants discussed their role in uﬁdertaking cultural
diplomacy, but at the same time, failed to acknowledge what the political element of

this work might be. This is explored in the last section in this chapter.

The discussion so far has presented a éomplex picﬁure of instrumentalism. Such
policies are unacknowledged by a proportion of the interviewees and many of those
that do recognise the concept and directly benefit from it, are not required to engage
with it. In addition, some participants saw the Government’s diplomatic agenda as no
more than coincidental. The interviewees talked about their involvement with the
WCP, using the rhetoric of cultural diplomacy, but at the same time, failed to
recognise what the wider implications of the association with Government might be.
This m>ay be due to the open and non-prescriptive nature of the policy, in which, as
long as the priority countries are adhered to, no further direction is given. The reasons
for this mismatch are unclear but this disparity demonstrates that the negative

discussion of instrumentalism does not reflect or resemble the processes identified by

145



the participants of this study. These interviewees do not see themselves as susceptible
or subject to instrumentalism. As the participants believe that they are not affected or
influenced by Governmental decisions or policies, the conceptualisation of

instrumentalism, as outlined in the literature, is weakened.

Instrumentalism: an Accepted Policy Model

All interviewees acknowledged that instrumentalism is an accepted model of policy-
making. Such policies were seen as ‘normal’, expected and as the way things have
‘always been’. The interviewées accepted instrumentalism as part of everyday practice.
More importantly, they did not mention any of its negative effects, as asserted in the
literature. Instead they acknowledged that all funding is underpinned by some political
agenda.' For example, an independent curator, two artists and a gallery director took

the following stance:

I. There is always an agenda, if you accept funding from someone there is always a
political agenda ... there has to be, it's part of the overall political agenda ... | don't
necessarily see that as a bad thing (Independent Curator)

2. The Arts Council implements the governmental politics, so it's politics everywhere ...
what gets funded, what doesn't get funded, what artists show and why and within
which context ... it's an agenda, you know, it's an agenda, it's normal (Artist 2,
empbhasis in original)

3. It's [art] always attempted to be used as a device to enrich people's lives by the
Government ... in the beginning you see it was benefactors wasn't it, the patrons, it's
not too dissimilar from wanting to paint Parisian hookers on the streets of Paris and
actually having to paint a lord and a lady in their parlour or something as a
commission, because you're not making a decision, most of the decisions are taken
out of your hands, the subject matter straight away, but you do that for money. |
mean that's what lots of artists do, so the compromise for money has been there since
the beginning of time anyway (Artist 3)

4. Well | think you'd be ndive not to see that you were either intentionally or incidentally
a piece in that machine ... you'd be paralysed if you got too naively ethical about it
... ho one's going to give you money just because they like you (Gallery Director)

The last interviewee accepts that a political agenda exists so instrumentalism is a
conventional dimension of policy-making. At the same time, he shows a lack of
engagement with the wider political implications. The justification here is that if cultural

practitioners got too preoccupied with the politics underpinning the funding, they
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would be unable to function. However, at the same time, a number of interviewees

acknowledged the importance of remembering the funders and what their priorities

were. For example:

. 2.

That [funding] will also come down either through ... Foreign Office, British Council
. DCMS. My instinct is to keep in the back of my mind where our fundmg comes
from (Arts Manager 2)

| think it's us being aware of what Government'S priorities are, if the Government's
priority is working, for example, in India and China, then there's not a great deal of
point bothering them with other places (Arts Manager 1)

Such comments confirm that instrumentalism is not rejected by those within the

institutions. Funding streams are expected to echo political objectives. This principle is

both adhered to as well as propagated by the cultural sector. All policies are expected

to achieve something or relate to something, and that policy inherently involves

Government; otherwise there would be no policy, a point raised by Gray (1996, 2008)

and Gibson (2008) but overlooked by the majority of the anti-instrumental material.

Many participants discussed the open, non-prescriptive and non-directive nature of

funding systems, which allowed those within the cultural sector a great deal of

freedom and autonomy. All of the artists interviewed discussed the lack of restrictions

involved in undertaking international work, for example:

We did exactly what we wanted to do ... there was no pressure ... | applied and
then accepted the offer only under the condition that | don't have to do anything ...
because | basically needed a break ... | needed time to reflect ... which to me is an
essential part of what | do (Artist 2)

[It] just seemed to offer an opportunity for genuine open enquiry ... There was some
expectation that you would participate in events ... but they weren't pre-described ...
there was an expectation that you would probably use this time to develop new work,
but you weren't required to (Artist 1)

they were quite 'hands-off in this residency ... they just give you the space, a space to
stay ... there was no obligation for us to do anything specific ... It's all been quite
kind of loose really (Artist 4)

4. Yes, you can do what you like ... it's just open for you to make work (Artist 3)
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This view was also broadly expressed by those within the cultural institutions. The
interviewees discussed the non-prescriptive nature of the policies, about having ‘no
outcomes or outputs’ and not having to follow Government strategy ‘to the letter’.

One senior curator straightforwardly proposed her view:

People confuse direction and coordination, we don't need to, just because the British
Museum and we know what each other are doing, it doesn't mean that they tell us
what to do or vice versa (Senior Curator) :

There was some continued discussion about limitations on the prescriptive nature of
instrumental policies accepted by Government officials, as a senior policy-maker

explains:

The Arts Council's role is just to get the money out of the Treasury and get it to the
artists and not prescribe anything ... and allow, without prescription, cultural
organisations to respond to that ... A desire not to inhibit or constrain the artists' right
to roam and to develop partnerships that they want to etc (Senior Policy-Maker)

So, some policy-makers share the view that Government should not prescribe anything

but instead allow those in the cultural sector to undertake work how they see fit.

Manipulation of the System »
The interview data showed that the system and the policies within it are so open and
flexible that they can be manipulated with ease at all levels, from Government through
to artists. Many interviewees discussed this, for example:
I. That core skill has to be developed of how you play with the level of prescription
(Artist 2)
2. You can sort of get round it because the work is destroyed after the show so it doesn't
come under production costs it comes under installation costs, so you can actually

apply to do a commercial show if you destroy the work afterwards (Artist 3)

3. The other thing with curators is that they can maké anything fit anything. They can
take any work and explain in a way that could be politically motivated (Artist 3)

Not only does this manipulation take place, it is accepted and expected. A tolerant

stance was taken by an expert adviser to the Minister of Culture, who not only
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acknowledged that it was occurring but that it was a predictable part of daily practice:

There's an everyday fabric of corruption, if you like, which is to do with trying to
balance the books, and in that fabric, the Arts Councillthe DCMS say China is a
priority for the next three years, of course that means everyone goes 'oh, I've just had
this fantastic idea, gosh it's about China, how funny' (Expert Adviser)

Instrumentalist policies afe strategically exploited and utilised by the cultural sector,
which, by aligning itself with the Government, facilitated additional funding which
increased and enhanced the scale of its international work. More pointedly, whilst
engineered by the sector itself, this new policy is then manipulated by policy-makers,

funders, implementers and recipients.

‘Another fundamental point is that the distinction between policy-makers, funders,
implementers and recipients is blurred. Those within the cultural organisations have
acted as the makers of policy, its implementers and the recipients of the funding. This |
recognition offers an insight into the power and influence held by some within the

cultural sector, which is explored next.

Policy as Practice

The hypothesis at the start of this study perceived the development of internationalism
as a burgeoning strand of policy in response to growing world tensions caused by
differences in religious and political ideology. One i-nterviewee explained that this was
not the case, but instead, that travel, globalisation and the changing nature of
communication were factors. The cultural sector identified an oppbrtu_nity to develop
a policy that was already on the Government’s radar and the organisations were
proactive in their strategy, which connected international cultural activity with the
broader political agenda, positioning culture at the centre of new thinking on
internationalism. The following quote demonstrates the opportunistic nature of the

Demos research and the strategic use of the rhetoric:

There were a number of things going on that pushed culture much more into the
centre of international relations and they specifically were ... mass migration which
meant that you had very large migrant populations in lots of different countries in the
world ... there are very large movements of people ... very cheap travel which meant
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that flows of international tourists were much greater than they had been ... those
big flows of tourists and visitors meant that the cultural space was economically a lot
more important than it had been. | think tourism accounts for £15 billion of GDP and
the figure at the time ... it was something like 76% of international tourists said that
they came to see heritage and museums specifically. So if you put that all together,
you get a really powerful number in economic terms ... For economic reasons, it
seemed to us that we needed to pay more attention to culture than perhaps we had
been doing in the past (Senior Policy Adviser)

Here, the cultural sector is using the rhetoric of economic growth as a strategy. The
ideas and statistics present a convincing case for culture which, when combined with
the opportunistic and proactive strategy, resulted in the WCP. However, whilst this
seems straightforwardly sequential, it is made more complex by many interviewees
showing little recognition of instrumental policies as we understand them. The term
‘instrumental’ is an academic construction and is not widely used in pract.ice. Perhaps
instrumental policies have been reinvented and reinterpreted for strategic purposes,
and no longer resemble that which is purported by the published work. This would fit
with the view presented here of the inversion of instrumental policies to serve
organisational needs. These needs are about fundamental survival and ensuring
continued existence, rather than merely achieving organisational goals. Viewed in fhis
way, cultural policy also takes on a new organisational role of protection, survival and

growth.

Essentially, what has occurred here is the formulation of a new policy that reflects
existing practice. The cultural organisations engineered a situation where a policy was
developed that would increase the work that they were already doing. By initiating a
policy that reflects practice, the aspirations and ambitions of the organisations can be
fully realised. To further explore this idea, Tate can be used as an example. An
interviewee from the organisation discussed the museum’s goal to expand its
collection to rgﬂect more of the whole world, rather than the Western sphere. In
order to do th}is, Tate needs to work internationally in parts' of the world that
correspond to the areas requiring attention in the collection; to make new contacts,
work collaboratively with overseas museums, gain knowledge, and in due course,
borrow and purchase new artwork. For Tate, expanding the collection is key to

securing economic stability and growth. By having a new policy which essentially
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replicates the work that they are already doing, the organisation can realise this
objective more rapidly and on a greater scale, with added investment from

Government.

Across the interviews, it was acknowledged that there was a tendency for policy, both
in general terms and specifically in relation to internationalism, to reflect the existing
work of cultural organisations, a point acknowledged by policy-makers, artists and

practitioners, for example: .

I. The international work of the Arts Council has pretty much followed the natural
activity of artists and arts organisations and actually, that's as good a strategy as any
... you can see the productivity of individual organisations and the strategy that the
DCMS has followed, so particularly the British Museum and the V&A to a certain
extent ... what the Arts Council is doing is just following the trends of the arts
organisations (Senior Strategist) :

2. It's [the international strategy] not telling you how to do it, or where to work, it's
actually reflecting ... And they [policies] are reflective of the strengths of the
organisations they support (Museum Director, emphasis in original)

ACE and DCMS are seen to respond to the cultural sector and to reflect its work.
This raises questions about the influence of arts practitioners not just on the policies
themselves but, as observed through the WCP, on the process of theirk making. It leads
to ideas about the power held within the cultural sector, and a reversal or subversion
of the conventional power structure. One interviewee talked about ACE
commissioning her to create a craft policy. Her starting point was to look at the
London craft landscape and identify how money could be spent to make
improvements. This involved interviewing a range of artists and practitioners to see
what commonalities there weré. She then compiled a report of these suggestions. This
example confirms that the approach to cultural policy is sector-centred and driven by
the needs and wishes of those already working in the arts. Indeed the DCMS’s
International Strategy extenSively discusses the existing work of the sector yet the
document is constructed to closely align itself with the FCO. Similarly, the Demos
report couches the e*isting work of the cultural organisations in the rhetoric of
diplomacy, to argue for and justify increased investment by Government. This adds to

the emerging pattern of strategy, rhetoric, power and influence over cultural policy.

151



Chapter Four argued that the international documents were not working documents
or policy frameworks. The only evidence of a general working policy pertaining to
internationalism is the WCP. The inception of the WCP was the result of proactive

strategy by the cultural sector, as the interviewees recognised:

It [WCP] very much came from the sector as opposed to DCMS deciding 'Ah, now
we'll do something about international culture! (Arts Manager |, emphasis in
original)

In essence, the WCP is an extension of the current activity undertaken by cultural
organisations, -allowing them to increase the volume and range of their natural activity,
the same work that forms part of their everyday business, whilst being seen to comply

with the Government’s diplomatic objectives.

GROUP 2 - PEOPLE AND POWER

This section explores the role that certain individuals play within the policy-making

process and focuses on Neil MacGregor as a case study to exemplify the power and

influence held by key personnel. It introduces the notion of a cultural elite, which

forms the central core of a strong network, comprising Government officials, civil
servants and cultural practitioners. These individuals are extremely powerful and held

i highr regard by both their peers and within Government. The case study is followed

by the final thematic map from the analysis, which depicts this information visually.

CASE STUDY 2 - Neil MacGregor

Neil MacGregor was born in Glasgow in 1946. His intérest in art was sparked by an
encounter with a Salvador Dali painting during a museum trip with his father at an
early age. He studied modern languages at New College Oxford before reading
philosophy at the Ecole Normale Supérieure in Paris, a period coinciding with the
protests of May 1968, in which he was active. MacGregor studied law at Edinburgh
University and when called to the Scottish Bar five years later, he decided to change
direction and pursué art history. During a summer school in Bavaria in 1973,
Anthony Blunt, director of the Courtauld Institute, saw MacGregor’s potential and

persuaded him to take a postgraduate degree under his supervision, later describing
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him as ‘the most brilliant pupil he ever taught’ (Adams, 2003:5). To date, MacGregor

has been awarded nine honorary doctorates.

In 1975, MacGregor took a lecturing post in art history at the University of Reading
and from there became the editor of the Burlington Magazine, a fine arts periodical. It
was whilst in this position that he was approached by the Board of Trustees at the
National Gallery (Blunt was a trustee) to assist them in appointing a new director. So
charmed were they by his conviction and erudition (Adams, 2003), he was offered
the job. This was controversial as MaéGregor had no experience of working in a
museum and the institution was fraught with problems from leaking roofs to an
outbreak of Legionnaires’ disease (Campbell-Johnston, 2008:33). However,
MacGregor proved to be highly capable and extremely popular, staying in posf fof
six years before becoming director of the British Museum in 2002, a position he

currently holds.

When he moved to the Museum, the organisation was in turmoil. Having recently
been separated from the British Library, the organisation was £5 million in deficit,
visitor numbers had plummeted, a third of the galleries were closed and morale was

low, with the staff that had not been sacked, on strike (Campbell-Johnston, 2008:32).

Nine years on, the British Museum is an iconic national establishment, receiving
seven million visitors a year. This transformation of a ‘venerable but little visited’
institution (Adams, 2003:5), into the country’s number one visitor attraction, or, as
art critic Campbell-Johnston describes it, ‘a financial basket case into a cultural jeWeI’
(2008:32), is largely attributed to MacGregor. The museum is now seen as vital to
the nation's lifeblood (Harding, 2008:2), with MacGregor widely recogniséd as an
influential figure within culture, politics and the media. Described by The Guardian as
‘the most politically savvy museum director in the game' (Adams, 2003:5), he is a
skilled political mover. His was a confidante of Tony Blair, accompanying him onv
foreign trips including China in 2005 where MacGregor signed a cultural agreement
with the National Museum of China, the first ever between a British and Chinese

institution. He invited Gordon Brown to open The First Emperor exhibition and Boris
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Johnson to open its successor, Hadrian (Campbell-Johnston, 2008:33), as well as
inviting other Government officials and international political representatives to

launch a range of exhibitions.

The Government clearly respects MacGregor. His refusal to apply admission‘ charges
at the National Gallery led to a transformation in Government thinking on the
subject '(Adams, 2003). The DCMS appointed him as its first and only ‘cultural
ambassador’ in 2007, a position that aims to increase the profile of British museums
around the world through an international exhibition programme and by fostering
‘global communication’ (Woolf, 2007:4). As part of this role, MacGregor is the chair
of the WCP, as_featured in the previous case study. He remains a trusted associate
of the Government and was recently commissioned to conduct a feasibility study

| into the potential for cultural institutions to develop endowment funds (Bailey,
2010). The Government’s choice of MacGregor for this role may have been
influenced by his negotiation of a £25 million donation to the British Museum by the
Conservative Peer Lord Sainsbury in September 2010, the largest philanthropic gift

to a British cultural organisation in 25 years.

Affectionately nicknamed ‘Saint Neil’ for his good cultural work and his devout
Christianity, MacGregor is perceived as ‘unerringly modest’ (Adams, 2003:5) and
‘curiously understated’ (Appleyard, 2009:4) for playing down his achievements at the
British Museum and wider role in protecting Iraqiv artefacts during the invasion
(Adams, 2003); for being the first director not to live in a grand apartment on its
premises (Campbell-Johnston, 2008) and for quietly réfusing a knighthood in 1999

(Kennedy, 2007) which, characteristically, he does not discuss.

This humble image has contributed to MacGregor’s messianic reputation (Adams,
2003), which is evident through the appreciation openly expressed by the media.

Campbell-Johnston describes him as:

a committed idealist who, in a world in which culture is increasingly presented as the
acceptable face of politics, has pioneered a broader, more open, more peaceable way
forward ... MacGregor is a man of great erudition, deep spiritual conviction, profound

personal integrity and a delightfully irreverent giggle (2008:33)
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The Times named MacGregor as ‘Briton of the Year’ in 2008. Journalist Kennedy is
similarly effusive in her praise of MacGregor in her article entitled He has not only
transformed the public's view of what the British Museum is for, but also the view of the

politicians. She states:

Whether dealing with visiting politicians, viewers, journalists, or millionaire donors,
MacGregor has a remarkable ability to make the person addressed feel infinitely
more intelligent than usual: it's genuine, but a most useful gift (2007:21)

Journalist Rustin describes MacGregor’s erudition and enthusiasm as ‘hard to resist’
(2010:26). Kennedy's article cites Maurice Davies of the Museums Association, who
acknoWIédges MacGregor’s skillful approach: ‘He's managed a very sophisticated
balanting act between pleasing the public and pleasing the politicians, and still being

seen as a world player’ (quoted by Kennedy, 2007:21).

MacGregor is credited with a host of achievements including radicaliy redeﬁning the
role of the British Museum (Campbell-johnston, 2008); moving the subject of
antiq.uities'up the political agenda (Adams, 2003); creating a ‘global society’ through
forging international cultural links (Campbell-Johnston, 2008); bringing the public
some of the world’s most spectacular objects and working with the Iragis during the
war to help protect their treasures. These activities have led to MacGregor being
perceived as a ‘cultural diplomat’. MacGregor’s numerous television and radio
appearances have helped cultivate this image. As well as being regularly interviewed,
he has enjoyed a more sustained media presence. Whilst at the National Gallery,
MacGregor presented two television series on art, Making Masterpieces (1997),
followed by Seeing Salvation (2000). In 2007, audiences were introduced to The
Museum, a ten week series which saw MacGregor presiding over the British
Museum’s collection. In 2010, MacGregor realised his most ambitious media project
to date with Radio 4's A History of the World in 100 Objects. This year-long series
“comprised 100 programmes, each written and narrated by MacGregor, which
focused on objects from the British Museum’s collection, as well as artefacts from

other collections across the UK, guiding listeners through two million years. Purves
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claims that the series itself is ‘one of the wonders of the age’, describing MacGregor
as ‘curious’, ‘gentle, ‘passionate’, ‘intelligent’ and ‘eloquent’ (2010:10). Its success was
followed by the publication of a book of the same name which became a bestseller.
Part of its aim was to increase attendance to the country’s museums, with research

suggesting that this has been achieved (Mahoney, 2010).

As in the political and media spheres, similar sentiments of approbation towards
MacGregor are echoed by his peers. His successor at the National Gallery, Charles

Saumarez-Smith, described him as:

one of the most able, intelligent and intellectually supportive people | have ever
known, with an extraordinary ability to get on with people of all sorts (quoted by
Campbell-Johnston, 2008:33)

The findings in this study reflect this wide admiration of MacGregor. Of the fifteen
interviews, seven participants discussed him directly and eight spoke about the
British Museum. From the interview data, the word ‘Neil’ was mentioned 55 times in
total and ‘MacGrego:’ 19 times. In one 45 minute interview with a Government
expert adviser, he was mentioned 14 times. Participants' referred to him by name,

by his position at the museum or by the title ‘cultural ambassador’. The words used
to describe him replicate those aforementioned, including ‘erudite’ and ‘persuasive’,
with one referring to him as a ‘cultured force for good'. It was widely believed by the
interviewees that the WCP was conceptualised, initiated, set up and implemented by

MacGregor, and furthermore, is controlled and owned by him.

The comnﬁentary so far has offered an insight into the nature of the relationship
between the national museums and Government. It is one of symbiosis, mutuality and
unity, and not the uneasy relationship presented by the literature. The first case study
showed how this positive i'elationship was integral to securing the £3m WCP funding.
. This case study demonstrates the importance of key individuals and how their personal |
and professional relationships aided the conceptualisation and implementation of the
WCP. Before presenting these arguments, the final thematic map for this group can be

observed in figure 6, which will be explained through the subsequent discussion.
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Figure 6 — Final Thematic Map of Group Two — People and Power

Influential Individuals

The case study illustrates how one individual is revered by the press, politicians and his

peers. These effusive sentiments were echoed by the interviewees, who discussed

MacGregor in extremely complimentary terms, for example:

But actually having a cultural ambassador, nominated by the Prime Minister, it's a bit
of an honorary role ... the World Collections Programme could be considered to be a
way of leap-frogging the British Council ... What's the cultural ambassador doing if
there's a 'head of ... you know ... it's a slight shift of power (Museum Director)

That is being led by Neil MacGregor personally because Neil is one of these people
who can articulate in a very erudite way the case for culture and why culture matters
in terms of civilisation and history ... In the end, the thing that got it [WCP] was that
Neil is a very persuasive person who, if you look across the cultural sector as the
whole, there's probably only a handful of people, of whom Neil is one, who can walk
into Number 10 and who the Prime Minister WI" listen to about cultural activity
(Senior Policy-Maker)

I was in Iran at the beginning of this year and Neil MacGregor had just signed a
Memorandum of Understanding with the Minister of Culture. The British Council had
been chucked out, the ambassador had been saying that they'd basically tried to say
that he didn't exist ... there were slogans in the street and demonstrations against the
British and the Americans, the BBC had just started the BBC Persian stuff which was
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being absolutely trashed and there was Neil MacGregor, signing this Memorandum of
Understanding with the Minister. When | went to the National Gallery, | mean they
treated me like royalty because Neil MacGregor had said that | was a good person ...
And the impact of this was just fantastic, single-handedly this man was doing the most
enormous ... brilliant job ... building capacity, building links, being a marvellous,
cultured force for good, really ... amazing (Expert Adviser)

The interviewee in the first quote comments on the shift in power and whether true
or not, it is seen as a transferral of power. The use of the word ‘honorary’ signifies
distinction and great respect. She further endorses this position by daiming that
MacGregor was ‘nominated by the Prime Minister’. Moreover, she refers to
MacGregor by his title, adding further grandiosity to her statement. The second quote
uses a number of superlatives to describe MacGregor. The mention of théPrime
Minister adds further gravitas to his importance; stating that he is in a minority that
influences Government at the most senior level. These quotes demonstrate that
MacGregor and the Prime Minister have a direct and positive relationship, rather than
MacGregor going through the Minister for Culture or DCMS. The third quote uses the
term ‘single-handedly’, firmly placing all responsibility and credit on one individual. The
interviewee emphasises MacGregor’s importance by positiohing his role in securing an
agreement in the midst of fierce political conflict. Furthermore, the interviewee
featured in the final ’quote was an expert adviser to the Minister for Culture, thus

showing the connection between MacGregor and senior Government officials.

The comments demonstrate the significance and influence of MacGregor. He is widely
believed to have been the driving force behind the Demos research that subsequently
led to the WCP, with the interviewees discussing the programme as if it belonged to

him:

I. It very much came from the likes of Neil MacGregor (Arts Manager |)

2. The World Collections Programme that you've probably heard about, which was set
up by the British Museum, is helpful because that pot of money sits there and can, at
Neil MacGregor's discretion, be used to facilitate a project (Senior Curator)

3. Other than the cultural diplomacy pamphlet that Demos produced, which was largely

ghost written by Neil MacGregor ... if you read between the lines, it's what
MacGregor says (Senior Policy-Maker)
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4. It's [WCP] owned and controlled by Neil and the other museums, it's not owned by
us [DCMS] (Expert Adviser) ~

The first quote attributes the idea of the WCP to MacGregor, the director of the V&A
and an expert adviser for the Minister of Culture, who, earlier referred to MacGregor
as a ‘cultured force for good’, again showing the links between Government and those
- within key cultural organisations. It also suggests some kind of collective power or
influence. The contribution of the idea to MacGregor again confirms his role in the
making of a policy which reflects existing practice. The second quote states that the
WCP fund is used at MacGregor’s ‘discretion’. This assigns ownership; placing him as a
central figure in its implementation and making him appear as the sole decision maker
in how the £3m is spent. As the Chair of the WCP, this may well be the case. A
connection between the Demos research and MacGregor is made in the third quote

where a senior Government official recognises MacGregor’s central role in the
creation of the document. So he is seen as the person responsible for the
conceptualisation, initiation, strategy, implementation, ownership and control of the
WCP. |

The quotes so far in this section build a picture of the pbwer held by this one
individual. There were a few other people, all museum directors, who were also
discussed in highly positive and influential terms, but MacGregor was by far the
strongest example. The connections between these individuals result'in higher levels of
power and influence. The anecdote below offers a further insight into these

relationships:

We then had this brilliant dinner where David Miliband, Douglas Alexander and James
Purnell, so that's three Secretaries of State, Foreign Office, International Development,
Culture, sat down with a group of cultural leaders and talked about cultural diplomacy -
- and what it meant and of course what’s fantastic about this sort of networking really, |
mean, David Miliband and Douglas and James were dll ... Douglas became a
politician first but David was James' and, sort of, my boss, really, he was head of the
policy unit when James was cultural adviser and | was special adviser here, we have all
known each other now for decades ... It was fantastically exciting for the cultural
world and indeed has opened doors in the Foreign Office where now we've got a
senior civil servant who takes us all much, much more seriously (Expert Adviser)
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There are several points to make here. Firstly, that the influential individuals span both
Government and the cultural sector. Secondly, the individuals concerned are well '
connected on both a personal and professional level. Thirdly, the interviewee uses the |
word ‘networking’ but since she also acknowledges that they have known each other
for ‘decades’, ‘networking’ does not accurately reflect these long and close
felationships. Her mention of ‘dinner’ adds a further social element to these
relationships and helps build a picture of how these influencers interact and make
decisions. This suggests that key decision making is largely hidden, nof in a secretive
wéy but since it happens behind closed doors and is based on social interactions, the
processes are not transparent and the public is excluded. A further quotation by an
expert adviser adds to this. When questioned about thé conceptualisation of the
WCP, she states: |

It really was sitting on aeroplanes going around America going 'look, we've got the
Comprehensive Spending Review, we've just managed to turn getting a minus amount
for this department into a plus amount, what shall we do? What shall we do for Neil?'
(Expert Adviser)

This quote confirms that closed conversations form the basis of policy-making in this
area. It also reveals that the policy itself centres on MacGregor. The question she asks
reveals the importance of this one individual within cultural policy and its making.
Furthermore, policy-making takes on a personal dimension - not only through the
individuals involved in making seemingly arbitrary decisions but also through the
attempt to satisfy Neil MacGregor, rather than broader political objectives. The
Demos report is key here as it roots the policy within a political perspective, using
rhetoric to rationalise and justify the role of the arts. The Demos research was used
strategically to obscure these personal motivations, allowing them to dictate policy. So
instead of the Demos research leading to the WCP, it facilitated it. When questioned

on how cultural policy is made, an expert adviser replied:

So how's policy made? Well, it's rather kind of personal (Expert Adviser)

A strong network is beginning to emerge, which has a recognised hierarchy, with

practitioners such as MacGregor holding a central role, skewing or even subverting the
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traditional power structure. Conventionally, this would suggest a ‘bottom-up’
approach, were it not for the fact that those at the ‘bottom’ are equally as powerful, if
not more, than those at the ‘top’. To add to this complexity, another anecdote from
the expert adviser offers a further perspective on policy and its making. Here, she

recounts her attendance at a conference:

I met a civil servant in a conference ... and he was doing a presentation about our
[DCMS’s] creative industries strategy, he was 22 and he'd got all these slides and |
didn't recognise it, you know, and I'm probably closer to this strategy than almost
anyone who is, apart from the ministers, and it was just a whole load of weirdo
diagrams ... | mean he did it well, but, you know, why would he know? (Expert
Adviser, emphasis in original)

From this perspective, policy is not to be shared, but is something that takes place
between selected individuals. Wider circulation is unnecessary. This is not just with
regards to the broader general public but, interestingly, is in relation to the
interviewee’s colleagues. This corroborates the idea that policy is made through highly

personal, individual and autonomous decision-making.

" The Notion of the Individual

A strong theme running through the interviews was the notion of the individual per se
and the importance of particular people in making things happen. These individuals are

“proactive, often cellaborating with others in the network. The importance of
individuals more generally was widely acknowledged by all of the interviewees, for

example:

I. I think that was like most things in life, down to the individuals concerned ... | guess
that comes down to the individuals ... it always boils down to the individuals
(Independent Curator) ’

-2. Very often it has to do with an individual, that's the thing, somebody who is the
. director who is going to fight for that organisation, get more money when it comes to
that bidding time and they've got an idea that's going to inspire somebody in some
Foreign Office or other department (Gallery Director) :

3. As with so many things, these things come down to individuals ... if you've got a high

performing individual in a dysfunctional organisation, you can still get some really good
stuff out of it (Senior Policy-Maker)
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These quotes are a small selection from a consensus that individuals are paramount to
making things happen. The second quote draws attention to the crucial role of the
director. Interviewees recognised that personal motivations shape the actions of these

individuals, for example:

I. It's partially driven by people who have an interest ... it isn't really driven strategically
(Senior Policy-Maker)

2. I think that too often, those projects are down to the interests of an individual, rather
than a strategy for cultural organisations as a whole ... | mean the Syria thing is do
with Stephen Deuchar's kind of deep passion for the Middle East. So it's often down
to the serendipity of individuals (Senior Strategist)

3. That came out of a personal desire on both my part and the British Council's Prague
office and the people who ran it at the time to get to an exchange going ... | just
really wanted to make it happen (Independent Curator)

The approach cannot be strategic if personal interest forms a key motivation. These
powerful individuals link their own personal agendas with broader political priorities,
to enable them to present a compelling argument for support. To illustrate this
further, it may be useful to draw upon the previous example of Tate and its ambition
to expand its collection to take in all aspects of the world, rather than focusing on the
Western perspective. The former director of Tate Britain, Stephen Deuchar’s personal
‘passion’ for the Middle East was the starting point here. His enthusiasm to drive it,
coupled with the organisational aspirations that can be loosely connected with wider
political objectives, make a persuasive case. Thus members of the cultural elite shape
policy and its making. In essence, the ‘strategy’ is itself the personal agendas of the

individuals concerned.

‘The discussion in this section offers new insights about the nature and role of policy. If
the international policy reflects the existing work of the museums and the existing
work of the museums is based on the self-interests of a small number of individuaIS,
then the policy is formulated on the basis of the personal preferences of a handful of
individuals. This gives the concept of ‘instrumental cultural policies’ a whole new slant
as this case shows that the policy is instrumental in achieving the personal agendas of -

the cultural elite. It also shows that instrumental policies can move in both directions
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and not only refers to the attainment of political goals. Furthermore, this further
reveals the inaccuracy of the literature on instrumental policies. As its conceptual basis
has not been fully recognised or explored, claims such as those made by Gibson, that
all policy is ‘constitutively instrumental’ (Gibson, 2008:249), and Gray (1996; 2008),
that all policy is instrumental in the sense that it is meant to achieve something, take on.

a new and different meaning.

Networks

Recognising the importance of the network is central to fully understanding the
environment within which these key individuals operate and how they have the ability
and means to be so influential. This section discusses the importance of the network

and develops some of the ideas already presented.

A dominant theme throughout the interviews was the strength of the network,
recognised by all fifteen participants. One way in which this was articulated was
through the positive relationship between Government and the cultural sector. In
describing her everyday work, one arts manager illustrated the positive and

consultative nature of this relationship:

I'd like to seek advice on whether or not it's a good ideaq, then I'd go back and ask
DCMS because it's their money and the Foreign Office because, actually that's where
the local expertise is ... I'd probably go to the DCMS and say ‘would you be happy for
us to use this money at the moment, to go to this place?' and then I'd probably go to
the Foreign Office and see whether this is a sensible thing to do at the moment ...
We've never had a disagreement ... | would check back with DCMS just to make
sure that they're happy ... that constant sharing of information is the bedrock ... just
keeping talking to each other and working out where are the long-term priorities and
seeing where those might work together so that cultural organisations can have their
priorities and understand the Foreign Office has theirs ... as long as you keep up
those conversations between the cultural organisations, between Government and the
directors, and the British Council ... DCMS and Government is now particularly
interested in working in Iraq ... if there are opportunities they feel that might enhance
the work that we're [British Museum] doing, then of course they'll highlight those to
us (Arts Manager )

Four points about the relationship between the Government and the cultural sector
are expressed here. First, the cultural organisations are mindful of political priorities.

The policy reflects the existing work of the cultural organisations and at the same time,

163



connects with Government’s geographical priorities. Second, there is also an
acknowledgment of the ambitions of the two parties and the need to work together to
achieve their respective goals. This can be linked back to the literature on cultural
diplomacy in Chapter Two, which alluded to the idea that Government and the
cultural sector can both achieve their goals to their mutual advantage. The approach
appears to be wholly collaborative, working together and using the knowledge held by
distinct groups to be effective. Through acknowledging the expertise held within the -
departments, the interviewee demonstrates a respect for Government. Third, there is
open and direct communication between the Government and the cultural
organisations. Lastly, stating that the parties have ‘never had a disagreement’ suggests a
long-term, cooperative and positive relationship, again at odds with the literature. A
number of interviewees discussed this favourable relationship between Government
and the cultural sector. For example, one arts manager expressed the wish to work

more closely with Government, in this instance, the local authority:

Going back to the political agenda, we asked the local authorities if they wanted to
partner us on the programme (Arts Manager 2)

" The literature propagates the view that the cultural sector should resist instrumental
policies due to the wealth of negative consequences and that such policies create
tensions between the sector and Government. These quotes demonstrate the exact
opposite. In the quote above, the interviewee refers to the local authority as a |

‘partner’, a word that was also used by a senior Government official:

the BRIC countries [Brazil, Rdssia, India, and China] are our politicdl priorities so
engagement with Brazil is in itself a good thing and we trust the partners (Senior
Policy-Maker)

The participant mentions the word ‘partners’ in relation to the cultural sector, thus
confirming this sense of a close and equal relationship between the two parties. By
stating that engagement with Brazil is ‘in itself a good thing’, this demonstrates a lack of
prescription and direction. The word ‘trust’ builds on this idea and suggests a level of
confidence felt by Government towards the sector. An arts manager from the British

Museum expresses a similar sentiment:
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[it's an] acknowledgment that the museums knew what they were doing, which was
quite refreshing (Arts Manager 1)

The Government official expresses this from the other perspective, stating:

if we try somethihg and I'm told by the sector 'hang on a minute, you're intervening
far too much here, just let us get on with this', then that's fine and we can stand back
(Senior Policy-Maker) '

According to these accounts, there is a two-way respect and negotiation between
those in Government and the cultural sector. The first case study commented on the
lack of preséription regarding the WCP and the quotes in this section suggest that
prescription and direction are not necessary when trust is involved. It is generated by
the network to which the Government and the cultural organisations both belong, with
individuals like Neil MacGregor as prominent leaders. The literature described the
imposition of instrumental policies as imposed from the outside but this analysis firmly

places the cultural sector within the decision making process.

Movement between Institutions

The strength of the network was also revealed through the degree of movement
between institutions, with individuals moving from the cultural sector to and from

‘ - Government, arts organisations and agencies such as ACE. There were many instances
of this. For example, one interviewee was director of Arts Strategy at ACE and had
previously been at Tate; another was expert adviser to the Minister of Culture but had
a long history as a performing arts practitioner; one participant, now at the British
Museum, had been a former civil servant; and another, who was a freelance curator,
had previously worked for ACE and British Council. These connections came across

strongly in the interviews, for example:

I. I [British Museum] worked directly to [sic] the Director of Culture [DCMS], the then
Director of Culture, who's Alan Davey, who is now Chief Executive of the Arts Council
(Arts Manager 1) :

2. Our Director of Planning [British Museum] ... created a little policy team of three of
us but two of us are ex-civil servants... the Natural History Museum, their director
has a special adviser, who's another former civil servant who used to work at Defra
(Arts Manager 1)
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An expert adviser explained her own multiple moves between the cultural sector and

the Government:

I came back here to work ... invited by Chris Smith in 1999 and | worked for Chris
and then for Tessa Jowell and then | went off to do Chichester Festival Theatre and
Manchester International Festival and then | came back with James Purnell and James
had been adviser to Tony Blair when | was adviser to Chris Smith, so we were doing
the same jobs but in different buildings. | was here, he was at Number 10 and | was
sharing this office ... with ... Andy Burnham. So James said 'please come back
because I think I'm going to be the Secretary of State and that's just amazing, and
instead of having to persuade everyone to do things, we could just do them' (Expert
Adviser) - , -

A cohesive network with a history is beginning to take shape. The individuals involved
have known each other for a period of time, one reason for the strength of the
network. Hence, the interviewee’s statement that ‘instead of having to persuade
everyone to do things, we could just do them’, which implies a substantial degree of

trust and autonomy.

This movement between institutions became apparent ‘when‘initial research was being
conducted into the most suitable people to interview. It was clear through researching
the career paths' of the potential interviewees that there was a lot of njovément
between the organisations. It was also prominent during the interviews, where the
majority of participants enquired who else was being interviewed and proceeded to list

the individuals that they felt might be suitable. Here are some examples:

I. I mean she was at the DCMS ... our cultural ambassador, of course, is Neil
MacGregor, you should talk to him if you can (Senior Curator)

2. If you wanted to talk about that, Anna Jobson at the Arts Council would be the person
to have an interview with ... she's great ... she used to work with us here, sorry, this
is by-the-by, but she came from the directors office, she was head of the directors
office here, and went on to the Arts Council from here and | know that's one of the
bits of work that she's involved in (Museum Director) ‘

3. Yes | know Kathryn. You've got Anna from the Arts Council who is the best possible

person ... see if Anna can find you someone at the British Council (Museum
Director) '

166



4. Andrew Nairn and | were talking about it recently and he would be an interesting
person to talk to actually, now at the Arts Council [former director of Modern Art
Oxford] (Gallery Director)

5. The reason why | suggest Keith is that for the last couple of years, the responsibility
for international has sat with various people within DCMS and he has recently gone to
try and consolidate their position ... and then the person at the British Council is
Andrea Rose ... she is Head of Visual Arts. The head of the arts team at the British
Council is called Rebecca Walton but she's mcred:bly busy, or you could try Paul
Howson (Senior Strategist)

6. ...and you should probably talk to Katie Childs ... Katie will be able to give you lots of
material on that (Expert Adviser)

Sometimes the characteristics of the network were revealed by the interviewees, for

example:

Our museum directors, so the big cultural players, are all very well connected, they all
know each other, Neil's on the board of the National Theatre, so there are other links
without the sort of artificially created ones as well and if there are ways in which it
would be beneficial to work together, I'm sure that they would be found, in our
interconnected cultural realm! Sneeze in one place and somebody else reports that
you've got swine flu! So everybody knows each other. | was at a conference ... | read
-down the acceptance list and realised that there were a number of multiple names
because so many people were married to each other! So that could have saved a
fortune on mailing! (Arts Manager )

This raises a number of issues. Firstly, the interviewee above refers to the museum
directors as ‘the big cultural players’, which adds to this idea of influential individuals.
Secondly, she mentions that Neil MacGregor is a Trustee of the National Theatre. This
shows further professional connections within the cultural sector, across artforms and
moreover, the network itself. Thirdly, she recognises the concept of the network,
labelling it ‘our interconnected cultural realm’. The selection of the word ‘realm’ itself
has connotations of a self-governing kingdom. Her joke about swine flu adds an
intimacy, suggesting that those within the network know each other on a personal
level. This is confirmed by the mention of individuals within the sector being married

to each other. All these elements collectively strengthen the network.

The document analysis in the previous chapter concluded that the texts were not

working documents, or policies that informed or guided action. The data here present
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a viable alternative, suggesting that the real policy-making happens through these
associations between individuals. When questioned, many interviewees confirmed this,

including artists:

I. Yes...actudlly, thinking about it, yeah, everything has actually ... like | did a project in
2006 in Salzburg and that came out of Heidi Schaffer ... she got talking to this
person in a gallery and then instigated this kind of artistic exchange between a group
in Sheffield and the group in Salzburg and then | had a show in Toronto in 2006 as

- well and ... I'd organised a project in Nottingham that this artist from Toronto has
participated in it and she came over and she also curates a space, so she saw my _
work there and then | also met up with her when she was again across in the UK ... |
showed in Athens ... one of the students on my course is from Athens and my
flatmate and my very good friend and her friend Margarita who studied at Slade in
London came to stay with us and she had seen my degree show and then | was just
making an application for something else, for a residency in Rome, one morning at
breakfast and | was asking her objectively if she could look at my slides and then a
few days later she said 'oh, I'm curating this project, | would really like you to be part
of it!' (Artist 4, emphasis in original)

2. | eventually managed to find one in one of the consulates and traced the authors of
that to Tongji University [China] and these people had started off as professors there
and ended up in government. And | ended up meeting with Professor Tang who had
been the deputy author and was writing the next five-year plan for Shanghai and he
was trained at Liverpool University ... And it was because some of the same
consultants were involved and some of the same bodies of knowledge were involved
... 5o | found this fascinating and disturbing (Artist |)

Evidéntly,‘the links of the network cross international borders. The movement

between institutions even includes from a UK university to the Chinese government.

This movement between institutions was also exploited by the DCMS in the
implementation of the WCP. A civil servant who had worked.on the development of
the programme was seconded to the British Museum for 18 months to ensure its
smooth operation. This person is now employed by the museum itself to continue

working on the programme. She explains:

[the WCP] was what | was working on when | worked at the Department of Culture,
we'd been working on some sort of support for cultural organisations ... | moved here
in the January after we had got the money, so | came over with the project to ensure
some kind of continuity. I'd done a little bit of thinking about it as a civil servant,
having had the allocation, so | was beginning to think about how it might work. And so
in a sense, it made sense to have that same person to be able to put that into
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practice. And it was good for me because having done policy work, to then be
organising and getting a little bit more involved, that's quite rare in terms of
Government to be able to go from the intellectual reasons why a department supports
something right to the point where you're sat in the debate that it's funded (Arts
Manager 1) - '

When questioned further about how the WCP works in practice, the interviewee

replied:

obviously it's our money and we work at arm'’s length ... it's our money in terms of a
grant and so if there's anywhere | think I'd like to seek advice on whether it's a good
idea or not, then I'd go back and ask DCMS because it's their money (Arts Manager

)] '
The interviewee seems to have a dual loyalty. In moving from the DCMS to the British
Museum, she retains a sense of néeding to contribute to the objectives of the
depértment and its priorities. She demonstrates allegiance with DCMS but is based
within the British Museum and is now employed by the institution, so also has a
responsibility to it. Having an individual who has been involved in the development of
the policy, then move into an institution in the implementation stages, is likely to

ensure its success.

This movement between institutions is regarded as an innovative way to work as the -
* practitioners involved. in the planning stages have the knowledge and experience to

know whether something will work in practice, as one interviewee explains:

Ruth MacKenzie, who had done a lot of international work herself because she used
to work for the Manchester International Festival, and James Purnell talking about it
and sort of working out what would be the most practical way, which | think is a
fantastically refreshing way to work in Government (Artist Manager |)

Both parties benefit as Government employees with experience of the sector have
both practical knowledge and sympathy for the arts whilst civil servants, now working
within the cultural organisations, are able to ensure that practice is aligned with

political objectives.
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Overall, the network has a number of dimensions - pervasiveness, longevity, potency,
comprehensiveness, persistence, coherence and extensiveness - which all add to its

power and durability.

Creative Autonomy

The interviews were full of ideas about the need to maintain artistic independence and
creative autonomy at all levels. The first case study discussed the open nature of the
policies. Interviewees appreciated the lack of prescription. They valued their high levels

of autonomy, for example:

| feel like a fairly independent voice, | don't work for the Government and they pay me
to be that independent voice, | mean nobody's telling me what to say (Gallery
Director) :

Many participants used similar language when discussing their position, for example:

I. Just because the British Museum and we know what each other are doing, it doesn't
mean that they tell us what to do or vice versa, or anybody tells us what to do (Senior
Curator, emphasis in original)

2. We wouldn't be told that we had to have a show in Beijing ... it sounds a bit arrogant
to say that but you wouldn't do it (Museum Director)

3. ... an arm's length relationship ... you never want to be in a position where the
Government is telling you what to do ... | think that's how you manage to maintain no
one telling each other what to do (Arts Manager |, emphasis in original)

This idea 6f not being ‘told’ what to do was strongly emphasised by a number of
participants, which was very different from the situation presented by the literature.

~ The cultural sector and Government have been shown to belong to the same network,
with individuals enjoying close relationships and key personnel making decisions

collaboratively and autonomously.

In fact, autonomy is such a strong force within the network that a senior manager at
the British Council described a scenario when curbing it proved difficult. The following
anecdote explains how steps were taken to reduce the close connection between the

Arts Department within the British Council and the cultural sector, to bring the
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department back into the institution that it belonged to, as its allegiance was found to
be with the sector. This exemplifies the strength of the network. It is a long quoi:ation
but has been included almost in its entirety as it covers a large number of themes from
the data analysis such as networks, movement between institutions, autonomy, social

interactions and power. The interviewee outlines the situation:

This Department has always had its own ethos; it used to have its own building. Not
so long ago we used to live in a completely separate building in London ... which may
seem to you to mean nothing at all but institutionally, these things really make a -
difference. They ran themselves, they were semi-detached from the organisation, they
never felt obliged to have any real conversations with anyone they didn't like ... this is
literally how it was! It's a very powerful department. Traditionally, it was the most
powerful department back in the '40s and '50s and '60s because, and this is still the
case ... it is by far the best connected department to the sector in the country. So
they have tentacles right out to individual artists, to galleries, to theatres, to whatever
... in the arts world you've got individudls, galleries of three people, National theatre,
everything inbetween. So, this Department's connections with that sector is very, very
close and it resents, as many of them are either ex-practitioners or are very close to
the artistic world, they hate structures and managerial stuff, you know, they tolerate it.
So there they lived in their own department, they had a theatre and a library and they
had a very nice life in Portland Place. In about 2000/ 1, they had to come to this floor
in this building but they hated it and saw it as a diminution of their power, they hated
losing their space, they hated everything about it. And they also hated the increasing
centralisation that was going on because it, the way they operated was much more
about people knowing people, having quick conversations, 'yes, yes, we can do that',
_the networks, everything, and what happened was that the organisation literally
stripped that away from them but there was nobody having a mediating conversation
between the Department and the organisation ... So in the winter of 2007/8, the
Department turned to the sector and to the newspapers, which is, | mean, you can be
sacked, it's a vehement thing to do in institutions because it breaks the confidence
completely and the sector rose up in defence of the Department and the papers
waded in ... this organisation is the most sensitive to bad reputation of any probably
because its reason for being is so nebulous in a way and so much to do with people
just believing, that a dent in the reputation is very painful and top management was
“shattered and the Board of Trustees was also absolutely shattered by this ... | was
invited to come and take it on! I've never worked in this Department but | had
presumably got enough of their confidence to start a journey of the rebuilding and we
have really, really rebuilt so that | can now say to you I'm very, very confident about
the future of the Arts in the organisation but there's still more to do, there’s still more
professionalism to build back overseas where we've lost it (Senior Arts Manager)

This anecdote has several familiar themes. The interviewee begins by saying that the
department has ‘always had its own ethos ... its own building’. This demonstrates

autonomy, as does ‘they ran themselves, they were semi-detached’. She talks about the
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