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Foreword

Working collaboratively, as part of a group, has been a significant feature of UK performing arts since the 1990s. It has helped to develop the rich and varied touring landscape in England that we enjoy today.

The Arts Council has always been a strong supporter of collaboration, recognising the many benefits it can bring. 

A direct response to the Theatre Review of 2000 was ‘Greater collaborative partnerships between different theatre organisations’1 a recommendation that has had a significant impact on the positive health of theatre. However, groups often form themselves in response to specific needs and have frequently enabled the successful presentation of artists that otherwise might not have been possible.

Through its two programmes Barclays Stage Partners 1995 - 2002 and the National Promoter Development Fund 2001 – 2004, Arts Council has been able to support a diverse range of collaborative projects.

The Barclays Stage Partners initiative offered funding for ambitious touring projects.  The scheme ‘encouraged collaborative relationships between regional, commercial and touring theatres’2
The National Promoter Development Fund encouraged venues and promoters with similar interests and development needs to join forces to create a national structure of stimulating and well-run networks/circuits of venues, galleries, promoters and curators, which would meet the needs of both artists and audiences.

Since working as part of group can have such a significant impact, Arts Council England has commissioned Heather Maitland and Anne Roberts to examine what it is that makes a successful group. The essential ingredients, the theory, the practise and some tips on what to do if things go wrong.

The guide is an informed, practical and constructive tool, which calls upon the first hand experience of those who have worked as part of a group. It illustrates how much can be achieved when groups of people with a common goal share their expertise and practical resources.

Introduction

This guide would not have been possible without help from the many groups which we consulted and upon whose experiences we have drawn. They have enabled us to back up the theory with their experiences, and even where we have not quoted them by name, their views have been valuable. To find out more about each of these groups, please go to the Acknowledgements section on page 100.

Definitions

Collaborations can result in tremendous benefits – personal and collective – to the participating members. By collaboration we mean a group of more than three people. 

This book focuses on the advantages of working collaboratively and outlines the ‘dos and don’ts’. The terms widely used within the arts to describe these kinds of collaboration are network, consortium, partnership, circuit, group and scheme.

Collaborations enable curators and promoters to influence the range and quality of artistic work available to them. They often provide support mechanisms for emerging, challenging and culturally specific work, which might otherwise find it difficult to get as widely seen.

Some people distinguish between network and consortium; defining networks as groups whose primary goal is mutual support and the exchange of information and skills. A consortium is often the term for groups which are commissioning, producing or sharing artistic work. Circuit is often used for groups of venues collaborating to set up tours of work they would individually be unable to obtain or afford.

In practice, however, all these terms are used interchangeably. There are plenty of groups that call themselves networks, for example, that commission and tour work. Many actively resist particular labels, wanting to decide their own goals and working practices rather than having a set of expectations imposed upon them.

The terminology doesn’t matter. We will use ‘group’ or ‘collaboration’ to encompass all of these terms. What counts is whether these groups provide what the members want.

Why collaborate?

Collaborative working can offer myriad benefits to group members. Some come directly out of the stated goals of the group, others are hidden gains of working in a team.

Professor Chris Huxham and Dr Siv Vangen have been studying collaborations in the public, community and commercial sectors for 15 years.1 Their findings on the advantages of collaboration are a useful summary of the key benefits we found in our research within the arts sector. 

Resources

Collaboration leads to better access to resources including:

· Funding

Collaborating groups may gain access to funding that would not be available to members on their own. Funders find it more cost-effective and appreciate the higher profile, and greater strategic advantage, of investing in a group of organisations.

· Technology

Individual organisations sometimes lack the specific skills, resources, ideas or the critical mass required to invest in helpful technology. Working together, for example, to purchase hardware, design websites, undertake e-marketing campaigns or employ consultants, can be vastly beneficial to individual organisations as well as to the collective effort.

· Knowledge

Group members share knowledge and experiences, and collaborations on projects also provide excellent opportunities for group learning. There are several areas in the arts, such as international dance touring, contemporary classical music and disability arts, where the sum of what is known about the subject has increased enormously since the formation of consortiums and networks in those fields.

· Expertise

Collaborations can access expertise, either by pooling the expertise already present among themselves, or by clubbing together to bring in expertise from outside.

· Staff time

Although collaborative working can be time-consuming, it is also possible that consortiums and networks can free up time for individual members because work is shared out. Groups can often find a more efficient way of doing things than single organisations, and often such groups, by pooling resources, can pay for additional help to relieve members’ workloads.

· Connections

Outward-looking arts organisations sometimes belong to as many as three or four such group initiatives. These are the ‘group groupies’. They do it for the inspiration, support and energy they get from collaborating with like-minded people; and they do it for the connections. A major benefit of group working – perhaps the biggest of all – is that it brings you into a network of contacts which can potentially open doors for your organisation.

Shared risk

Group working can make it possible to take on projects that would be too risky artistically or financially for organisations or individuals to undertake alone.

Dance Consortium, for example, found that presenting dance companies from overseas was only financially viable if enough venues would commit to the work. The financial risk is now shared between the 19 members of the consortium as well as other venues which also buy into tours on an occasional basis. Sound Circuit members have found that sourcing and marketing contemporary classical music at the experimental end of the spectrum is easier when working together.

Efficiency

By working together, promoters and curators can undertake the same activities as they would individually but achieve far greater efficiency.

The four members of the Berkshire Venues Consortium, for example, often used to individually book the same shows from touring companies. The shows could be weeks apart, even though they were in the same county (often because of each venue’s wariness about ‘its’ audience being ‘stolen’); each venue undertook its own marketing activity. Now the venues try to book the same show in the same week and do collaborative marketing around it, sharing print, direct marketing, distribution and press coverage.

Grouping together to purchase such materials as tickets for computerised box offices can also bring advantageous economies of scale.

Similarly, groups in the arts tend to pool information, such as audience data, to give them a bigger picture of the marketplace and enable comparisons between members.

`We pooled our box office data for the last three years, which gave us information on drive time, frequency, and Mosaic and Touchpoint profiles and each promoter got £1500 to run an audience development project, which they evaluate and disseminate results. One member found their catchment was much smaller than the others and so focused their project on reaching new audiences from a 20–45 minute drivetime.’ 

Sound Circuit

Coordination 

Coordinating benefits groups. Anti-clash diaries, for example, help prevent unnecessary competition; coordinated programming can reduce costs by maximising the impact of promotional activity.

Marketplace

Groups can change the nature of the marketplace within which they are working. By cooperating they can make the marketplace more receptive to new or existing products, and can more efficiently create new audiences for existing products. For example, Dance Consortium has improved the viability of tours in the UK by international companies, and for large-scale venues to promote work that is unfamiliar to audiences. 

Professional development

By working together members acquire knowledge, understanding and skills. This comes from informally pooling knowledge and ideas, from formal opportunities to train (bulk purchasing of training means economies of scale) and from informal contact with expert partners. Many people we spoke to rate such professional development very highly indeed. They feel more confident, knowledgeable and ‘ultimately’, more employable, as a result of their association. 

Moral imperative

Huxham and Vangen suggest that what is known as `group working’ even has an ethical element to it. Many of the issues we face in the arts (and in society generally) are too complex and important to be tackled by organisations acting alone. There is a widespread view that, in itself, collaboration is far preferable to a competitive stance. 

Hidden benefits

As well as the advantages listed by Huxham and Vangen, there are hidden benefits of group membership, which are just as important, if not more so, than the tangible ones. First, perhaps is a space to think.

`It’s a time and a place where I get to talk about art, its function, body-based art, dance. My ideas are challenged and provoked and the level of conversation stimulating. It has reversed the atrophy in my brain and often gives me a headache!’ 

Guardians of Doubt

Many members say they can discuss issues with their peers within the group that they cannot explore fully within their own organisation, because their role as leader or expert constrains that.

`When you’re the person in your organisation supposedly with the most knowledge, it can be quite isolating and that’s where your colleagues at the same level come in.’ 

Berkshire Venues Consortium

Individuals report experiencing boosts to their personal confidence from learning more about the group’s subject, enhancing skills and knowledge, forging new alliances, and creating successful arts activity.

`I do not think I’m crazy any more for wanting to work with certain artists.’

Experimental Theatre Consortium

Several members also talked about the kudos they had gained from being invited to join their group, seeing it as recognition of their expertise, experience and pioneering spirit.

Collaborations have the power to strengthen the arts infrastructure in a way that most solo initiatives do not. There is no doubt that several areas of the touring landscape, for example, are in a healthier state now than 10 years ago, largely as a result of groups of organisations banding together to develop work, audiences and more viable circuits.

Developing an effective collaboration takes a great deal of time and effort. Any group finds it hard to agree common aims, build trust, resolve conflict, make decisions and communicate effectively. The process of collaboration is one of balancing complex and often unexpected tensions so it is important to go in with your eyes open. That said, during the course of researching this book, we have found no-one who regrets involvement with a collaboration. All agreed that the benefits of group working far outweigh the disadvantages.

Working together: an example

The county and district councils submitted a successful joint application for a network of arts animateurs because funding was available for a major project at county level. Each district arts officer was able to appoint an animateur, and these in turn worked on a variety of activities and strategic projects tailored to meet the very different needs of each district. Those involved also met regularly as a network, all together and separately as officers and animateurs. Everyone rated the benefits of working as a network highly, but it did have drawbacks. 

Although the county youth service was part of the partnership, some area offices did not want to get involved. The animateur meetings also created an unexpected pressure for conformity, with some members anxious that they were not working in exactly the same way as the most experienced animateur. Regular evaluation identified the problems early alongside a set of potential solutions which are now being put in place. The project has been so successful that all the member authorities are currently looking at how it can become part of their core activity.

1 Huxham, C and Vangen, S, Managing to collaborate: the theory and practice of collaborative advantage, Routledge, 2005, pp 5-7

Effective collaboration: 

the theory

‘I belong to one group where, if we want a pizza and we all want to stay together, then the one who doesn’t want pizza moans and groans. In GoD we all eat pizza with grace and enjoy it.’ 

Guardians of Doubt

Partnership working is spreading right across the public, voluntary and private sectors. As a result, it has come under scrutiny from academics, business consultants and even the Audit Commission This section summarises what they say about how groups work. Our research into 18 groups and collaborations within the arts provided countless everyday illustrations of the theory we describe below.

Balancing similarity and difference

Enough in common

Effective partnerships among organisations are based around a set of shared aims, or a shared need to find a solution to a problem. The most successful groups have clearly articulated aims and a clear idea of ‘what’s in it for them’, individually and collectively.

Finding enough in common is a challenging (though often rewarding) stage in itself. Every member needs to share with the others:

· what they want to get out of the collaboration as individuals

· their organisation’s aims

· what they hope will be achieved through the collaboration.

Inevitably, every member also has aims that are not made explicit, either because they are making assumptions that are not shared by the other members or because they want to keep some individual or organisational aims hidden. This means that open discussions designed to set clear aims for the group are difficult to achieve. A pragmatic approach might be necessary (see the chapter, Getting started).

Aims need to be renegotiated as new members join or old members leave, when member organisations undergo internal change and as the group achieves unexpected goals that change the way its members see things.

Research commissioned by the Audit Commission – a body whose job is to check that public money is being spent wisely – found that, ‘preventing the partnership from becoming simply a talking shop’, was a difficulty of working in partnerships.2 From our research, however, it is clear that sharing ideas and experience and discussing common issues is an explicit aim of several arts collaborations and is an important benefit for the rest.

Admittedly, groups set up by parties such as funding bodies or local authorities often come with an inbuilt set of problems, such as: 

· members who join the group reluctantly because of real or perceived external pressure 

· group aims that exist only to provide the group with a plausible reason for existence – rather than reflecting what the members actually want.

Through honest discussion, however, problems such as these can be resolved to identify real gains for each group member. Group membership is inherently about making compromises to accommodate other members’ aims while promoting your own agenda as best you can.

Membership

Groups with fewer than seven members tend to make more robust decisions than larger groups and the diversity in small groups is important.3 

Although common aims are essential up to a point, if the members of a group are too alike then the range of skills, knowledge and experience they have is too narrow for effective decision-making. Most commentators insist that there must be a degree of constructive criticism from within the group to avoid conformist thinking. Too much diversity, though, and the group tends to cling to the opinions its members already hold in common, however irrelevant to the issues at stake.

A mix of skills and roles is also necessary to get things done. Researchers have identified the roles essential to effective teams.4 Most agree that any group needs people to carry out the following roles:

· coordinating, arbitrating, internal diplomacy and assessing progress

· constructive criticism

· providing specialist knowledge

· building external relationships to get resources

· innovative thinking

· agreeing with and supporting the ideas of others

· providing energy to drive the group towards its goals

· turning ideas into practical action

· quality control.

Individual group members can generally fulfil more than one of these roles. Individuals can even decide to take up roles that may not come naturally to them because they see that these are missing from the group.

Harrison looked at collaborations in which a core group made up of managers was run in parallel to a group of lower tier operational staff from the same organisations.5 It was important for the operational group to feel they were contributing to the development of policy and strategy rather than simply carrying out the core group’s decisions.

Stages in group development

Effective groups invest most of their time and effort on the run up to and wind down from actual action. 

Several commentators use personal relationships as a metaphor and talk about courtship, weddings and divorce. On the whole, they discuss two aspects of development: the stages in the process and the group dynamics commonly experienced at each stage. The diagram opposite shows the process set out by Harrison with the group dynamics of Tuckman6 superimposed. This shows what members can expect as a group is set up and developed. 

Promoting collaboration

Promoting collaboration is a key task in the forming, informing and, what the diagram calls, the `storming’ stages of group development. Axelrod7 has identified several ways of achieving this, such as:

· set long-term goals from the outset so that members are more willing to invest in the relationship

· set up the group’s aims so that the long-term incentives for collaborating are greater than any short-term advantages of not collaborating

· break down big issues into smaller challenges so that the group can get some quick wins and feel they are making progress and the degree of compromise needed at each stage is smaller

· keep the group small and meet regularly 

· ensure that group members get to know each other.

Building trust

Huxham and Vangen’s research stresses the importance of building trust as the basis for collaboration.8 The following will all foster trust:

· have a clear purpose

· deal with power differences

· leadership is important but do not allow anyone to take over the group

· allow time to build up understanding

· share the workload fairly

· resolve different levels of commitment

· make sure everyone takes equal credit for the group’s achievements

· outlaw point-scoring

· accept that collaborations change over time.

Power within groups

Research has shown that effective groups have both power and authority. Reid and Hammersley9 found that groups acquire this from:

· having control over their own finances

· members knowing why they are there and the extent to which they are representing their organisations

· members having the autonomy to make decisions without consulting their own organisations

· clear channels of communication back into the members’ organisations.

Even if all these factors are in place, some members of the group will have more power than others. This power can come from a range of different sources:

· the group sees a particular member as having more expertise in a particular area (this kind of power will shift around the group, depending on who is seen as the expert in the particular issue being discussed)

· popularity

· being right several times in the past (this only lasts as long as they continue being right)

· representing a particularly powerful organisation

· doing the most talking (less talkative people may have offered a solution which the group accepts but often they are not credited)

· saying things that reflect the values of the group as a whole (even if they are incorrect)10
· having more information than other group members.

The best decisions are those which are reached unanimously after a full exchange of information and opinions to which everyone has contributed. The inevitable imbalance of power within groups means they all need someone to act as facilitator during group discussions if they are to make effective decisions. This ensures that members who are less comfortable with contributing or whose abilities the group does not fully appreciate are not passed over.

One way to ensure that power imbalances do not have a negative impact on decision-making is to follow these basic rules about facilitating discussions:

· collect suggestions from everyone, giving all of them positive acknowledgement and preferably writing them down on a flipchart

· only discuss specific suggestions when no more suggestions are forthcoming from the group

· do not grab the first idea with any potential and run with it

· initiate the discussion by asking questions: ‘How could we put some of these into practice?’

· encourage everyone to participate

· ensure good ideas do not drop out of the discussion – ask for more information about them

· start to encourage proposals, discuss them and move towards an agreement.

If papers are circulated well in advance, all members will have access to the relevant information; then decisions will not be made only by those who read quickly and can think on their feet.

The group needs to recognise imbalances of power and how they arise and also that over the life of the collaboration, power will shift. Huxham and Vangen11 have identified ‘points of power’ where these imbalances can occur:

· who names the group

· who decides membership

· who is able to make decisions about other members’ roles and identities

· who invites others to buy in to the group and how this is phrased

· who decides what terminology the group uses (theirs rather than anyone else’s)

· who hosts the meetings in their offices

· who facilitates meetings

· who decides the agenda and format of a meeting

· who gets to decide how a decision is acted on.

Communication

Everyone who studies the way groups work ranks open and honest communication as a vital tool in enabling collaboration, building trust and rebalancing power. The difficulty is that the more cohesive the group, the more easily communication can become closed and the group become a clique. Likely communication danger signals are:12
· some members say nothing

· some members say only what they believe others want to hear

· some of the group are not listened to

· members avoid disagreeing with each other

· the group breaks down if anyone disagrees

· doubts are suppressed to maintain conformity

· certain topics are prohibited: for example, questioning the group’s purpose 

· the group adopts uncritical ways of thinking, refusing to consider alternative options

· the group wants a decision at any cost rather than no decision.

Most see facilitating communication as a key role of a leader. According to Harrison, a key factor for success is the leader’s role in making sure everyone’s contribution is valued and that every member feels included and sufficiently well informed to make a decision. Promoting open and honest communication requires the same approach as the tools for rebalancing power discussed in the previous section.

Leadership

An effective partnership makes a collective decision about how (and if) they want to be led.

Ros Harrison and her colleagues list six options derived from research into working with young people by Peter Barnes13 In a collaborative context some seem more appropriate than others, but in fact any of these options can be effective depending on the circumstances and the objectives of the group:

· the leader tells the group what they have decided

· the leader persuades the group to agree with what they have (covertly) decided

· the leader makes provisional decisions and presents them to the group for their feedback and possible endorsement

· the leader presents options plus background information and facilitates a discussion before the group makes a democratic decision

· the leader presents options plus background information and steps down to become part of the group during the discussion and decision-making stages

· the leader presents options plus background information and steps down, leaving the rest of the group to discuss and decide.

Leaders of effective groups behave in both collaborative and directive ways, depending on circumstances; ‘collaborative thuggery’ is one description of what is seen as a valid way to make things happen, describing how leaders can be both collaborative and directive at the same time.14 

Reid and Hammersley15 suggest that a dictatorship is probably appropriate if:

· the members are happy with the situation

· the group is achieving its objectives

· the leader can cope with the workload and is delegating effectively 

· the group could carry on if the leader left.

Often this kind of leadership takes shape if the origins of the group are that it gets set up by a stakeholder who decides to first find a leader and gives that leader the task of putting together the group.

An imbalance of power can cause conflict within a group. One way of sharing out power is to rotate the leadership role around the group. Conversely, a group experiencing conflict can improve its effectiveness by electing a powerful leader to act in a directive way to stop the squabbling.

The sections above on communication and power within groups suggest that leadership is about enabling and empowering members to make a full contribution to the group’s shared vision. Several of the groups we spoke to had no official leader, with everyone involved in the responsibility of leadership, either by sharing out tasks or taking it in turns. Groups may not need a leader as long as someone is taking on responsibility for the following:

· facilitation

· empowerment

· consultation

· driving the group forward

· pulling the group together.

Dealing with conflict

Constructive conflict is a good thing. It ensures that the groups do not become inward-looking, stuck in a rut or resistant to change. The group member who regularly irritates the rest by rocking the boat is playing a vital role.

Destructive conflict is linked to imbalances of power and can be avoided by open and honest discussion about the following issues:

· terminology

· meanings (for instance, what do members mean by `experimental theatre’?)

· ways of working

· structures and procedures

· communication methods.

It is important that organisations are represented by the same people at each meeting so these issues do not need to be revisited more than necessary.

The checklist section gives a point by point guide to putting the above principles into practice – see page 93.

2
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Effective collaboration:

the practice

Agreeing what you are about

Motives, motives

In the arts in England, groups, networks, and consortiums come in all shapes and sizes but the most successful ones come together around some or all of the following four principles:

A clear need

Groups form when there is a clear need for them to exist. This usually means a shared, common purpose, which could be:

· a shared field of activity (for example, live literature)

· a desire to undertake a particular activity (such as touring international dance companies)

· a specific set of goals to be achieved (advocacy for a particular artform)

· safety and support (a colleague at the end of a phone)

· contacts

· funding.

Whatever the need may be, successful networks or groups share enough in common for each to be able to derive benefit from working together.

Greater efficiency

People come together when it is evident that it will be more effective to work together than to work in isolation.

Commitment to collaboration

Groups thrive when the majority of members of the group exhibit a genuine commitment to working together. They are motivated by the common purpose of the group to commit time, ideas and money.

`Our group works because we are all similar, and have similar concerns and approach; it wouldn’t work if there were too much diversity of purpose.’

National Disability Touring Network

Collective agreement

Groups work effectively when there is tacit (or explicit) agreement on a collective vision, realistic and attractive aims and objectives, and an achievable programme.

Reaching an agreement

How groups establish common goals, values and an agreed mode of operation often depends on the way that they come into being. 

For example, if a key individual or funder has been the driving force behind the formation of a group, often that person will have already decided what the purpose of the group is, what it aims to achieve, who will be members, and how it will operate. 

`At the end of 2003 an Arts Council officer contacted me. He was conscious of the need for artists to make and show developmental work and wanted to set up a support structure so that they could do it. He identified venues that supported experimental practice. Many of us didn’t know each other and it wasn’t organic, but it was great feeling that he valued what we were trying to do.’

Experimental Theatre Consortium

This makes things simple, as long as all group members are happy to go along with the stated purpose, but if individual members of the group have different ideas, this can lead to a period when these issues are up for grabs; (see the ‘storming’ element of Tuckman’s model on page 21).

This ‘storming’ process is made more difficult if balance of power issues are not overtly discussed from the start. Group members from organisations with the status and authority to initiate groups will inevitably have more power than the others. Initiators must be clear about the extent of their `ownership’ of the group when they set it up. It is possible to set up a highly effective group without taking a directive approach.

`It was begun by Sevenoaks and Tunbridge Wells District Council arts officers. They seeded it by recruiting artists who were keen, arranged the first meetings, produced wine and nibbles at those meetings as an incentive, then handed it over. They funded it for the first few years with a gradually reducing grant.’ 

South East Open Studios

Other groups come together around a shared interest and then spend time (often quite a lot of time) discussing their purpose and goals before taking any action.

`It has taken us a very long time to work out what it is we want to do. We took our time to find our agenda. I think we’re nearly ready to move to the next stage.’ 

Experimental Theatre Consortium

Not surprisingly, many groups come together because it gives them better access to funding.

Some groups form simply as a way of bringing like-minded people together. Although the phrase, ‘talking shop’ has negative connotations, in this context it is a model that clearly offers benefits. These groups exist to think and discuss. They are happy to let the ground shift without a fixed agenda because they share values and a passion for their artform.

`Some of [the group’s] strengths lie in its difficulties – doubt and ambiguity are the currency of the sector, but we’re not scared by that, even if it exists in our consortium. We don’t need to feel too safe and buttoned up.’ 

Experimental Theatre Consortium

Those who evolve their common purpose quite slowly are often surprised and frustrated at how long this process can take, but whether quick or slow, it is a necessary process, because groups do not work without some kind of agenda.

`We didn’t achieve much in the first year but it allowed the group to gel. It was my biggest worry, but people stuck with it and since year two we haven’t looked back.’

Sound Circuit

Sometimes, the real purpose of a group might be hidden; for example Guardians of Doubt, whose stated purpose is to ‘explore different approaches to dance’, feel equally strongly about their hidden purpose, which is to, ‘reverse the infantilisation of British dance’.

When common objectives are not in place and agreed by all members, it can lead to tension and misunderstanding, even to loss of members, or the dissolution of the group altogether.

‘We spent a lot of effort debating our branding before we decided it was a waste of time.’

South Asian Theatre Touring Consortium

The good news is that a group’s purpose doesn’t have to be fixed in stone. It can change as time goes on, either because it was an unrealistic or misguided purpose in the first place, or because the first purpose has been achieved and the group wants to move on. It does not matter if the purpose changes as long as members agree to, and buy into, the new purpose, and the funders do not mind.

`We haven’t spoken up for artists formally in the way that we originally envisaged. But we show work – and that does the advocating for you.’

Surrey Integrated Arts Consortium

Structures

Membership 

The most common model for a group is to have a fixed membership base. In most cases the main criteria for membership is to have been invited, and to have accepted the invitation, to join the group! There needs to be a common understanding of what contribution from members is required (for example, to attend at least 50 per cent of meetings, to take on a particular administrative function, to provide access to a database, and so on).

`We need a system in place to ensure that anyone who joins has a desire to be professional about their activity: that they are organised, determined, open minded, have an enthusiasm for music and a head for profit and loss.’

Transit Promoter Network

Another option is to charge membership fees to ensure members’ commitment and to contribute to group funds. However, charging membership fees increases the administrative workload.

`We originally charged £1 for individuals and £5 for groups, but it wasn’t worth the hassle in trying to collect it. So now it’s free to individuals, and organisations pay £10.’

Surrey Integrated Arts Consortium

Most groups opt for a simple membership structure, without levels, only expanding membership on a temporary basis, as and when it pays them to do so.

The ideal size of group is around seven members. This means it is not a disaster if one or two members are not able to attend the odd meeting; the number is large enough for fresh ideas to be constantly introduced, and for the burden of work to be not too onerous (if shared fairly evenly). Yet the group is small enough for good relationships to develop, and for everyone to feel that their contribution is valued.

`We have seven members. There are the inevitable questions about expanding the group, but we wanted to establish ourselves before we reinvented ourselves.’

Experimental Theatre Consortium

Expanding membership after the initial set-up of the group is possible, but many groups find that they are reluctant to do this because:

· they do not want to tinker with something which already works

· the learning needed for any new member to be brought up to speed with the group’s values, objectives, and knowledge diverts the group from its real purpose.

`Two venues want to join. We’re a bit torn. We do not want to say, ‘no’, because it’s against what we believe in, but we’ve spent a lot of time developing our shared values and we don’t want the applecart upset.’

Berkshire Venues Consortium

Being refused membership may be wounding but it pays not to be too sensitive about this because it is probably the group expressing unwillingness to risk any instability that might arise. Even when new members are admitted to the group, there is a high chance that they will not ‘stick’. They often come to feel that the benefit they may gain is not worth the effort they are having to make to break into the ‘clique’.

If your group has decided to allow new members, it is important to think about how they can be inducted. First, they must be made to feel welcome; secondly, it should be possible for them to quickly feel that they are benefiting from and contributing to the group’s work. 

This means more than just handing over the group’s paperwork; it could mean planning social occasions, meetings outside the main work of the group, and other face-to-face briefing sessions. Most importantly it will be necessary for the group to make compromises to allow another personality, and an additional set of ideas and values to have space in the group.

Organisation or individual as member?

In most cases in the arts, it is the individual who is the member of a consortium or network, because, fundamentally, group working is about human relationships. The ‘membership’ of the group will adhere to the person attending meetings, even if they leave their job and move on.

`Individuals are terribly important and the organisations do not matter. Personal enthusiasm is paramount and the drive is therefore the individual.’ 

Small and Middle Scale New Writing Consortium

The obvious exceptions to this are the networks of touring venues, where the venue is crucial to the network – but even here, it will be the personalities attending the group meetings which will determine how important a role their organisation will play in the group.

`The theatres are the members, and there are a couple, ultimately, that we couldn’t afford to lose, but it’s ultimately about the relationships with the individuals.’

Dance Consortium

Non-membership models include schemes that invite individuals to take part in what they are offering on a project-by-project basis, such as the Greater North Curators’ Group, which runs visits to important artistic events, such as the Venice Biennale, for curators, promoters, producers, artists and managers. Some collaborations have criteria for membership but no limit on numbers: for instance the Surrey Integrated Arts Consortium is open to any disabled artist over the age of 18, living in the county.

Constitution 

Arts collaborations tend to avoid any kind of binding constitution. They do not exist as legal entities, but as fairly formal groupings of individuals (and/or organisations). The exceptions to this are groups such as Dance Consortium, which channel high levels of funding, and have an administrator.

The reasons most groups avoid a legal constitution are pragmatic. When a group is first formed, members are often unsure as to how long the group will function, or whether it will find a purpose at all. When that is resolved, the benefits on the whole often do not seem worth the costs (in terms of the effort needed to set up a company and decide on a constitution). Some fear that if a group is working well, imposing a formal structure might take away some of the magic, and if the group is not working well, then a formal structure is unlikely to solve anything. 

However, there are advantages of legal incorporation and we describe the various options below. Members of a group handling a large through-flow of funds would find that if anything went wrong, named members would be personally liable without the protection of registering as a limited company. 

Dance Consortium, a self-started group of large-scale venues touring international dance between them, was formed in 2000 and is a private limited company. Surrey Integrated Arts Network went for an `unincorporated association’ as the simplest way of catering for members’ needs. They too are considering a more formal structure as a way of avoiding excessive personal liability for committee members, if the group makes significantly larger funding applications.

Another option is to become a `community trust company’, the chief benefit of which is that it labels any group firmly as a community-orientated organisation, with a certain set of values and responsibilities.

Unless you really need a formal constitution, an informal framework for the first two or three years or first couple of projects would give your group time to decide what you want to be. In any case, it is a good idea to put in writing a simple agreement on how you would like to work together.

Types of legal structure

Unincorporated groups

The members of unincorporated groups are responsible for its liabilities, including its debts. This means that their personal assets are at risk (even if they are a member on behalf of their employer). If the group’s liabilities are fairly small then it is usually considered worth the risk to stay flexible. There are two types of unincorporated group:

· Partnership

Partnership applies to two or more people running a business together. ‘Sleeping partners’ contribute money to the business but are not involved in making decisions. Partners are not obliged to sign up to a partnership agreement but this is advisable. Their only legal obligation is to keep accounts showing income and expenditure. Partnerships can cause problems because they cannot be broken up without mutual consent and generally one party will have a good reason not to let this happen.

· Unincorporated association

Unincorporated associations are larger groups with a particular purpose. The members elect a management committee to make decisions on behalf of the members. It is this management committee that is liable for the group’s debts. Associations usually have a written constitution

Incorporated groups

Incorporated groups are themselves legal entities. This means that it is the entity itself that has liabilities rather than the members or management committee whose personal liability is limited. In return these groups have to:

· make an application to Companies House, submitting the names of the directors and company secretary and the constitution. This consists of the Memorandum of Association, which describes the purpose of the group, the liability of the shareholders or members and whether profits will be distributed; and the Articles of Association, which describes how the group will be managed. These are fairly standard, so it is possible to adapt those used by other arts organisations with a social purpose

· have a registered address

· hold an annual general meeting

· file an annual return and annual accounts. These must be audited if annual turnover is more than £1 million (£250,000 if the company has charitable status)

· tell Companies House about any changes to the directors and company secretary and to the constitution.

Arts groups tend to become incorporated if they want to get access to particular funding streams, apply for charitable status (it is not required by law, but makes it easier), apply for large grants, take on high-value contracts or undertake activities involving high levels of risk.

Limited liability partnership

This is a relatively flexible structure, similar to a partnership, but members have some protection against liability for the debts of the company. Non-profit making groups are not eligible for this status. The group must register and file accounts with Companies House and make an annual return. At least two members must be ‘designated members’, who have some additional responsibilities including signing the accounts and liaising with Companies House. They are accountable for any failure to carry out these responsibilities. It is a good idea for partners to sign a formal agreement.

Limited liability company

There are two types of private limited company: 

· limited by shares in which each shareholder’s liability is limited to the value of the company shares they own but have not yet paid for (directors can also be shareholders)

· limited by guarantee in which members of the board of directors agree the limits to their liability when they set up the company.

Community interest company

This is a new type of limited company for groups with social purposes, which use any profits they may generate to benefit the community. They do not get the same tax advantages as charities, but neither are they as closely regulated. 

This status is useful as a way of signalling to potential funders that the organisation has social purposes. As well as the usual obligations to Companies House, these organisations must make a statement of their objectives which will convince the Registrar of Companies at Companies House of their social purpose.

Find out more

You can find guidance on different legal structures by visiting the website of Business Link, the government start-up advice agency for small businesses. Go to www.businesslink.gov.uk and click on ‘Starting up’ and then ‘Business names and structures’. You can download a publication aimed at social enterprises: Keeping it legal: legal forms for social enterprises published by Social Enterprise London and produced in collaboration with Bates, Wells and Braithwaite. It is also available at www.sel.org.uk
It was written before the introduction of community interest companies.

Other sources include: 

Bates, Wells and Braithwaite, Keeping it legal: legal forms for social enterprises, Social Enterprise London, 2003

Browning R, Setting up and running a limited company: a comprehensive guide to forming and operating a company as a director and shareholder How to Books Ltd, 2003

Business Link, Choosing the right legal structure for your business, consulted at 

www.businesslink.gov.uk/bdotg/action/layer?r.l2=1073859131&r.l1=1073858805&r.s=tl&topicId=1077472554
Clayton P, Forming a limited company: a practical guide to legal requirements and procedures, 8th edition, Kogan Page Limited, 2004 

Hughes V, and Weller D, Setting up a small business, Hodder Education, 2003

Le Marinel A, Start and run your own business: the complete guide to setting up and managing a small business, 2nd. ed., How to Books Ltd, 2005

Involving associates

Groups and consortiums are excellent ways of pooling existing knowledge, or buying in new learning.

Another way of aiding group learning, and expanding the group’s power to act, is to involve expert partners, such as other agencies or individuals with specific knowledge and skills. Sound Circuit, for instance, meets four times a year and they usually invite someone with expertise in programming or audience development of contemporary classical music. In this way, they have increased every member’s ability to operate in the sector.

South Asian Theatre Touring Consortium has established a partnership with Audiences London, which undertook audience research for the group, and advised on the analysis of data, crossover of audiences and helped to identify new potential audience groups.

These associates are not full group members because they do not benefit in the same way from membership, they do not attend every meeting and their primary role is to offer expertise. Setting up these partnerships – even if initially on a commercial basis – can leave as a legacy a set of ‘friends’, whose expertise and knowledge is at the disposal of the group.

Extending the reach: an example

Six promoters of world, jazz and folk music were regularly meeting at international showcases and conferences to discuss the difficulty of programming such music. They joined forces to create an out-of-London tour of an international performer. Then they heard from Arts Council England about the National Promoter Development Fund and received a great deal of support. 

After four years, they now have an expanding tour circuit outside London and many partners and associates in the form of producers, commercial promoters, agents and artists. Group members have learned new skills from each other and from these other partners. The collaboration has given everyone the confidence to programme work which would not normally be shown in these venues.

Management

The buildings blocks of good management

Management structure

Most groups with more than three or four members, whether they have gone for a formal or informal management structure, have a key individual who is regarded as the driver of the group. It is he or she who emails everyone, negotiates deals, makes contacts and checks the group’s diary – and who mediates disputes.

`We all have our areas of responsibilities but Jane is the driver. She brokers relationships, tells it straight and keeps us together. In my experience every network needs a rock or a steady one like this to thrive.’ 

Guardians of Doubt

The commitment and drive of this person can be essential to a group’s success, and their loss, when they move on, can be catastrophic if the gap is not filled quickly by a new ‘driver’. However, the question of leadership can be an etiquette nightmare.

`We do not want to get over formal but it comes at a price and we have to do a dance around each other: “is it time to meet again?”. There’s always that reticence about organising – will you get dumped with the whole thing?’

Experimental Theatre Consortium

Individual group members will very often be people who have a great deal of responsibility and control, and inevitably a big workload, in their day jobs. So consortium management can be a difficult balancing act for those who have a natural propensity to take the lead but who also want to be considerate of that same tendency in their peers. Everyone wants to get things done but no-one wants to be landed with the entire workload. You can, of course, avoid the problem by agreeing a leadership structure in advance of setting up the group (see the sections on power within groups on page 22 and leadership on page 25).

`It’s a fine line between not wanting to dominate, and not wanting to be dumped on, but still getting the job done.’

Experimental Theatre Consortium

Groups of less than 10 or so are able to work very successfully on an informal and democratic basis, with minimal management structure. All individuals take part in the process of decision-making and contribute more or less equally to the operation of the group. Members usually take on particular administrative roles, including chairing meetings, or these roles are rotated.

Once groups grow to more than ten, this lack of management structure becomes inefficient. Most groups at this stage opt for some kind of steering group (the label does not matter – it is simply a subsection of the group, with power to take some decisions on the whole membership’s behalf). This results in smoother running and faster processes.

`There are directors who are an extension of the administration and most decisions are made at this level and are reported at meetings of the full membership.’

Dance Consortium

Recruiting for such a group can be difficult. You are, after all, seeking volunteers prepared to put in additional time for the group’s benefit, which often means time away from their own organisation or business. It can be divisive to pay management or steering group members (after all, arts organisations rarely pay their board members), but there are some circumstances where this is a useful solution if there are no other additional, tangible benefits for the volunteers.

`The management group is elected at the AGM but we don’t have people rushing to do it. It was entirely voluntary but it took an enormous amount of time. So now everyone on the management team gets a modest payment – £600 – and this means that younger people can do it rather than just retired people.’

South East Open Studios

A fairly formal structure: an example

A key local authority officer wanted to find a way of putting disabled artists in touch with each other and maximising economies of scale. He invited everyone concerned to a big meeting and asked for volunteers to be involved with managing the network. They decided to go for a formal set up with a management group comprising a treasurer, chair and secretary, all taken from the membership of the group. Council officers are non-voting but take part in management group meetings, project coordination and administration. This is to support the management group, some of whom have learning disabilities or mental health issues, to understand and fulfill their responsibilities.

Financial management 

Most arts groups do not set up a bank account in the name of the group because:

· they channel very few funds, and therefore they feel the amount of work involved is not worth the benefit

· the individual members are representatives of larger organisations where the financial management mechanisms are in place to such an extent that it seems illogical to reinvent them.

Instead, you may want to cover all eventualities by ensuring that the organisation channelling funds has protected those funds for the group. Some are asked to sign a declaration that they will manage the funds responsibly.

`The money is parked in our account but ring-fenced, and I’ve signed documents to say that I undertake responsibility for it.’

Experimental Theatre Consortium

Financial management can be onerous, so it is best to make sure that the organisation which has volunteered to channel funding has the necessary resources (particularly time) someone with delegated responsibility, and the financial systems to deal with it.

Most groups take it as a given that whoever is managing the funds presents income and expenditure, and balance sheets on a regular basis: normally at quarterly meetings, or in the case of very large groups, such as South East Open Studios with 251 members, at the group’s annual general meeting.

Many groups have found that financial management has to rotate between individual member/organisations because the nature of the funding available means that different members make applications on behalf of the group at different times.

Most groups and consortiums receive one-off funding, rather than regular income. Projects (whether they are tours, audience development campaigns, or creative experiments) involve additional management and administration time, and funders are sympathetic to this. Be sure to include an allocation for management and administration in your project applications.

`We’ve learned to set up projects so that there is sufficient contingency to cover some core costs.’

Surrey Integrated Arts Consortium

Administration

The day-to-day administration of the group and its specific activity is the most time-consuming element of group life. Simple things, such as emailing about meetings, minuting meetings, sending out publications, book-keeping and project management always take far more time than people expect.

`At one point I thought it was unmanageable. It was taking two to three days a week to manage – half of my time.’

South Asian Theatre Touring Consortium

Most groups find a way of sharing the work fairly equally with a specific set of tasks allocated to each member, according to their interests, resources or abilities.

`Each member has been tasked with developing a specific audience sector. I’m looking at the crossover between artforms and want to create a mailing list of new prospects this way.’

Sound Circuit

Most people accept quite tacitly that there may be two or three key ‘doers’ in the group, who are happy to undertake the work on behalf of the rest of the members.

`I chair the steering group and set the agendas, manage communications, set meetings hold the budgets. Someone else is good at mediating between venues and dealing with it when they are “off message”.’ 

South Asian Theatre Touring Consortium

Some members are almost always more active than others in fulfilling their allocated role. Whether or not this is damaging to the group depends on the tolerance of other members and the clarity of the vision that everyone shares. Members will be happy as long as the benefits they get from belonging to the group outweigh the problems.

`Some do a lot, some a little and some nothing at all. We have some producers, some venue managers, some doers and some thinkers, some who like to do things quickly and others who want to take time. It’s not conflict but a dynamic which has provoked discussion. It still works, but it’s not always plain sailing.’

Guardians of Doubt

Even when the work is shared out quite equitably, the administrative burden can be too great to bear for very long.

`We need a coordinator or administrator to ensure sustainability and development. At the moment I undertake the coordination in addition to a full time job’

National Disability Touring Network

Without administrative help, there is a limit as to what can be achieved. Some projects that seem attractive may fall by the wayside because of the prospect of the additional work involved.

`It means that some ideas like Euro visits haven’t happened because they need to be driven as it takes time, resources, commitment etc.’

Experimental Theatre Consortium

Some groups have found funding for administrative help; one or two hours a week can mean the difference between a motivated group and one that struggles.

`We have an administrator to coordinate meetings and organise the symposium.’

Sound Circuit

A number of arts groups even pay themselves to do the work.

`I do the minute-taking, budgeting, chair meetings, manage the money, set the agendas. I get a management fee for it, but it’s precious little work and not onerous.’ 

Small and Middle Scale New Writing Consortium.

Rules of the road

Group discipline

The most successful groups, however formal or informal their membership structure, have some way of giving clear guidance as to what is expected of each individual. They explicitly agree members’ expected behaviour; for example attending a certain percentage of meetings or responding to emails within, say, 24 hours (one of the most frustrating problems that group organisers have to deal with). As a result, most find that their group is self-policing and members feel the onus is on them to change their behaviour or leave if they cannot fulfil the agreed criteria.

`We are good at self-policing. When I missed a couple of meetings I got told off, and I did wonder if I needed to leave.’

Live Literature Consortium

Meetings – fixing and documenting

The anchor point for almost all groups and consortiums is the regular meeting – often a quarterly or biannual gathering of all group members. The meetings can be a discussion forum or a sharing of experiences and knowledge (as for National Disability Touring Network or Guardians of Doubt). They can have a specific purpose: to give financial information (for instance, Cambridge Open Studios) or to make decisions about projects and activity (such as Dance Consortium). They can be fixed to take place at the same time as seeing new work, other venues, or festivals. Often, too, they are social occasions, where members get to know each other better.

Groups take minutes at their meetings so that they can refer to the decisions made, chart developments in group activity and lay down a simple record for future members to use as a guide.

Who minutes these meetings? The Berkshire Venues Consortium takes it in turns to write minutes; the Small and Middle Scale New Writing Consortium, (six members) pays an administrator a small amount to do the consortium’s admin, which also includes producing the minutes.

Group organisers strongly recommend that you fix your next meeting before the end of the previous one, however small your group.

‘If we leave the room without fixing the next date, it’s a real pain to do it thereafter.’

Berkshire Venues Consortium

Decision-making

Very few arts groups make decisions by voting. The Surrey Integrated Arts Consortium, one of the very few exceptions, provides a support structure for artists, most with learning disabilities or mental health issues: they find that formalising decisions helps their clarity, makes people more committed to what has been decided, and helps people remember.

With most others, the decision-making process is so much a part of what individuals do every day of their working lives as professional arts practitioners that decisions are arrived at by consensus or general agreement, rather than votes.

There are two factors needed for decision-making by consensus to work. First, the clearer the group’s purpose, the easier it is to identify the appropriate course of action. Secondly, the members of the group need to be of sufficient status – or delegated temporarily with the power – to take the decisions necessary on behalf of their own organisations.

`We discuss, and then we take decisions; it’s what we do all the time. The marketers find it more difficult because they are not the decision-makers in their organisations.’

Berkshire Venues Consortium

Getting started

Joining a group

First of all, consider what you want to achieve by joining a group, both as an individual and on behalf of your organisation.

Find a group that sounds as if it might help you achieve those aims by asking colleagues, peers and funders; searching the internet is productive. 

Many groups feel reluctant to accept new members (see page 94). This makes your first contact with a group member important: first impressions count. Think through how you will describe yourself, your organisation and your individual and organisational aims in that first telephone call or email.

At the same time you also need to find out if you have enough in common with existing members and whether your aspirations are compatible.

If the group is open to new members they will probably invite you to meet them: at this meeting, discuss what you have in common and whether any differences will cause problems in the future. Do their aims match yours or are they at least compatible? Find out what you will be expected to contribute to the group if you join. Keep an open mind because they may well bring up aspects of a potential relationship that you have not thought about.

Before joining, weigh the benefits you will get from membership against the time, energy and money you or your organisation will need to invest.

Starting a group from scratch

If there is no existing group that can help you achieve your goals, then it may be worth investing time and energy in starting one. Our research showed that many of the problems groups encountered had their roots in the way the group was first put together, so it is important to think this through very carefully. 

Harrison recommends a process for setting up effective groups16 which we have adapted to the arts context:

Finding partners

Think through what you want the group to achieve for you, both as an individual and as an organisation. Can this be best achieved through collaboration? Are the potential benefits really worth the time and effort involved in partnership working?

Look around for organisations and individuals with whom you have a lot in common. Also seek out organisations whose differences might be an advantage perhaps by offering strengths that you do not have, different perspectives or alternative ways of working. Your existing informal networks will help you with this. Make contact – you will need to be clear about what you think the group might achieve and summarise yourself, your organisation and your own goals. Set up a meeting.

The first meeting

Give your potential partners enough information and time to think about the pros and cons of a potential partnership before you meet.

At the meeting, clarify the purpose of the group by discussing everyone’s different understanding of the issues involved and their underlying agendas. Together, list all the advantages and disadvantages of working together and potential barriers. See if a clear, simple proposal can be agreed by the end of the meeting.

Getting commitment

After the meeting, circulate a written proposal among the potential members. Ask if they would like to sign up for it. If so, they need to get commitment from their colleagues, because members must have the authority to make collaborative decisions on behalf of their organisation. You may need to bring in other decision-makers at this point, for example funding bodies.

Set up a meeting to start to agree common aims, appropriate working practices, possible roles and forms of leadership. This is the time to explore assumptions and hidden aims and to start to build a shared vision and mutual trust.

Agreeing common aims 

Agreeing common aims can be difficult and a full discussion at an early stage may emphasise rather than resolve differences between group members. If all the members of the group already know and trust each other, then it may be a good idea to fully discuss and agree clear aims at the beginning of the process.17 If not, then avoid a full discussion, get on with achieving some modest quick wins to build up trust and embark later on an in-depth discussion about aims. Even if you do it this way, the group will have to achieve one of the following to get started:

· find enough agreement on aims to allow activity to start

· find some common ground, even though this may not be at the heart of what the group is about

· identify the aims members have which are compatible.

16 Harrison R, Mann G, Murphy M, Taylor A, and Thompson N, Ibid pp 18-21

17 17
Huxham C, and Vangen S, Ibid pp 62, 239 and 240

Sources of funding

Arts Council England

Arts Council England’s funding programme is Grants for the arts. Grants are available to individuals and organisations for time-limited arts activities. Organisations must have a bank account with two signatories to apply. Because of this a number of the groups we spoke to made their application through one of their members, applying as an individual. The application pack is essential reading and there are also a range of information sheets which are helpful. Check the funding page on Arts Council England’s website for information, www.artscouncil.org.uk.

Applicants apply to the regional office of Arts Council England for the area in which they are based. Dance Consortium has a registered office in London and so makes applications through that office, even though its projects tour to venues across the UK.

You are strongly advised to talk to an officer in your regional office before making an application. If you have an existing lead officer or contact within your Arts Council England regional office we suggest that you discuss your application with them first, if they are not the right person they will redirect you to the most appropriate member of staff. If you are not currently funded by Arts Council England, contact the enquiry team, which will connect you to the appropriate person in the regional office. Call 0845 300 6200 or email enquiries@artscouncil.org.uk.

The application pack contains examples of the types of arts activities that can be supported. It also includes clear guidance on who can and cannot apply, what you can apply for and how to make your application eligible. If you receive regular funding from Arts Council England you will need written agreement from your lead officer to apply. This written agreement is also required for other activities, such as building projects, or if you already have an application under assessment; the pack provides clear information about this.

Applications are assessed against five criteria and the programme has a number of priorities. Full details are in the application pack. You will normally need to find a minimum of 10 per cent partnership funding for your activity, achieving higher levels of partnership funding is likely to increase your score when Arts Council England is assessing how financially realistic the activity is.

The guidance notes state that you cannot apply for, `general running costs and overheads that are paid for by other income, including your own funds’, nor for ‘ongoing overheads related to equipment or buildings, such as insurance or maintenance costs’. However; you are able to include in your budget extra time-limited overhead costs directly related to the activity you are applying for and a contribution to your ongoing overheads if these are not covered by other funding. In your application you should break these costs down and substantiate them so the assessor can judge if they are eligible and reasonable. It would be a good idea to talk about what might be considered reasonable when you are getting advice before you apply.

Awards for all

This scheme is for local communities and the money comes from the Lottery. It is operated by regional consortiums of lottery funding bodies and offers grants of £300–£10,000 to community organisations. Its goals are to extend access and participation, increase skill and creativity and improve quality of life.

If your project can demonstrate high levels of public benefit then an application might succeed. It will be assessed against the national priorities of promoting participation, education, the environment and health in the local community. Each consortium also has regional priorities. Find out more at www.awardsforall.org.uk
Other sources

Criteria for funding vary from region to region – even for national schemes. Many regional development agencies offer start-up support to businesses and a few have schemes for creative industries, which might consider supporting network development. There is a list of funding schemes that might be open to applications from creative businesses at www.culture.gov.uk/moneymap
It is worth exploring whether your region has an existing scheme with European funding, designed to support small businesses. Again, you need to check the criteria to see if your group would be eligible.

Make use of regional advice organisations which focus on voluntary sector and community organisations in general or the creative industries in particular. They may offer free access to databases of funders, for example FunderFinder, which enables you to match your project with the funding criteria of thousands of grant-giving organisations. Your local library may also have up-to-date directories of funders, for example those published by the Directory of Social Change (DSC).

Crossing borders

International partnerships are rewarding – many of the groups and networks we spoke to that did not already work internationally had aspirations to do so. All the characteristics of effective collaborations also apply to collaborations that cross national borders. There are specific issues to be aware of, however, both when importing (bringing work from overseas into the UK) and exporting (taking UK work abroad).

How to find international partners

There are plenty of resources designed to encourage cross-border partnerships. Each UK consortium or network that has chosen to work internationally uses several methods, the most important of which are:

· members’ existing contacts

· informal networking

· getting advice from key UK promoters and curators who have expertise in particular geographic areas, across several artforms, or a worldwide knowledge of a particular artform

· membership of formal networks

· asking others to spread the word.

`Some of our members travel to festivals and performing arts markets around the world so they make a lot of contacts. There are very few people looking at dance from an international perspective and we are linked with many of them. Dance promoters and producers attend every other Dance Consortium regular meeting. We’ve built relationships with culture departments in embassies, particularly Australia, Canada and France, and the embassies support some of our projects.’

Dance Consortium

Officers of the British Council, which supports artists from the UK to travel overseas and give performances or collaborate with artists from other countries, recommend that you find what they call the ‘domestic anchors’ in the UK – those promoters, festivals and venues which have plenty of experience of finding and promoting international work – and persuade them to talk about your work within their international networks. (See more below about the British Council.)

Just as with nationally based groups, many international networks and consortiums have invested in building relationships and need to be persuaded to welcome new members. The advice from both UK and European partners is to get out there and talk to as many people as possible. The starting point for most relationships is personal contact, which develops into a mutual desire to collaborate.

`International partners come out of our personal address books. But partnerships also emerge from what starts as a casual conversation so you have to go out and talk to people.’ 

Guardians of Doubt

The principles for initiating and developing productive relationships are the same as for UK collaborations, as described in the Getting started section.

`LIFT [London International Festival of Theatre] is developing a new model of international curating which devolves the artistic programming of the festival to a team of 16 people, eight international and eight UK-based. They have been selected through a process of research via existing LIFT networks, the networks of the incoming director and a couple of hectic trips to Bangladesh and China.

The first cycle of these ‘seekers’ share either an experience of England as a colonial power in their own country, or their fellow nationals are strongly represented among the population of east London, where much of the 2008 Festival will occur. The UK seekers will be responsible for identifying and/or creating commissions with people living in east London during the festival. The international seekers will select work from their own countries for presentation in the June 2008 festival. The curatorial brief will be developed collectively by the seekers and LIFT. 

Alongside this, a portable meeting place will be created in collaboration with east Londoners, a design team and artists. This will be the centrepiece for the festival and a place of welcome, meeting, discussion, performance, reflection and ceremony – the LIFT New Parliament.’ 

London International Festival of Theatre

Key issues

The investment needed to develop international collaborations means that long-term goals are essential. You need to do thorough research to assess possible partners and the context in which they are working. Ask yourself:

· what are the economic and cultural policies that might help or hinder your collaboration?

· are there resources in the UK that might help you find partners in this particular country?

· are the opportunities in this country or sector likely to grow or decline?

· who else is already working or seeking to work in partnership with arts organisations in this country or this sector? Is there room for you?

Invest in building up your address book and in maintaining contact. Unless you do this, you will not have the breadth of knowledge to find the most appropriate and highest quality work.

`A network is not the same as a directory, though the two have things in common. Directories are only useful if they are accurate and up-to-date and so maintaining them involves adding, deleting or amending facts. Networks are about relationships and a shared purpose and so are based on emotion and motivation. Building and sustaining networks of successful and mutually beneficial relationships is even more time-consuming than maintaining directories – it's certainly far more emotionally loaded. Without an injection of human passion a network is merely a directory.

Cultural Co-operation is fortunate in having highly productive relationships with scores of creative individuals, organisations, institutions and official cultural agencies in more than 70 countries around the world as well as nearly 1,000 diasporic artists in London alone. Our challenge is how to maintain a human touch with all, most, or even just some of them. Sometimes all it takes is a Christmas card or other appropriate seasonal greeting. More often it requires us to create a major project precisely so that we can mobilise as many of these otherwise dormant relationships 

as possible.’

Cultural Co-operation 

Get to know your partners well:

· work together in a small way first, perhaps by booking the company to perform before co-commissioning them

· make sure you have the opportunity to meet informally, without official stakeholders such as funders and embassy staff

· if you can, visit partners on their home turf to get a better understanding of how they normally work.

Guy Cools quotes Walter Heun in his paper on international partnerships for the Informal European Theatre Meetings:

`See, listen, talk – communication develops into cooperation’.18 

Get to know and be sensitive to cultural differences and always check out your assumptions. On the websites listed below you will find lots of useful information, but nothing beats meeting and talking to as many people as possible. Differences to take account of might include:

· degrees of informality

· ways of working

· ways of dealing with conflict

· terminology

· levels of resource

· attitudes to funding

· professional expectations, expertise and experience

· artistic and production values.

Working in other languages is challenging: the same term can mean different things, you and your partners may not share a specialist vocabulary and intended meanings can become lost in translation, so always double-check your understanding of each other – it’s time consuming but worth it.

Different attitudes towards budgeting and accounting mean that it is important to discuss expectations and agree working practices in advance.

Do not assume: discuss, clarify and confirm in writing every aspect of the relationship in advance.

`You need strong nerves combined with a lot of perseverance.’ 

Dietrich Grosse, independent producer19

International collaborations allow access to new sources of funding, for example from the European Union. You will probably need to assemble funding from several sources, including sources outside the arts sector. Overseas aid charities, for example, have in the past supported high-quality work which focuses on social issues and encourages participation. A go-getting attitude to funding is most likely to bring success. Ask your international partners to approach their own funding sources.

International partnerships can present challenges for national funding bodies, which are unlikely to be able to fund expenditure that does not directly benefit the partners from their own country. This makes it difficult to fund the general overheads of the network. If the lead organisation is based overseas, funders in the UK find it difficult to meet their own rules for accountability. They will probably require the lead organisation to show that it has protected the partners’ contributions.

Through the International Federation of Arts Councils and Cultural Agencies, Arts Council England is working with parallel funding bodies across the world to explore the feasibility of a joint fund for international touring, similar to that which supports touring across borders within the United Kingdom. The study should be completed towards the end of 2006. 

Currency fluctuations make accurate budgeting for international collaboration hard, so the general rule is to over-budget rather than end up with an unexpected deficit.

Resources

Arts Council England



Import and export
Arts Council England is keen to support more international collaboration and working. Its International policy was published in 2006, see www.artscouncil.org.uk and look for Publications. It funds International Intelligence on Culture, an enquiry service about international arts (see more below).

British Council




Export
www.britishcouncil.org/arts-support-and-funding-overview.htm
The British Council supports around 2,000 arts events overseas every year. This makes it an important first port of call when setting up international partnerships as it understands the particular contexts of the country, knows what else is going on and can advise on funding priorities.

It focuses mainly on work targeted at young adults aged 16–35.

The scale and scope of projects are broadly tied in to Foreign and Commonwealth Office priorities, although the British Council has arts programmes in 110 countries. In 2006/7, priorities include China, India, Africa, the Middle East and Brazil. After consultation with external advisers, UK-based specialist officers covering literature, dance, drama and music usually approach artists whose work fits with the needs of British Council offices overseas. Even so, its website says, ‘[We] are always keen to hear well-thought out proposals from arts professionals’. Note that the British Council does not support work unless a specialist British Council officer or adviser has seen it.

The British Council buys visual arts, craft and design works and usually draws work from this collection to exhibit overseas. The in-house curators may also approach artists and experts to deliver talks and workshops linked to these exhibitions. If you have a specialist area of expertise, talk to an officer to see if it is worth sending in a CV for consideration. Professional visual artists can apply for grants to help with travel and transportation grants for exhibitions overseas. The arts department actively promotes the work of British artists to their informal and formal networks across the world and through newsletters, publications, directories and showcases.

Read the British Council’s website advice before emailing the relevant officer with proposals or questions. In particular, you should be familiar with the British Council’s country priorities and have carefully considered what makes this work unique, what additional resources you can provide such as an education programme and if the work is suitable for overseas touring, including whether it is of a high enough quality. Around a third of artists and companies who approach the British Council have already set up the necessary overseas partnerships. Many have already asked their overseas partners to talk to British Council officers in their local office.

Business Link





Import and export
www.businesslink.gov.uk

The website includes a basic guide to import and export, sources of information on specific countries and an overview of tax and paperwork issues.

Culture.info






Import and export
www.culture2007.info
This is an initiative of EUCLID, (see below). The website gives information on the European Union’s funding programme, which aims to support transnational touring and intercultural dialogue. The site includes guidance documents and sources of workshops and advice surgeries to support UK applications. 

Culturebase.net





Import
www.culturebase.net
This website contains profiles of more than 1,000 individual artists and groups from all over the world. The database is searchable by name, genre, place and theme.

CUPID 






Import and export
www.cupid.culture.info
This is a searchable online database of cultural organisations and projects that have received European Union funding: it includes details of the lead organisation and its partners in the project. This is a good way of finding a network you might be able to join.

Euclid






Import and export
www.euclid.info
Euclid is a European Union programme which offers information, research and consultancy on the European and international cultural sector. In particular, the website offers summaries of European Union funding schemes, guidance on making applications and links to resources to help you find European partners. It runs regular seminars on making applications for EU funding as well as individual advice designed to increase the number of successful applicants from the UK.

European Festivals Association


Export
www.efa-aef.org
This site offers a members’ directory of more than 70 major arts festivals.

European Forum for the Arts and Heritage

Import and export
www.efah.org
This site mainly deals with cultural policy issues, and includes a paper on evaluating networks and a document giving background information about key cultural networks.

Funders Online





Import and export
www.fundersonline.org
This is a searchable index of websites for more than 300 philanthropic foundations and corporations active in Europe. It lists the sort of activity each organisation engages in, including type of project funded, target groups and geographic areas and the information available on each website. The site also offers useful advice on fundraising in a European context.

Informal European Theatre Meetings (IETM)

Import and export

www.ietm.org
This is a membership organisation offering invaluable networking opportunities, databases of contacts, publications, bulletin boards, calendars of arts events, e-newsletters and more. It has special projects in progress promoting collaboration between Europe and Africa, the Balkans, Central Asia, China and Latin America. Its meetings are an essential way for people working in the performing arts to meet a wide range of contacts already interested in collaboration.

`The best place for advice is the Informal European Theatre Meeting. It’s got 5,000 members and is a fantastic network.’ 

Guardians of Doubt

International Intelligence on Culture


Export
www.intelculture.org
This is an enquiry service, funded by Arts Council England, to provide tailored advice and practical information on touring and working overseas including contacts such as networks and embassies and potential sources 

of funding.

International Society for the Performing Arts
Import and export
www.ispa.org
This is an international network of 600 chief executives and directors of performing arts organisations. Based in the United States, it organises conferences and opportunities for information exchange and produces a regular newsletter. Pitch sessions are an opportunity for artists and producers to present projects in early stages of development for which they want partners.

LabforCulture





Import and export

www.labforculture.org
Launched in spring 2006 by the European Cultural Foundation, this is a collaborative information resource about cultural cooperation across Europe. It includes research, news, analysis and commentary on cultural cooperation for arts organisations, promoters, curators and policy-makers.

On the Move






Export
www.on-the-move.org
Heralded as ‘the performing arts traveller’s toolkit’, this site, developed by IETM (see above) is a portal to sources of information about networks, funding opportunities, administrative, legal and fiscal issues, technical information and practical advice on travel, money, accommodation and language barriers.

UK Trade and Investment 




Import and Export
www.tradeinvest.gov.uk
This UK government organisation has international trade teams based throughout England, aiming to help UK companies do business abroad. You can find your nearest team through the website, which also offers profiles of particular sectors and countries and general advice on developing partnerships abroad. In the past, it has provided some arts organisations with tailored organisational training and a presence in international marketplaces, as well as supporting overseas promoters to make visits.

Visiting Arts







Import
www.visitingarts.org.uk
Visiting Arts is a national agency, which aims to bring high-quality contemporary arts into the UK and to encourage dialogue between UK artists and their overseas counterparts. Each year it selects around 40 countries and provides advice, information, showcases and professional development to enable artists from those countries to collaborate with UK arts organisations. UK-based promoters and curators can access information, including country cultural profiles; practical advice; funding; networking and showcases; trips to see work; and a forum where they can exchange information about overseas artists they are planning to bring to the UK.

18 Cools G, International co-production and touring, IETM (Informal European Theatre Meetings), 2004, p 19

When things go wrong

Every group we have spoken to has been through a sticky patch at some point. It is a natural stage that groups go through, as Tuckman’s model suggests (see page 21). Whether or not a group survives things going wrong depends on its clarity of purpose and the willingness of individuals to solve the problems that come up. 

Here’s what we’ve learned about putting things back on track.

Funding under threat?

The most common problem that groups face is a threat to their funding. If funding is withdrawn, in many cases, groups find it difficult to justify their continued existence. It might mean, for example, that individuals can no longer afford to travel to meetings, that projects and creative activity are impossible and that the admin becomes even more of a burden.

`When the funding runs out, the need to go through the rigmarole of applying for funds could throttle it quite quickly. We probably wouldn’t continue meeting without the money.’ 

Small and Middle Scale New Writing Consortium

Some groups fear that a withdrawal of funding would demoralise the group. However, groups who are determined to survive need to pursue one of four options in tackling the issue:

· ensure that you continue to have a clear rationale for your existence and make a clear argument (which means assessing and demonstrating the group’s impact) to existing funders to justify continued support

· look for new funders and start to create new funding relationships

· if there is still no funding, decide what activities you can still carry out and how valuable these might be; say, as an occasional talking shop or telephone support network

· disband.

`We have three-year funding which runs out next March – how it continues will need to be discussed, though I would be interested even if there wasn’t a lot of money available because of the networking and support.’

Sound Circuit

Some groups decide that they will disperse (Sci-art did this at the end of its Arts Council England funding period). Others may fizzle out, such as the Contemporary Visual Art Consortium, which resolved to meet again when it lost its expected funding, but somehow never got around to it again.

`We failed to get money for our project – they said the remit was too small. We continued to meet because it was an interesting group of people, but the aims and practices of arts organisations and educational institutions are too different to be able to actually ‘do’ anything – there wasn’t enough overlap. We agreed in 2003 to meet every six months or so, but we haven’t met since.’ 

Contemporary Visual Art Consortium

Tension within the group

Because groups are about personal relationships, at some time or other there will be clashes, misunderstandings, arguments and other tensions. There are bookshops piled high with advice on human relationships. Here are a few pointers given to us by group organisers.

Often tensions arise from a lack of clarity in roles and group remit and the only solution is to sit down and be as transparent as possible about what you expect from each other. This means confrontation and honesty, which is not everyone’s natural strength. With luck, you will have someone in the group with sufficient confidence and commitment to see that the straight talk is talked. Setting up the group in the first place with written guidelines on what the group is for and what people are expected to contribute gives the whole group something to refer to if things go wrong.

Sometimes tension arises because of mistrust – often historic, and often groundless. One consortium, for example, experienced problems when some of the companies felt that funding should have been given to them rather than to the member venues. This has come about partly because of a traditional view of the way that funding should be applied, and partly because the group initially struggled to establish a common purpose. Members addressed their problems positively by being transparent and firm about what they can and cannot do.

However, do not avoid conflict altogether. Constructive conflict is essential to healthy group life and a degree of discussion and disagreement can help a group develop its thinking and progress its aims.

Losing key members

Most groups tend to have a driving force – one or perhaps two individuals with strong personalities, or a keen passion to see the group succeed, who take on the role of group ‘whip’. These people can be essential to a group’s success and continuing existence. 

`It might founder if I wasn’t there.’ 

Coordinator, Sound Circuit

In other instances, a particular venue might be particularly valuable to a touring circuit or network, and their presence strongly regretted if they leave.

When that person leaves, chaos can seem imminent. Again, the solution lies in the rationale for the group’s existence; if a group really needs to exist, and people can still clearly see the benefits of group membership, the situation nearly always resolves itself by a move to fill the gap.

Speed and action

Many groups seem likely to founder early on because of the time it can take the group to normalise and reach the point of actually achieving something. Be patient. The norming stage of group development described on page 20 can take up to a year, while the group works out what it is there for and what it wants to do, and members get to trust each other.

`We thought things would move faster than they have. We have achieved things but not as quickly as expected.’ 

Live Art UK

However, for the majority of groups, action is what will ultimately bind members together, so beware of letting this norming stage go on for too long, without having achieved anything that people can feel pleased with.

`A group always has to be doing something – there are only so many meetings you can turn up to when the members aren’t actually doing anything.’ 

Live Art UK

Endings

Groups and collaborations sometimes come to an end. Perhaps your goal has been achieved or your aims have changed and the group no longer serves a relevant function. Maybe the funding has come to an end, or key members of the group need to leave. It can be difficult to let something go which has provided support and achieved tangible benefits. 

However, the ending of one thing is often the beginning of something else and provided the ending is consensual and cordial, new, related partnerships or collaborations often spring up. Endings are easier if any blame attached to the conclusion of the group is perceived to be external – any hostile feelings are therefore kept outside the group itself.

If at all possible, try to plan for the ending of the collaboration. Fix one or two meetings to wind up the business of the group and record the reasons for the group’s dissolution. Make sure that your liabilities and responsibilities are settled and tell people that you are winding up. Appoint someone keeper of the documentation, identify other related contacts to whom you can refer enquirers and get one or two members to agree to be contact points to pass them on. Then celebrate the group’s successes with a social occasion, inviting everyone who has been involved. 

Reinventing themselves: an example

A network was coming to the end of two-year Promoter Development Funding from Arts Council England, which covered its running costs as well as six touring projects. The members met to discuss the future. All agreed they wanted the project to continue. They particularly valued the opportunity to exchange information and good practice, compare notes, get hold of work they could not otherwise afford and carry out ambitious audience development projects for a challenging artform. Even the small organisations agreed they could afford to contribute at least £500 towards the administrator’s fee for making funding applications, coordinating meetings and organising the annual conference. The next challenge was to put together a funding package to support regular touring because all the benefits of networking and collaborative audience development came out of actually doing something together.

A checklist 

This is a summary of action and tips. As such it is a bit oversimplified. For more details and all the qualifiers, go back to the main guide.

Starting a group

· Unless you strongly believe that it is the best way to achieve your goal, don’t do it. 

· Work out what you hope to achieve. 

· List all the benefits you can, tangible and intangible. 

· Do all this by consulting widely with interested parties, including stakeholders – expect it to take a while, and expect, too, to have to repeat it in future.

· Once you have some clear proposals, invite potential members to an inaugural meeting (seven members is the ideal group size). 

· Together, work out three or four objectives for your group. 

· Make sure that everyone agrees with them. 

· Ask members to clarify their personal objectives (not necessarily to share with the group, but to be clear about what they want to achieve for their organisation).

· It may take up to a year for a group to decide what it wants to achieve.

· Some `quick wins’ early on (within six months) can help the group bond.

Joining an existing group

· Decide what you want to get from a group. 

· Find one that you want to join.

· Think carefully about how you will present yourself to them.

· Make sure your aims are compatible and the advantages for you are worth the necessary investment.

· Do not be too disheartened if a group turns you down; many are unwilling to disturb the hard-won stability.

Communicating with each other

A healthy group finds a way to deal with problems together. 

Develop a frank, open way of working that encourages everyone to share gripes rather than suppressing argument. 

Be prepared to compromise: approaching collaborative working in the spirit of openness will help towards group gain.

You can change your minds – review the objectives twice a year, and if necessary, rewrite them.

Constitution and membership

· Decide whether you are going to have a fixed, open or paid membership base.

· Create guidelines for members about the contributions expected from them in time, money, and so on.

· Keep the constitution simple if you can. 

· If you decide to be open to new members plan an induction process.

· Ensure continuity: prevent organisations sending a new person each time to a meeting.

· Involve partners as soon as you can but be clear about the difference between a partner and a member.

· If you are a large group (more than 10 members), consider a smaller management sub group to make delegated decisions.

· It is best not to pay members for this extra commitment if you can avoid it.

Finance and administration

· A bank account is not necessary; money can be channelled through a member organisation’s account.

· The organisation looking after group funds must have the resources to do so (particularly staff time). 

· It must sign a declaration that it will manage funds responsibly, and ensure that the money is protected. 

· Always include an amount for management and administration in any funding application. 

· A paid administrator is a good idea; one or two hours a week can make all the difference.

Membership roles

· Allocate tasks to members according to their strengths.

· Some members always do more than others which many groups find acceptable. 

· Only you will know whether it is acceptable for some members not to contribute to running the group. If not, the issue needs to be discussed within the group and addressed as appropriate.

· Meetings

· Make opportunities to meet at least twice a year.

· Record minutes of your meetings and include all decisions, whether taken by vote or not. 

· Don’t end a meeting without fixing the next one.

· Ensure members present have authority to make decisions on behalf of their own organisations.

· Decision-making is easier when there is a clear purpose to the group’s activities.

International collaborations 

· Find international partners via your own contacts, informal and formal networking, established promoters, curators and so on.

· Be ready for cultural differences between members, and ready to double-check and confirm everything in writing.

· There are sources of funding specific to international collaborations.

When things go wrong…

· All groups have sticky patches. 

· Uneven funding is one cause. If your group is worth continuing with, you will make it work funding or no funding. 

· Make a new case for your group, source new funding, salvage what 

you can.

or 

· Make a dignified exit.

· Conflict arises when there is a lack of clarity of roles. 

· Be transparent about group and individual expectations.

· If necessary, provide written guidelines for group members.

· Do not avoid conflict altogether; it shows people care about the group’s development.

Endings

· If your group has reached the end of its useful life, then plan for its end.

· Do not let blame be attached to anyone inside the group.

· Appoint someone to keep the documentation and be a point of contact for future inquirers.

· Celebrate the successes with a farewell social occasion.

Conclusion

Collaborative working is popular these days, and for good reason. The efficiency, learning, critical mass, economies of scale, inspiration, support, knowledge and expertise that groups can offer their members has changed many aspects of the arts for the better in the last 10 years.

Undertaking a straightforward cost/benefit analysis of groups – matching the resources expended, particularly time, energy and money, against the tangible advantages of membership – shows that collaborative working often does not seem to add up.

Yet if you asked any of the people we have interviewed, they would say that the benefits of working collaboratively with colleagues in other organisations considerably outweigh the disadvantages. The true benefits of collaboration cannot, of course, be expressed with a calculator; they are intangible, personal, unspoken and often unacknowledged. Additional arts activity, increased skill levels and understanding and improved audience knowledge are indeed benefits, but maybe it is the support, companionship, stimulation and fun to be gained from working within a peer group of people who share a passion, that can enable groups to generate achievements greater than the sum of their parts.
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Berkshire Venues Consortium

The Consortium came together in November 2003. Directors of four Berkshire venues initially met informally to look at diary clashes. They liked each other and began looking at marketing and programming issues together.

Activity: a week of Edinburgh previews (each performance split between two venues), joint programming to cash in on press interest, new commissions, and joint marketing initiatives. They apply for Grants for the arts money on a project-by-project basis to pay for activity.

Members: South Street (Reading), South Hill Park (Bracknell), Newbury Corn Exchange, Norden Farm Centre for the Arts (Maidenhead). 

Website: www.aroundthefringes.co.uk
Contemporary Visual Art Consortium

This group formed in 1996 to offer peer support to libraries and archives of African, Caribbean and Asian art, based in arts organisations or educational institutions. They came together around an opportunity to apply for funds from the Research Support Libraries Programme. The project failed to get money but the group continued to meet. Ultimately it was felt that the aims and practices of arts organisations and educational institutions were too different to be able to actually ‘do’ anything. It agreed in 2003 to continue meeting every six months or so, but has not met since.

Members included: InIVA, Chelsea School of Art, British Council, University of Essex, Women’s Art Library, Castleford Museum, Chinese Arts, Westminster College.

Cultural Co-operation

Cultural Co-operation is an independent London-based charity formed in 1987. It promotes cross-cultural contact, dialogue and understanding through arts and educational initiatives.

Activity: festivals of world culture; international conferences; year-round education projects on world culture that unite UK schools and museums; network and career professional development for artists of diverse backgrounds; research studies; advocacy and coaching. Its regular free admission summer festival, the Music Village, is now in its 23rd year and presents visiting artists from around the world alongside their UK counterparts.  In recent years it has focused on Ethiopia, Papua New Guinea and South Africa and transnational themes, such as Sufism, sacred voices and diaspora. 

Members: around 250 groups and soloists from more than 70 national and faith communities in 29 London boroughs.

Website: www.culturalco-operation.org
Dance Consortium 

Dance Consortium was established in 2000 by a group of 19 theatres in the UK committed to systematically developing audiences for international dance. It has a part-time administrator, a board of directors, and every year the members contribute £1000 each. 

Activity: it plans to have a maximum of four tours a year depending upon grants from Arts Council England, joint publicity, annual marketing, education and technical direction days, audience research and seminars. Consortium members exchange weekly box office figures.

Members: Alhambra Theatre (Bradford), Birmingham Hippodrome, The Dome (Brighton), Churchill Theatre (Bromley), Wales Millennium Centre (Cardiff), Edinburgh Festival Theatre, Kings Theatre and Theatre Royal (Glasgow), Sadlers Wells (London), Milton Keynes Theatre, Theatre Royal and Derngate Theatres (Northampton), Nottingham Playhouse, Plymouth Theatre Royal, The Lowry (Salford), Sheffield Lyceum, Regent Theatre (Stoke on Trent), Newcastle Theatre Royal, Hall for Cornwall, New Victoria Theatre (Woking), Wycombe Swan.

Website: www.worldwidedanceUK.com
National Disability Touring Network

The Arts Council also created this network with National Promoters Development Fund money. 10 venues on the small and small mid scale regularly programming disability related work were brought together in 2003 to help develop companies and provide touring opportunities for disabled, integrated and inclusive companies.

Activity: funds go towards visits to see companies, meetings, a conference about marketing and audience development and the sharing and development of best practice. They have programmed new companies as a result of their visits, and have promoted a tour of a storyteller from the US (not subsidised by the National Promoters Development Fund).

Members: The Albany (Deptford), The Arena (Wolverhampton), Bowen West Theatre (Bedford), The Castle (Wellingborough), Croydon Clocktower, Darlington Arts Centre, Gulbenkian Theatre (Canterbury), Maltings Arts Theatre (St. Albans).

Experimental Theatre Consortium

An Arts Council England officer responsible for non-text based theatre brought the seven members of this group together at the end of 2003. They had in common the fact that they all ran venues and produced work that supported experimental practice. The group’s main purpose is to provide a forum for discussion and a support network for those people who work with experimental artists.

Activity: It has commissioned one project around the members’ personal response to experimental theatre, and aims for more in future. Renamed New Theatre Architects, in 2006 they employed a part-time administrator.

Members: Junction (Cambridge), Nuffield Theatre (Lancaster), Exeter Phoenix, Leeds Met Studio Theatre, Arnolfini (Bristol), Battersea Arts Centre (London), Fuel (works nationally).

Greater North Curators Group

This scheme, begun in 1994, aims to provide opportunities for curators, exhibition officers and artists to see contemporary work worldwide. It is currently coordinated by the visual arts officer at Arts Council England, Yorkshire and it works with both the British Council and Visiting Arts which all provide funding, to arrange the trips. There is no membership as such, but a database of likely participants who are sent the event schedule and invited to take part. 

Activity: recent trips have included China, South America and the Venice Biennale (for the sixth time). 

Members: the group does not have a membership as such but more than 300 curators and exhibition officers have benefited since its inception.

Guardians of Doubt 

This informal grouping was formalised in 2002 when a member applied for money from the National Promoter Development Fund. It provides peer support and creative nourishment for artistic producers, to explore and challenge issues around experimental dance and performance. 

Activity: it meets quarterly for two days at a time. Most work is research-based, and includes projects, commissions and seminars. Examples: two commissions for non-choreographers and non-dancers, supporting work in progress and audience development projects with critics and artists such as Donald Hutera, Sean Tuan John and Pete Shenton.

Founder Members: Jane Greenfield, Helen Cole, Bush Hartshorn, Steve Slater, Steve Purcell.

Website: www.guardiansofdoubt.org 

Live Art UK

Live Art UK began as an informal grouping (without a name), meeting irregularly to check diary clashes and discuss issues around Live Art. In 2001 Arts Council England provided support through the National Promoter Development Fund for a pilot period to clarify the network structure, to continue to meet on a more formal basis, and to view work together. In 2006 LAUK began a two-year programme funded by Grants for the arts.

Activity: network meetings, research trips, national touring models, critical writing initiative, sharing best practice.

Members: Arnolfini (Bristol), Artsadmin (London), Bluecoat (Liverpool), Chapter Arts Centre (Cardiff), Colchester Arts Centre, Fierce Festival (Birmingham), greenroom (Manchester), Live Art Development Agency, New Work Network.

Website: www.liveartuk.org
Live Literature Consortium

This is an Arts Council England initiative: an Arts Council England officer approached Contact Theatre in 2004 to invite them to lead a consortium of venues which promote live literature events. The aims are to share best practice, to explore different ways of programming the work and to develop audiences.

Activity: regular meetings, enabling members to see relevant work, commissioning artists and a Live Literature Showcase.

Members: Contact (Manchester), Phoenix (Leicester), Brewery Arts Centre (Kendal), Gulbenkian Theatre (Canterbury), mac (Birmingham), Nordern Farm Centre for the Arts in Maidenhead, and Exeter Phoenix. Apples and Snakes are advisers.

Music Beyond the Mainstream

Six venue based promoters of world, jazz and folk music were meeting regularly at various showcases and conferences. They collaborated on a tour and then received money from the National Promoter Development Fund. Now they are funded by Grants for the arts to produce and tour world, jazz and new/left of field music. Each of the 10 members makes an annual contribution which pays for an administrator.

Activity:  Four tours a year. 

Members: Warwick Arts Centre (Coventry), The Dome (Brighton), The Lighthouse (Poole), Derngate (Northampton), Anvil (Basingstoke), Colston Hall (Bristol), DeMonfort Hall (Leicester), Bridgewater Hall (Manchester), Philharmonic Hall (Liverpool), The Sage (Gateshead), Usher Hall (Edinburgh).

Nuroutes

Nu Routes was founded in 2003 as an Arts Council England initiative to tour folk, roots and acoustic music. The promoters are small-scale venues of 170–300 seats. They feature new and up and coming artists in composite programmes (up to four artists in each programme) and target younger attenders. 

Activity: up to four tours a year and shared marketing activity.

Members: artsdepot (London), Beverley Folk Festival, Bridgwater Arts Centre, Brigg Fiddle Festival (Lincolnshire), Exeter Phoenix, Fishpond (Matlock Bath), Hebden Bridge Trades Club, Kirkgate Centre (Cockermouth), Komedia (Brighton), Warwick Folk Festival, Wicked Events (Stroud area, Gloucestershire).

Open Studios Network

This is a loose grouping of open studios events (artists opening their studios or homes to the public to view their work), which happen all over the UK. Two have contributed to our guide: South East Open Studios and Cambridge Open Studios – both are established events. The South East network was suggested by Sevenoaks and Tunbridge Wells District Council arts officers who initially recruited keen artists, arranged meetings and then handed it over. It has a management group and provides some money for administration. District coordinators keep the artists in touch with what’s going on. Cambridge, established more than 30 years ago, operates in a similar way to the South East, and promotes year-round events as well as the main open studios event in the summer. 

Activity: both provide event brochures, advice to artists, and coordinate meetings.

Members: South East Open Studios has 251 members; Cambridge Open Studios has more than 300. 

Websites: www.southeastopenstudios.org.uk and 


www.camopenstudios.co.uk
Small and Middle Scale New Writing Consortium

The Theatre Royal Bury St Edmunds was approached by Arts Council England in 2003 to lead a consortium aimed at encouraging smaller venues to tour, and be able to find audiences for, new writing. 

Activity: The group received money from the National Promoter Development Fund to visit work at other venues, for commissioning one work, supporting a writer-in-residence and for marketing initiatives.

Members: Theatre Royal Bury St Edmunds, Corn Exchange Newbury, Lakeside Nottingham, Wakefield Theatre Royal, Brewhouse Taunton, Brewery Arts Centre Kendal. 

Sound Circuit

This group promotes contemporary classical music; the idea came from a small group of promoters in 2004. Arts Council England soon expressed interest and its touring department provided funding to help the group improve audiences for touring, and in general for a contemporary music programme. 

Activity: meetings facilitated by marketing specialists, database analysis and research (it works with a research coordinator), subsidised audience development projects, five tours, action research projects and an annual symposium. It has a part-time coordinator.

Members: Oxford Contemporary Music, Birmingham Contemporary Music Group, Royal Northern College of Music (Manchester), York University, Brighton Dome and Corn Exchange, London Sinfonietta, Queen Elizabeth Hall (London), Huddersfield Contemporary Music Festival.

Website: www.haferkornassociates.com
South Asian Theatre Touring Consortium

This group was formed with Arts Council England funds, to help South Asian theatre companies tour London. Three venues were identified (one each in the north, south, and west of London) to coordinate activities and programming and to develop audiences. 

Activity: funding came to an end in March 2006. By the end of 2006 there will have been four seasons with at least two companies in each. Runs are now longer (complete weeks as opposed to one or two days) and audiences are up. Work has also been commissioned for future activity. Community ambassadors are in place at two of the venues.

Members: The Arts Depot, Watermans, Croydon Clocktower, Kali Theatre, Peshkar Productions, Rasa Productions, RIFCO, Tamasha, Tara Arts, Vayu Naidu Company, Duende, Big Picture Theatre Company, Mehtab Theatre.

Surrey Integrated Arts Consortium

The consortium was started by an officer at Surrey County Council whose remit was to find funding to support disabled people to engage with cultural activities. Its aim is to support arts programmes primarily to benefit people with learning disabilities (though it is open to all artists in Surrey), to provide a forum for bringing disparate artists and groups together, and to ensure that the artists have a voice.

Activity: it has a working group of members (council officers attend meetings in a support capacity only), who coordinate and promote such events as sculpture trails, exhibitions and seminars. The consortium receives funding from Surrey County Council and Arts Council England.

Members: SIAC currently has nearly 50 members; for details, see website

Website: www.siac.uk.com
Transit Promoter Network

Transit was formed as an Arts Council England initiative with money from the National Promoters Development fund to help improve the skills of regional promoters working in grassroots popular music and to enable them to take greater programming risks. There are now 21 promoters involved in seven geographical zones, with three promoters in each network.

Activity: the promoters are invited to apply to be part of the scheme and receive a subsidy towards three gigs a year – the promoters pick the venues and bands. They also benefit from shared marketing material and advertising in the music press, attend advice workshops and an industry conference, as well as access to a press officer and advice. The bands are promoted on a short-run compilation CD. There are two coordinators, covering the north and the south. 

Members: Advance Promotions, Angel Promotions, Big Head Music, Brainwash Promotions, Dave Berry, Elevation, gig swap, Glasswerk.co.uk, half baked ideas, Hunter and Brown, One Bad Apple, SCN Promotions, South West Music & Media, Straight to Hell, Supernight, The Band Agency, The Croft, The Engine Room, Under The Influence, unit10 promotions, Vman:events.

Website:  www.transit.uk.net
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