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Jude Bloomfield

Challenge Paper on Performing Arts
:
Setting the Intercultural Stage
1. Immigration and Citizenship  

Six major immigration and citizenship regimes can be identified in Europe. Although these are undergoing change, they have affected the nature and openness of the national arts funding systems:

i) 
corporate multiculturalism (Britain, Netherlands) 

ii) 
civic republicanism (France; Wallonia in Belgium) 

iii) 
formerly ethnic nationalist – Gastarbeiter regimes (Germany, Austria) 

iv) 
Southern Mediterranean formerly laissez-faire to exclusionary regimes with periodic amnesty and regularisation (former countries of emigration: Italy, Spain and Portugal) 

v) 
minority nations (e.g. Scotland) 

vi) 
traditional territorial minorities (Eastern Europe) 

The kind of immigration/integration regime has exerted a direct effect on the nature and scope of performing arts because of the link between citizenship and 
a) access to the national funding regime 
b) social visibility & cultural recognition.
2. Political and Aesthetic Movements generating Intercultural Forms 

i) 
In countries with post-colonial migration and citizenship, a number of 'black' independent companies established themselves in an inherently intercultural way, with mixed artists, audience, repertoire, forms/languages and collaboration though often they were often ethnically designated to marginalise them: 

e.g. Black Blanc Beur the first French hip hop dance company, of mixed ethnicity in its name and composition of the founding artists, but for 20 years never received state subsidy. 

Abdulaziz Sarrokh, artistic director of Hush Hush Hush, the Belgian dance company fusing Moroccan, Muslim and hip hop in a bilingual Flemish context refuses the label multicultural: “I also choreograph with Wim Vanderkeybus and Alain Platel…. They are also contemporary companies working with dancers from different countries but they are not labelled that way.” (Interview with Abdulaziz Sarrokh, 19.06.03) 

As the Btitish Asian theatre company, Tara Arts’ founder Jatinder Verma puts it, when they put on the Mahabarata, they were an  ‘ethnic minority’ com​pany, when Peter Brook did it he was intercultural…

ii) 
Popular theatre and the post-1968 political and cultural ferment - alternative theatre of emancipation -> a primary source of the develop–ment of interculturalism 

e.g. Theatre Royal Stratford, London - tradition of people’s theatre
; 

Teatro dell’Angolo, Turin
 children’s theatre of emancipation;
Teatro delle Albe, Ravenna
 – ‘political vision’
.
iii) 
Political aesthetic influences 
-   Peter Brook’s anthropological research on non-European theatre tra​ditions and ‘rough’ theatre in abandoned industrial spaces in working class areas where ethnic minorities came to be concentrated

e.g. like Collectif 12, Mantes La Jolie,
 (Greater Paris region); 

and influence on avant-garde theatres like Theater an-der-Ruhr, Mühlheim
 Germany; Olaf Toneel, Rotterdam, Netherlands
 
-   Grotowski’s dark, political, Catholic inflected ‘poor theatre’ – on both East and Southern European companies like Teatro di Nascosto in Italy, Meta Theater
 in Munich and Borderlands in Sejny, Poland

3. Policies to Diversify in an intercultural direction 

UK and Netherlands – where institutionalised recognition of cultural diversity already existed but had failed to transform access, management, leadership of cultural institutions: – legislative intervention has followed.

UK to equalise access to artistic institutions – training and access programmes of the Arts Council, New Audiences programme
:
· 2000 Race Relations Amendment Act obligations to have policies in place to ensure diversified boards of management, recruitment, training, audience;
· decibel programme to profile and showcase work of minority ethnic artists and companies.

Netherlands – Dutch new cultural policy under Rik Van den Ploeg 1999
 onwards: 
· opening up of cultural institutions to immigrants, diversifying audiences through programming strategies and community links, 

· Dutch Ministry of Culture, 2001 – a voucher scheme enabling children from low-income families to attend performances. 
*Altered criteria of evaluation of ‘quality’ to include communication with the audience:
· representation on the Cultural Council’s advisory committees and the management boards of cultural institutions diversified. 

· The Amateur Art Fund exemplary action by filling vacancies on its advisory boards with ethnic minorities or people under the age of 30. 

· Work placements and mentoring cultural minorities 

4. Strategies to counter restrictive national regimes

Despite often unfavourable national immigration & citizenship regimes ‘inventive subversion’ can be found by nationally funded festivals, friches, arts centres or local government initiatives. 

These create channels of access and informal funding for culturally diverse com​panies that subvert the exclusionary nature of the national funding systems:
Italy – some highly subsidised dance companies give up some of their perform​ance slots – minimum number of slots required to gain subsidy from the Ministry of Culture - to unsubsidised cos. e.g. In Compagnia dance company in Milan
, founded by Brazilian dancer Regina Marques, has developed co-productions e.g. with the Bergamo Festival that covers overheads, and places her pieces in left​over theatre slots. 

France – the friches although they do not recognise cultural diversity in an ethnic sense, only in terms of disciplines, have opened up the unding system by locating in deindustrialised areas of high minority ethnic population,  attracting diverse artists 

e.g. Aide aux Musiques Innovatrices
 in friche Belle de Mai, Marseilles 

though there is a lack of positive encouragement policy so no visible diversifica​tion in the structure & management of friches – they remain overwhelmingly white.

Spain – festivals have opened up spaces for diverse artists who have no access to the funding system like La Mercé
 and the Noves Veus Mostra intercultural de creacions escèniques (New Voices Festival of Intercultural Theatre, Barcelona)
. Established in 2003, in a series of modest, alternative spaces, it showcases work of unsubsidised small migrant companies.

5. Strategies of individual theatre and dance companies to diversify and become intercultural
i) Opening up dialogue by diversifying audience  
For theatre to renew itself and speak to the needs of society, it has to renew its audience, reaching new strata traditionally excluded from theatre and groups which are new to the society. A number of different strategies have been adopted
· using ‘ambassadors’ of ethnic minorities to bring in their communities to diversify the audience

· diversifying marketing and publicity – finding culturally sensitive means of attracting diverse audiences – hairdressers salons  or markets  as in the case of Collectif 12 theatre in the area of former riots of Mantes La Jolie/Paris region. 

· creating intercultural spaces by  changing the building to make it more open access, culturally attuned to differences, or going to diverse places to reach wider audiences:   

e.g. Leicester Haymarket’s foyer policy
 to overcome the ‘sacred aura’ of the institution, by making it an informal meeting space for dropping in, with exhi​bitions of work from local schools and youth clubs and open plan café so staff were on first name terms with the young people. The design of the new theatre currently being built reflects the desire for transparency, for perform​ance to be visible and accessible to the public on the street and draw them in.

· taking theatre to audiences – travelling, using disused industrial premises  and community halls e.g. Tara Arts in trilogy the Journey to the West
 - retrieving East Asian migrant history. In each space the trilogy was staged, they approached local communities in advance, getting the children to tell their own stories of journeys, and those of their parents and grandparents, then young people presented short pieces as a prologue to each part of the trilogy, one group of kids recounted an explosion in the gun factory in Wrexham, while in Southend, a Bosnian group dramatised their own traumatic route to England. 
· diversifying recruitment and casting of artists, based on the belief the audience will be attracted to the space if they see artists are also ‘people like me.’ 
Theatre Royal Stratford, in East London –black youth theatre and musical theatre writing workshops leading to mainstage musical productions such as  Da Boyz (2003)The Boys from Syracuse(2004)

ii)  Diversifying Programme/Repertoire and Evaluation

recognising that for theatre to renew itself and attract new and young audi​ences, it needs to diversify the stories it tells and the aesthetic forms it draws on. This has taken many forms from reinterpreting the traditional canon to commissioning new writing from a range of minority writers, from workshop collaborations to scouting for new diverse artists and companies

In mainstream ’white’ theatre and dance companies, experiments have been carried out to: 
· programming selection by committee of migrant representatives on the basis of proportional representation – a multicultural conception, accounting for 30% of the programme of Theater Zuidplein Rotterdam
 – referred to as ‘multicultural’, while the remaining 70% is conventionally programmed. The representatives are treated as ambassadors of their community and culture and are paid to visit productions all over the Netherlands and even abroad, so they become quite expert.
· diverse casting not just in stereotypical ‘ethnic minority’ roles, but across ethnic type and in roles where ethnicity or identity are not the main issue. 

· established theatres/dance cos. incubating culturally diverse perform​ers, theatres or groups in their  own company – NES in Amsterdam, Theatre Royal Stratford
· appointing specific programmer/scout to navigate unknown diverse scene  
e.g Lauren Saraber multicultural programmer for 6 theatres and dance compa​nies in Amsterdam has scouted places unknown or inaccessible to policy-makers and artistic directors alike: Hindustani centres, community centres, flamenco cafés, tango salons, small auditoriums in dance centres, salsa parties and Turkish parties, to bring new dance forms on to mainstream Dutch stages.

· work with immigrant youth socially engaged artistic practice to renew audiences e.g. NES in Amsterdam – 30 % of main stage productions generated with youth groups 

Dito Dito, Brussels work with migrant youth through local youth clubs and neighbourhood centres  over 2 years, to generate artistic material that reflects contemporary urban reality produced on their main stage or in local commu​nity theatres
· mixing local tradition and imported traditions – Teatro delle Albe, Ravenna,
 Italy – ‘Afro-Romagnolo, in local dialect and Wolof with Senegalese migrants who come from griot tradition, fused new language and form
· developing collaborations with migrant writers, establishing black writers’ and directors courses to create diverse contemporary repertoire– e.g. Theatre Royal Stratford; Dito Dito, Brussels, collaboration with Algerian Belgian writer Nedjma Hadj; the Hollandse Nieuwe Festival for new Dutch writers, 
iii) Shift in Forms and Meanings of Interculturalism 

Development of debate, networks and new forms of theatre production, distri​bution and funding for intercultural work. 

**New understandings implicit in the work can serve as new criteria for definition and evaluation of artistic value 

Development of Debate through intercultural European networks:
Comedia www.comedianetwork.org – the EU-funded network, set up between Parc de la Villette in Paris, Nes in Amsterdam. WUK in Vienna, Institut de Cultura, Barcelona and ACTO in Esterrejo, Portugal has created a forum for debate through conferences, discussions, specialist reports and now a website 

It has experimented with workshops leading to performances and international co-productions shown in the respective participants’ cities. It has the potential to develop into a European-wide production and distribution network for intercul​tural performing arts. 

IETM www.ietm.org – a European funded network of independent theatre and dance has raised the profile of intercultural arts, by financing research and high​lighting the debate at its conferences and promoting, with EFAH, the Civil Society Platform for Intercultural Dialogue

LIFT www.liftfest.org.uk – the London International Festival of Theatre, renowned for its experimental international theatre collaborations through its biennial festival in unusual sites across London, has opened up a new phase of dialogue around globalisation and diversity through the Lift New Parliament. Strategically located in East London among the city's most diverse and youthful population, the Lift New Parliament is intended as a platform for ‘local and global citizens’ to engage with global challenges through the medium of theatre in a programme curated by an international team of artists and producers working with local communities to enable cultural and political change. 

Development of Intercultural Trajectories 
Tendency to disavow ethnic designation either for instrumental reasons
while embracing an intercultural approach
e.g. the Belgian companies Dito Dito and Hush Hush Hush stressed the social or artistic motivations for their work for strategic reasons of evading the prejudices of funders, 

or to claim artistic identity over ethnic designation – trend among artists to refuse ethnic labelling and insist they are an artist first 
· e.g. Käfig hip hop theatre in Lyon, France – refusal of ghettoisation, artists want to be seen as French rather than as French Algerians;
· U.K. playwright Tanika Gupta – complaint not seen as playwright but ethnic minority

Emergence innovative intercultural theatrical forms

1) New ‘theatre of migration’/refugee theatre – not only mixing traditions  and genres in the work but drawing directly on migrant and refugee experi​ence, personal stories, language, song etc. of culturally diverse artists with novel intercultural spaces and funding

e.g. Teatro di Nascosto, Volterra, Italy
 – theatre of reportage of life stories of asylum seeker and refugee actors – direct witnesses – convention with Amnesty International, Medicins sans Frontières & ICS for 2 years for 40 performances in public spaces, e.g. played to 1,000 people in Milan Central Station

Maschere Nere, Milan
 also NGO funding, collaboration of Senegalese migrant griots and Italians synthesising musics and texts

Teatre du Soleil, Paris, avant garde theatre now committed to exploring migration – e.g. Caravan Serai  politically explicit production on Sangatte refugee camp that toured France 

2) Theatre with postcolonial ‘foreign’ policy/international intercultural partnerships
· Dancas na Ciudadas, Lisbon
 – postcolonial equalising relationship with Mozambique and Brazil through workshops, subsidised by the Portuguese, with joint teaching, production and exchange on equal footing 

· Teatro delle Albe, Ravenna, and Maschere Nere Milan both setting up centres for street children linked to theatre and economic activities in or near Dakar, Senegal 

· David Glass Ensemble UK
 with aid of the British Council – participatory theatre project with street children in Buenos Aires, Argentina (2002) establishment of the Centre for Creative Development in Phnom Penh, Cambodia (2003)

3) Hip hop theatre and dance  - music and dance integral – strong in France founder BlackBlanc Beur
 mixed ethnicity and audience from start, mixing range of classical international dance and acrobatic traditions with hip hop big scene with strong link to alternative spaces  e.g. Parc de la Villette and festi​vals like Les Rencontres de la Villette.
 Its artistic director Philippe Mourrat , summed up the significance of hip hop both for the cultural diversity it mobi​lises and for  its innovative dynamic:

“One can say that for almost twenty years, this dance has drawn together kids of all origins, including a minority of French origin, mainly from working-class neighbour​hoods. Over the years, the American influence gave way to interest in probing African origins, confronting the Brazilian capoeira, and hooking up to influences from contem​porary European choreographers, not to speak of Middle-Eastern and North African ones. ….

        These new artistic expressions which we evoke contribute more and more today to an intercultural view of the world, which leads to envisage culture not as an order or a system, but as an action, as communication. They invite us towards another percep​tion of culture and another way of living. It’s not surprising that they have had a hard time finding their place in a cultural world strongly set around existing forms, practices, and conventions, and running the risk of closing itself off from creativity, innovation, and research rising from singular fields. But “art is rarely born in the beds we make for it.” as the plastic artist Marcel Duchamp said, and that is indeed also one of the char​acteristics of the artists we mention, that is, never to be there where we expect them.”

Hush Hush Hush the Belgian dance company in Brussels draws in young break dancers and hip hoppers from the street and trains them across different genres of contemporary dance.

In England hip hop dance and theatre has grown into a national touring and distribution network including Theatre Royal Stratford; The Contact Theatre, Manchester, Hudawi Centre and Lawrence Batley Theatre, Huddersfield. 

4) primarily text-based but live music on stage, multimedia, computers, video, sport, highly performative and interactive theatre: 

Made in da Shade, Amsterdam
 – moved away from tackling identity to contemporary themes of environment, gender, biotechnology. 

Ish – drawing on very mixed club crowd, teenagers and young people bring​ing back to theatre houses, dance mixed with sport, live music, digital technologies.
Some lessons for the EU from Intercultural Experiments in the Performing Arts

· Becoming intercultural is a process with many dimensions and deve–lopmental phases including opening up access to mainstream institutions/ cultural spaces, sharing resources – equalising opportunities diversifying audi​ence, performances spaces, management, artistic programming, market​ing, links and partnerships within your own country and establishing equal exchange relationships with counterparts in the countries of origin of local migrants fos​tering and showcasing on main stages culturally diverse artists and companies opening up the mainstream funding system to them, not just a marginal ‘social’, ‘community arts’ or ‘cultural diversity’ designated funds fos​tering new writers and directors of diverse origin, joint productions and touring circuits

· Importance of intercultural spatial criteria  in calls and evaluation – thinking about the physical dimension of spaces so they are really inclusive of culturally diverse and hard-to-reach groups enabling wide-reaching dialogue serious artistically driven outreach to diverse groups in diverse, local spaces 

· Value of innovation/cultural renewal as a criterion in calls for and evalua​tion of intercultural projects innovative forms are emerging that address new problems with new perspectives, bringing migration and identity issues into public view, and drawing on intercultural sensibility to look with fresh eyes and approach at canon, conventions and emergent issues. 

· Support for programmes to develop critical appreciation of intercul​tural work  by establishing European university programmes to train cultural managers and other public administrators in intercultural literacy,  developing programmes to train intercultural journalists and critics

· Foster diversification strategies – to equalise access to management and leadership of cultural institutions of ethnic minorities; support local govern​ment initiatives to establish iconic intercultural centres such as the Intercul​tural Centre, Turin and give priority in European funding streams to cultural centres which foster cross-cultural mixing and innovation  and carry out inter​cultural literacy training

· Recognise the performing arts sector as a pioneer and catalyst of inter​cultural dialogue  - as it sets in train a magical transformation process – in which people can free themselves from the grip of a set identity through play, identifying with different characters, imagining themselves into other’s shoes and circumstances, and so experience empathy for others and common​alities across differences. The political institutions could gain great insight from the performing arts sector into the value of body language and visual, musical and other non-verbal forms of expression in addition to discursive communica​tion in intercultural communication and other ways of enhancing democratic involve​ment in dialogue across social and ethnic boundaries. This includes longterm commitment and collaborative relationships, sharing expertise and resources, valuing the contribution and voice of  the weakest, incubating excluded, fledgling talent, diversifying and broadening ‘the public’ by making people feel culturally ‘at home’ when they come to the institution and also reaching out to local com​munities, diffident of political authorities, and to the most marginalised groups by going to visit them in their home territory – and creating new forms of imagi​native, participative dialogue,

Jude Bloomfield,  27.02.07/24.03.07./ 28.05.07.
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