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Abstract 

Women and minorities continue to be underrepresented in multiple areas of the Western music 

industry, in part due to curatorial decisions. Curation is the act or process of selecting, organising 

and programming; a term mainly encountered within visual arts. This paper will borrow the concept 

to express all the processes that go into booking, hiring, programming and commissioning people in 

the music industry, and explore its role in the diversity issue. Through their decisions, curators have 

significant influence on who receives opportunity and praise which, subsequently, results in the 

facilitation of either inclusivity or exclusion. Statistics show that women and minorities continue to 

receive fewer opportunities, experience bias, and drop out of higher music education, all of which 

has consequences for the diversity of the music industry.  

In addition to curatorial processes, part of the industry issues can be connected to the work 

environment women and minorities encounter. The dominant artistic-, corporate- and political 

cultures of Western societies have largely been defined by male modes of discourse and continue to 

function as, consciously or subconsciously, exclusive networks maintained by curatorial decisions. 

The discourses and expressions of women and minorities are as a consequence facing bias and have 

slimmer chances of making it ‘onto display’. Relational leadership and inclusive curation offer tools 

to help establishing lasting and inclusive diversity by challenging the curatorial processes and 

discourses that keep the excluding structures in place. Thereby room is made for experimentation, 

new modes of expression, and diverse cultural discourses in the music industry. 

 ii



Index Page

1 Introduction  
Problem statement

1

2 Outline: The music industry in numbers
2

2.1 Composer diversity within orchestral performances from 

2013-2021.

3

2.2 Statistics on gender diversity at music festivals. 5

2.3
Statistics on gender- and minority diversity in 

commissioning.

6

2.4 Statistics on women’s status and experiences within the 

music industry in general - the corporate setting.

7

3 Analysis: The reasons
9

3.1 Force of habit within orchestral programming. 9

3.2 Composition and ‘male modes of discourse’. 10

3.3 The environment for discussion and its dialectics. 12

4 Discussion: The tools
13

4.1 Diverse cultures - facilitating inclusion. 

- Marilynn B. Brewer’s Optimal Distinctiveness Theory 

(ODT). 

- Blake E. Ashforth and Fred Mael’s social identity theory 

of in- and out-groups. 

- Illene C. Wasserman et al. on relational leadership.

13

4.2 Redefining the platform. 16

4.3  Inclusive curation. 17

4.4 Resistance to initiatives of inclusion. 18

5 Conclusion 20

6 Bibliography 23

 iii



1 Introduction 

According to Oxford powered lexicon Lexico, gatekeeping is “[t]he activity of controlling, and 

usually limiting, general access to something”.   1

Research shows that women and minorities continue to be under-represented throughout society 

which is mirrored in the arts world and suggests a structure of gatekeeping.  This paper will focus 2

on the lack of diversity and inclusion within the music industry, especially in composition, in 

Western societies. 

 When general access to something is limited to certain groups of people, a lack of diversity 

emerges and a structure of exclusion is established. The status and success of people working in the 

music industry heavily relies on visibility, praise and opportunity. In order to achieve this, the 

individual must gain recognition from whoever holds a position of influence within a given field 

which happens through a process of being evaluated in relation to the dominant culture and its 

traditions. 

Since the process of hiring, booking, and commissioning musicians has different terms throughout 

the music industry, a parallel will be drawn between the arts- and music industries by perceiving 

anyone who books musicians, assembles orchestra programs, or holds positions of influence within 

institutions in general, as a ‘curator’ with the position to create either inclusion or exclusion. 

Art critic David Sylvester has claimed that the most important people in the cultural world are not 

artists but really curators.  This powerful position of the curator, naturally, has an effect on the 3

content of new media exhibitions, music festival bookings, orchestral concert programs and 

institutional employee diversity, leaving curators as the gatekeepers of the ratio of men, women and 

 Lexico, “Gatekeeping”, accessed November 17, 2021, https://www.lexico.com/definition/gatekeeping. 1

 World Economic Forum, “Global Gender Gap Report, World Economic Forum”, March, 2021, http://www3.weforum.org/docs/2

WEF_GGGR_2021.pdf.

 Jade French, Inclusive Curating in Contemporary Art: A Practical Guide (Leeds: Arc Humanities Press, 2020), 1-21.3
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minorities that make it onto public display or achieve positions of influence. It can therefore be 

argued that curators play an important role and carry a responsibility to help create a diverse and 

inclusive platform throughout the music industry, spanning galleries, concert halls, processes of 

commissioning and so forth.  

 By analysing the following, this paper will study: What characterises diversity and 

inclusion as well as how it’s established. What the status is on diversity in the music industry 

at large and what structures are upholding inequality. And explore which tools could help 

develop a more diverse music industry. 

1. Analyse quantitative statistics of the diversity for symphony orchestra- and music festivals 

programming, for composition commissioning, as well as in the music industry in general. 

2.  Explore women and minorities’ sense of inclusion and belonging within the industry by 

applying Marilynn B. Brewer’s Optimal Distinctiveness Theory (ODT) from corporate work 

settings, as well as use Blake E. Ashforth and Fred Mael’s social identity theory of in- and out-

groups to understand what establishes a sense of belonging or a sense of exclusion. 

Furthermore, theory of relational leadership will be appear. 

3. Apply theory of inclusive curation to review the structural power position of the curator and the 

music industry in general. 

2. The music industry in numbers: 

 This chapter will present statistics on female and minority representation within different 

areas of the music industry in order to build a broad understanding of the extent of the issues of 

lacking diversity and inclusion.  
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2.1 Composer diversity within orchestral performances from 2013-2021:  

 The results of a survey conducted by Baltimore Symphony Orchestra that explored the 

2014/15 concert programs performed by the 21 largest symphony orchestras in the US showed that 

only 14,3% of the pieces by current composers that were performed were by women. For both 

living and deceased composers, women composers amounted to 1,8%. ,  4 5

Composer and arts administrator, Rob Deemer, made similar findings for the 2017/18 programs that 

compared 45 of the major orchestras from the US. Women- and non-white composers on average 

represented 2% of the programmed pieces. Nearly half of the 45 orchestras from Deemer’s data had 

no music by non-white composers programmed, and the numbers were only slightly higher for 

women.  6

Statistics from Institute for Composer Diversity (ICD) from 2019-2020 show the same picture: Out 

of 120 orchestras and 4047 performances, women composers (alive and deceased) amounted to 

9,5%, composers from underrepresented racial-, ethnic- and cultural heritages 6%, and composers 

of other categories of underrepresentation 11%. In 16% of the performances the works were by all 

living composers, meaning the remaining 82,5% were by deceased male composers. Beethoven, 

Mozart, Brahms and Tchaikovsky were 89% played 3 or or more times by the orchestras.   7

The recommended distribution should, according to the ICD, for any season, present at least 

25-35% works by living composers, out of which 15-25% of the works should be by women 

composers, 15-25% should be by underrepresented racial-, ethnic- or cultural heritages. For 

ensembles performing contemporary works, the ICD recommend a minimum of 60-80% of the 

 Ricky O’Bannon, “By the Numbers: Female Composers”, Baltimore Symphony Orchestra, accessed November 18, 2021, https://4

www.bsomusic.org/stories/by-the-numbers-female-composers/

 O’Bannon, Ricky, “By the Numbers: Female Composers”, 2021.5

 Drew McManus, “How Many Dead White Men Does It Take To Program A Season?”, Adaptistration, April 3, 2021, https://6

adaptistration.com/2017/04/03/how-many-dead-white-guys-does-it-take-to-program-a-season/.

 “Orchestra Season Analysis. Data Analysis of Orchestral Seasons 2019-2020”, Institute for Composer Diversity, accessed 7

November 18, 2021, https://www.composerdiversity.com/orchestra-seasons.
 3
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works performed should be of living composers, of which at least 35-55% works by women 

composers and between 35-55% works by composers from underrepresented heritages.   8

 An international survey from 2020/2021 shows that Iceland and Sweden are the countries in 

Scandinavia with the two orchestras programming performances with the largest gender diversity, 

where 51,35% og Iceland Symphony Orchestra’s concerts programmed works by both men and 

women, and Royal Stockholm Philharmonic Orchestra 46,97%. For scheduled performances in 

Iceland, 18,38% were works by all women, while 2,21% were by black and asian men, and 0,74% 

were by black and asian women. Sweden scheduled 24,20% all women, while the numbers were 

0,92% black and asian men and and women. The recommended distribution by the ICD was 

therefore somewhat reached for gender diversity, but was far from reaching the goals for inclusion 

of racial-, ethnic- or cultural heritages. Internationally, works by black and asian men (2,43%) and 

women (1,11%) are barely represented in the scheduled performances.   9

The UK and US both count multiple orchestras with larger diversity. The Chineke! Orchestra from 

the UK that was established with the purpose of ‘championing change and celebrating diversity in 

classical music’  scheduled 72,73% performances with both men and women, 25% compositions 10

by women of which 22, 92% were by black and asian women, and out of the 75% compositions of 

men, 35,42% were by black and asian men. Chicago Sinfonietta scheduled 100% performances 

with both men and women, where 38,46% were by black and asian women, and 61,54% were by 

men of which 23,08% were black and asian. But this orchestra only had three performances 

scheduled compared to Chicago Symphony Orchestra’s 140 who programmed with significantly 

smaller diversity, and the Chineke! Orchestra had 11 compared to London Symphony Orchestra’s 

“Best Practises”, Institute for Composer Diversity, accessed November 18,2021, https://www.composerdiversity.com/programming.8

 Gabriella Di Laccio et al., “Equality & Diversity in Concert Halls 2020-2021 ,” donne-uk.org (Donne, July 2021), https://donne-9

uk.org/equality-diversity-in-concert-halls-2020-2021/.

 Chineke! Foundation, “Our Mission”, accessed November 18, 2021, https://www.chineke.org/our-mission.10
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95 with also minimal diversity. The size and prestige of the orchestra and whether an orchestra has 

been established with the goal of creating diversity has a large impact on the amount of concert 

program diversity, and on how close they came to reaching the ICD recommended distributions. 

 In music platforms outside the symphony halls such as film scoring, statistics show that 

women are also underrepresented. For the top 100-grossing Hollywood films from 2019, 5,2% of 

the scores were composed by women.  In addition, out of 92 Academy Awards, three women have 11

won an Oscar for Best Original Soundscore.  12

2.2 Statistics on gender diversity at music festivals: 

 For music festival programming, the size of the festival and the diversity within the 

curatorial teams matter for the level of inclusion.  

The FACTS survey by the female:pressure network, initiated in 2013, shows the status quo of 

gender diversity at music festivals. In the newest edition from 2020, the gender makeup of nearly 

400 festival editions spanning the years 2017-2019 from around the world were studied, revealing 

20,5% female acts, 0,6% non-binary acts, 70,3% male acts, 6,6% gender-mixed acts and 2,0% 

unidentified acts. If the years included in the survey are increased to including 2012-2019, the all-

female acts amounted to 17,3%, 74% were male, 6,9% were gender-mixed acts and 1,5% were 

unidentified. This shows a small yet important increase in gender diversity, as well as adding a non-

binary category enhances the data to study inclusivity. Yet the numbers still express a major 

diversity issue.  13

The male-to-female to non-binary ratio at festivals is the least even in Asia and the most even in 

The Pacific. For Western countries, the numbers hover around 20% women and 70% men with it 

 Women and Hollywood, “2019 statistics: Women Behind the Scenes. Top 100 Grossing Films”, accessed November 18, 2021, 11

https://womenandhollywood.com/resources/statistics/2019-statistics/.

 Marie Nygaard Sølind, “Icelandic Composer Hildur Guðnadóttir Calls for More Women In Oscars Speech”, The Nordics, accessed 12

November 18,2021, https://thenordics.com/trace/icelandic-composer-hildur-gudnadottir-calls-more-women-musicians-oscars-speech. 

 Angelika Lepper et al., “FACTS Survey 2020,” female:pressure, November 29, 2020, https://femalepressure.wordpress.com./.13
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being slightly more even in Europe (21,3% female and 68,8% male) than North America (17,9% 

female and 74,4% male). 

 The study also shows that the larger the line-up of the festival, from below 20 acts to above 

90 acts, the increasingly less diversity there is . The gender-diversity turned out to be the lowest 14

when the group of artists directors were 100% men where only slightly more than 1 out of 5 artists 

were women (20,4%). When the group consisted of both men and women, shy of 1 out of 3 of the 

performing artists were women (27,7%). Diversity was largest when artist directors were all-female 

where female representation in line-ups reached slightly below 1/2 (44,4%). The same tendency is 

evident for the inclusion of non-binary artists, where an all-female artist direction board includes 

4,2%, whereas an all-male direction includes 0,5% non-binary artists.  This underlines that the 15

makeup of the curatorial teams has an impact on the diversity and therefore inclusivity of a festival 

program. 

2.3 Statistics on gender- and minority diversity in commissioning: 

 For new music composition, a UK study from 2019 by British Academy of Songwriter, 

Composers and Authors (BASCA), showed the issues that exist within commissioning.  Women 16

made up 36% of the composition students, but only 21% of commissions submitted to British 

Composer Awards were by women. ︎︎︎︎︎In addition, the statistics showed that the proportion of women 

studying composition decreased with each academic level, making up 39% of undergraduate 

students but only 14% of PhD’s. The numbers also showed that, the higher the educational degree, 

the bigger likelihood of securing commissions and being nominated for the British Composer 

Awards. Lack of representation in higher education is therefore part of creating a lack of diversity. 

 Lepper, Angelika et al., “FACTS Survey 2020”, 2020, table 5 and table 6.14

 Ibid. table 7.15

 Natalie Bleicher and Vick Bain, “New Music Commissioning in the UK - Equality and Diversity in New Music Commissioning,” 16

ivorsacademy.com (British Academy of Songwriters, Composers & Authors (BASCA), 2016), https://ivorsacademy.com/wp-content/
uploads/2019/03/BASCA_Music-Commissioning.pdf.
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In addition, women were only represented with 7% within what are considered particularly 

prestigious commissions such as orchestral ones, compared to 39% of sonic art commissions. The 

underrepresentation of minorities within commissioning and education was incredibly striking as 

well. This raises question as to what structures in the interpersonal environment and music business 

culture create these issues.    

 The study argues that the lack of diversity often is viewed as an historical problem and that 

it’s concentrated around former generations. But the amount of female composers who were in their 

20’s was no higher than that of 40-, 50-, or 60 year olds, revealing that the situation isn’t resolving 

itself. Despite this, BASCA found that 70% of curators of commissions have no equality and 

diversity policy.  

In order to achieve commissions, 72% of commissioners of new music said that an artistic director 

was in charge of the decisions when choosing  composers to commission. Personal contacts 

mounted to 14% of the commission cases and only 5% was said to be a result of a competitive or 

tender process. The artistic director, or curator, therefor relies more on their personal experience and 

relations than an actively diversifying process. 

2.4 Statistics on women’s status and experiences within the music industry in general - 

the corporate setting: 

 Issues within the music industry in general was researched in the study ‘Women In The US 

Music Industry - Obstacles and Opportunities’ conducted in 2018 with support from Berklee 

Institute for Creative Entrepreneurship. It explored demographics, employment, and the challenges 

and opportunities for women in workplaces, making it clear that women are facing obstacles as not 

only composers or musical acts, but also within the corporate music business in general.  17

 Becky Prior, Erin Barra, Sharon Kramer, “Women in the US Music Industry - Obstacles and Opportunities”, Berklee Institute for 17

Creative Entrepeneurship, March, 2019, https://college.berklee.edu/sites/default/files/d7/bcm/Women%20in%20the%20U.S.
%20Music%20Industry%20Report.pdf.
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When asked what the respondents viewed as the biggest barriers to their career development, nearly 

1/3rd cited gender discrimination, harassment, or abuse.  

The respondents were asked whether they’d been treated differently in the music industry because 

of their gender, and whether they felt that their gender affected their employment in the music 

industry. 78% reported experiencing different treatment in the workplace, and 52% felt their gender 

had affected their employment in the music industry. These numbers were more pronounced among 

women who identified themselves as self-employed or freelancers. 

Nearly half of respondents felt they should be further ahead in their career, but while 44% of white 

women felt downright behind in their careers, this was the case for 55% of women of colour. One 

participant mentioned that the top level positions in their company was 75% male and 25% female, 

but at the mid- and lower level positions, it was 100% females. 

Issues of being taken seriously was often cited as a challenge facing women, as well as dealing with 

what they called a ‘boys’ club’. Women of colour, older women and women with disabilities were 

noted to being faced with additional difficulties.  

Both race, age and type of employment had an impact on how comfortable and supported the 

women felt at their workplaces. Although a majority of women felt supported in their workplace, 

almost 10 percent more white women felt supported by their workplace than women of colour. 

Women between 18-24 felt the least comfortable, yet felt the most supported.  

When it came to type of employment, self-employed/freelancers, especially women in performance, 

were the least comfortable, whereas those in education and training were the most comfortable. 

None the less, 72% of women working in the music industry considered themselves extremely or 

somewhat satisfied with their primary job regardless of expressing lack of feeling comfortable. 

Women who had been mentored and had networking opportunities were more likely to earn over 

$40.000 annually, and felt more satisfied in their career growth, making it two tools for ensuring 

positive development. 

 8



 Over a thousand women partaking in the survey recommended a strategy of making a 

conscious and active effort across the industry to create change. Amongst advocacy and leadership, 

part of the solutions mentioned to increase diversity and improve inclusion in the music industry 

were to simply hire qualified women and providing equal opportunity.  A more diverse industry 18

should, in other words, help combat discrimination, abuse and other systemic issues.  

3. The reasons: 

 This chapter will discuss orchestral music programming and Marcia Citron’s theory on 

‘male modes of discourse’. 

3.1 Force of habit within orchestral programming: 

 As mentioned in chapter 2.3, the yearly program for a symphony orchestra are usually 

curated by an artistic- or music director, making it a very individual process. A program is 

constructed with consideration to it being coherent across a whole season and at the individual 

concerts.  Music critic of the New York Times, Anthony Tommasini, has called the programming 19

of most large orchestras conservative  which resonates with the statistical findings in chapter 2.1. 20

In the study "Network analysis of Orchestral Concert Programming“, Anna K. Yanchenko quotes 

composer and conductor Diane Wittry,  stating that the taste of the audience must be taken into 21

consideration yet also attempt to push the boundaries by programming rarely performed pieces. 

New pieces are, none the less, rarely performed again after their premiere.  From mathematical 22

calculations, Yanchenko finds that the most important variable for what is programmed is the type 

 Prior, Becky, Erin Barra, Sharon Kramer, “Women in the US Music Industry - Obstacles and Opportunities”, 2019.18

 Anna K. Yanchenko, “Network Analysis of Orchestral Concert Programming”. September, 2020, https://arxiv.org/abs/2009.07887. 19

 Anthony Tommasini, “Adventures in concert programming”, The New York Times, July 20, 2008. http: //www.nytimes.com/ 20

2008/07/20/arts/music/20tomm.html. 

 Diane Wittry, “Beyond the Baton, What Every Conductor Needs to Know”, Oxford University Press, 2007. 21

 Yanchenko, Anna K., “Network Analysis”.22
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of composition (e.g. concerto, overture), and tends to follow a  set structure.  But the study shows 23

that there not only is a very limited amount of composers in the catalogue that programs are made 

from, the composers are also paired in specific ways, leaving little space for new composers and 

compositions.  Furthermore, if the works programmed are expected to follow a certain structure in 24

order to be programmed, there’s very little room for experimentation.  

3.2 Composition and ‘male modes of discourse’: 

 In their article ”Teaching Silence in the 21st Century" from 2015, Roxane Prevost and 

Kimberly Francis observe different reasons for lack of diversity in contemporary composition, and 

discuss elements that affect the reception and perception of women composers in society, as well as 

the importance of role models.  25

The discourse that defines Western art music is, according to their paper, characterised by the fact 

that it was formulated by a socially-, racially- and gender-homogenous group of men, and the 

dominant compositional tradition is therefore anchored within male composing. The 

understanding-, analysis-, evaluation- and criticism of composed music are, as a consequence, 

judged through a dominant culture where something is valued as meaningful and prestigious as 

opposed to something else. This has left women out of the canon of music theory and lead to them 

not reaching a meaningful status or tradition for performance and being included in repertoires.  26

Musicologist professor at Rice University, Marcia Citron, perceives this dominant culture to be 

influencing all aspects of the music industry from academia to music critics and promoters. Prevost 

and Francis explain that the reasons, according to Citron, lie in the ‘male modes of discourse’ or 

 A structure of opening with an overture, concerto and then symphony.23

 Mozart was played before 59 composers and after 57 composers, the largest amounts of any of the composers. Stravinsky was 24

most often played after other composers (before 27 composers, and after 38 composers). 

 Roxane Prevost and Kimberly Francis, “Teaching Silence in the 21st Century - where are the missing women composers?”, The 25

Oxford Handbook of Music Censorship, January 15, 2015, https://www.oxfordhandbooks.com/view/10.1093/oxfordhb/
9780199733163.001.0001/oxfordhb-9780199733163-e-26?print=pdf, p. 2.

 Don Michael Randel, “The Canons in the Musicological Toolbox”, 1992, Disciplining Music: Musicology and Its Canons, edited 26

by Katherine Bergeron and Philip V. Bohlman, (Chicago and London: University of Chicago Press), 10–22.
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‘patterns’ that grow out of ideology and acculturation in Western society which in Citron’s 

words“have served as […] basis for those who hold positions of critical authority.”  27

In “Gender and the Musical Canon”, Citron explains that “internalized musical values from male 

predecessors and contemporaries […] form a pre-evaluative context for the structuring of [critical] 

discourse”.  Prevost and Francis go on to explain that “[t]hus, the act of criticism, of 28

authoritatively assigning value to musical matter, has often been controlled by […] the male 

experiential model. […]. [T]he exclusion of women’s perspectives, and women’s works, has limited 

the canon and the modes of musical expression currently in use”.   29

A very compelling argument in the article is that “[m]usic by women composers […] was composed 

by (and perhaps for) people different from—foreign to—those who officiated at the 

canonisations,”  meaning that alternative or additional discourses aren’t welcome or perceived as 30

valuable, but instead reserved fo music composed by- or for the dominant culture. As a result, 

women and minorities have been left our of the canon.  

Jill Halstead proposed in “The Woman Composer” from 1997 that this devaluation is part of what 

creates professional obstacles for women.  This form of prejudice is rarely expressed explicitly, but 31

its presence has had a lasting effect in creating professional obstacles for women not experienced 

by-, and therefore maybe not noticed by, men.  

Women who work in otherwise male dominated occupations also report being subject to 

stereotyping which affects the perception of whether they’re fit for their job, leading to them being 

offered fewer opportunities  as expressed in chapter 2.4. In addition, employees with lower status, 32

 Prevost, Roxane and Kimberly Francis, “Teaching Silence”, 4.27

 Ibid., 9.28

 Ibid., 9.29

 Ibid., 11.30

 Jill Halstead, “The Woman Composer”, (Aldershot, UK: Ashgate, 1997), 36.31

 Lynn M. Shore, Amy E. Randel, Beth G. Chung, Michelle A. Dean, Karen Holcombe Ehrhart, Gangaram Singh, Inclusion and 32

Diversity in Work Groups: A Review and Model for Future Research, (US: San Diego State University, 2011), 1262-1289.
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such as women and minorities, are held to higher standards and must therefore prove their 

capabilities more to achieve the same career progress.  33

3.3 The environment for discussion and its dialectics: 

 In more recent decades it’s been taken into consideration how "the conditioning of women 

to avoid conflict may also set them up for failure in the fractious environments found in music 

theory and composition circles”.  The highly competitive environment in classical composition and 34

its education may itself seem intimidating or hostile to women and minorities, possibly partially 

explaining them dropping out of higher composition education as shown in chapter 2.3, or explain 

why self-employed women report a lack of feeling comfortable in the music industry as shown in 

chapter 2.4.  

In ”Cognitive Dissonance: Should Twentieth-Century Women Composers be Grouped with 

Foucault’s Mad Criminals?“, Rosemary Killam suggests that “[w]omen may be reluctant to 

participate in the heated verbal printed exchanges that have occurred in the dialectics defining 

compositional practices and their appropriate theoretical approaches. […]“ as an explanation for 

why women composers are less successful in a male-dominated environment.  Prevost and Francis 35

disclaim that not all women feel this way, and research even suggests that some women have a 

positive experience receiving a higher status based on their gender.  This tokenisations may lead to 36

a special attention to their unique input and create a sense of belonging. But these instances are the 

exception, not the rule.   37

 Shore, Lynn M. et al., Inclusion and Diversity, 1281.33

 Prevost, Roxane and Kimberly Francis, “Teaching Silence”, 13.34

 Ibid. 8.35

 Lynn M. Shore et al., Inclusion and Diversity, 1269.36

Prevost, Roxane and Kimberly Francis, “Teaching Silence”, 13.37
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4. The tools 

 In the article “The Key to Achieving Gender Equality in Tech” from 2020, professor of 

computer science at Rensselaer Polytechnic Institute, Francine Berman, writes that “[d]iverse 

leadership is a critical part of creating diverse cultures. Women are more likely to thrive  in 38

environments where they have not only stature, but responsibility, resources, influence, opportunity, 

and power”.  39

4.1 Diverse cultures - facilitating inclusion: 

 Inclusion is a tool to create diversity, but for it to be successful, certain things must be 

facilitated. Attempts at creating diversity often involve incorporating people of different social- and 

ethnic backgrounds into an often otherwise homogenous group. Therefore, if a sense of belonging 

through involvement and opportunity isn’t established, the diverse people may experience 

professional- and/or social obstacles and not thrive. Inclusion is therefore characterised by not only 

being part of the group, but also being viewed as an asset with influence and opportunity. 

The authors of the paper “Inclusion and Diversity in Work Groups: A Review and Model for Future 

Research”  from San Diego State University, Lynn M. Shore et al., refer to Fred Mael and Blake E. 40

Ashforth’s social identity theory, stating that people who share a similar social background and 

culture will form an ‘in-group’ which leaves them in a position of power, while anyone who the in-

group members don’t identify with often will be in an ‘out-group’. The in-group members will 

experience inclusion and opportunity, while out-group members may experience bias or 

discrimination. Homogenous work-groups have shown less relationship conflicts, higher interview 

 Herminia Ibarra, Robin J. Ely, and Deborah M. Kolb, “Women Rising: The Unseen Barriers”, Harvard Business Review, 38

September 13, 2013, https://hbr.org/2013/09/women-rising-the-unseen-barriers.

 Francine Berman, “The Key to Achieving Gender Equality in Tech”, Yes Magazine, August 26, 2020, https://39

www.yesmagazine.org/social-justice/2020/08/26/gender-equality-tech.

 Shore, Lynn M. et al., Inclusion and Diversity.40
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ratings and fewer employees expressing intentions of leaving their position.  This indicates that 41

workplaces with diverse employees experience issues with managing and bridging the gap between 

them, leaving leadership as an important tool to secure successful inclusion.   42

 Psychologist Marilynn B. Brewer’s Optimal Distinctiveness Theory (ODT) from 1991 is 

developed to establish an understanding of inclusion. She explains that most people experience a 

conflict between, on the one hand, wanting to belong in a group through similarity to- and 

validation by others, and on the other hand wanting to maintain unique qualities and be valued for 

them.  People attempt to balance the two in order to achieve an optimal level of inclusion within 43

the groups they belong to. The actions stem from a “fundamental human need for belongingness 

(defined as the need to form and maintain strong, stable interpersonal relationships)”.  44

This means that, in order to feel a sense of belonging, people not only need to be included in an in-

group, the group also needs to value unique and personal characteristics from the individual. Even 

for in-group members, both belongingness and uniqueness are important to thrive. A low sense of 

belongingness and a lack of space for uniqueness result in self-stereotyping as well as a switch in 

self-perception. According to the Shore et al., this can lead to people downplaying their unique 

traits which,  quoting professor of management at the University of Wisconsin-Milwaukee, Belle 45

Rose Ragins, leads to it taking “a toll on these individuals through psychological strain, emotional 

stress, and stress-related illnesses”.  Individuals that don’t belong to the dominant culture of a 46

specific environment, such as women and minorities, have fewer opportunities to belong to valued 

(in-)groups that often occupy more powerful positions in corporate, political and social settings 

 Ibid., 1271.41

 Ibid., 1271.42

 Ibid., 1264.43

 Ibid., 1264.44

 Ibid., 1267.45

 Ibid., 1268.46
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which was evident in chapter 2.4. Shore et al. underline that, for women and minorities to exceed 

within organisational settings, diversity must be part of a conscious strategy that’s implemented by 

the organisation.  Prospects of exceeding has an impact on not only the employees’ sense of 47

inclusion but also wellbeing.  Shore et al. underline that ‘numerical representation’ of diversity 48

isn’t enough to create inclusion.  Inclusion relies on social-, financial- and structures of 49

opportunity, as well as the power to take part in defining the environment, meaning how to 

communicate and which discourses become dominant. This could possibly help counteract women 

and minorities dropping out of higher music education, from feeling a lack of belonging at 

workplaces and in the music industry. 

 

 The importance of leaders in creating an organisational culture of inclusion is theorised by 

Ilene C. Wasserman et al. in “Dancing With Resistance: Leadership challenges in fostering a culture 

of inclusion”. Traditional leadership seeks to ‘smooth over’, ‘make decisions’, ‘tell’, and ‘focus on 

similarity and common ground’, while relational leadership ‘set boundaries and frame the 

intention’, ‘create a process for engagement and decision-making’, and ‘value and pursue 

diversity’.  People are unified around goals and values instead of similar traits. 50

Due to a fear or reversed discrimination, resistance towards initiatives to distribute opportunity and 

influence is found among dominant cultures.  In order to facilitate inclusion and diversity, leaders 51

must therefore both address this fear, ensure equal opportunity, as well as attempt to unite in- and 

out-group members around common goals. When it fails, women and minorities tend to progress 

slower in the corporate system, gay men receive lower salaries and the lightness of the skin colour 

 Ibid., 1265.47

 Ibid., 1276.48

 Ibid., 1277.49

 Ilene Wasserman, Plácida Gallegos, Bernardo Ferdman, “Dancing with resistance: Leadership challenges in fostering a culture of 50

inclusion”, 2008, 10.4324/9780203809761, table 7.1.

 Shore, Lynn M. et al., Inclusion and Diversity, p. 1277.51
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of immigrants has an an impact on their compensation for work.  As mentioned in chapter 2.4, 52

women between 18-24 year old working in the music industry felt the most supported at their 

workplace, yet the least comfortable, underlining that simply being included isn’t enough to 

establish belongingness or thriving.  

4.2 Redefining the platform: 

 Just like the interpersonal environment is important for ensuring diversity, inclusion, and 

well-being, the structure of the platform matters. 

In an interview with the Alinéa Ensemble, composer and scholar Aaron Cassidy suggests that, in 

order to facilitate diversity, a redefinition of the platform for new music is necessary for it to 

become inclusive.  Instead of focusing on creating a platform that attempts to include a community 53

into an already existing and dominant culture, the platform has to be built from scratch. The lack of 

diversity is an expression of how the structure of the platform continues to favour what has been 

described in chapter 4.1 as ‘in-group members’ and of the environment being, if not hostile, then 

intimidating, and what in chapter 3.2 is described as the ‘male experiential model’. Instead, the 

platform must be defined by the community that the inclusion is directed at, and be based on what 

Cassidy calls ‘earnest, collaborative relationships’. He mentions Hudderfield’s (HMC ethics) Young 

Curators Program as a positive example where young curators were funded to develop a music 

festival. They represented various communities and ‘areas of activity’, either by their ethnic- or 

particular racial background. According to Cassidy, funding and supporting initiatives like this 

helps create new and more inclusive platforms. He states that “[the platform] just needs to be 

something totally different”. In other words, curators from the dominant culture can’t create a new 

and inclusive platform on their own. A diverse group is needed for that. Many databases and 

 Ibid., 1281.52

  Aaron Cassidy, “EBTKS, episode 8. An interview with Aaron Cassidy.” Interview by Alinéa Ensemble. Composers-in-(Their)-53

Residence series, July 17, 2020, https://www.youtube.com/watch?v=C5TGAAfgNTU.
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resources are available that have collected works by women and minority composers and could 

serve as a base for introducing a more diverse orchestral programming.  54

4.3 Inclusive curation: 

 The UN’s research paper “Gender, Equality, Heritage and Creativity” from 2014 states 

that“[c]ulture is in constant motion and is always linked to power relations”. 

Who holds the power to define a collective identity for a community is in a position of power. A 

community will contain multiple views on what elements ‘constitute the essentials of one’s culture’, 

and the paper therefore concludes that it’s important to secure that diverse voices are represented 

and that their ‘interests, desires and perspectives’ are heard an not discriminated against.  Simply 55

by belonging, equality isn’t secured within a community. 

 Inclusive curation is a term that has emerged to counteract the biased decision- and opinion 

making of traditional curation. Artist-facilitator and researcher, Jade French suggests an alternative 

to the classic and individual structures of curation within an institution  by instead inviting in 56

“people from diverse back- grounds […] across disability, ethnicity, class, gender, health, race, 

religion, socioeconomic status, and sexuality”.
 
She focuses on the importance of integrating a 

57

larger amount of public participation in curation in order to establish communication between 

institutions, artists, the academies, market forces and publics.
,  

58 59

What French suggests as an alternative to the classic curator, is what she calls ‘the facilitator’: 

“Facilitation, first and foremost, is about groups of people. […]. [T]he purpose of all facilitators is 

 Institute for Composer Diversity, “Outside Resources”, composerdiversity.com, accessed November 17, https://54

www.composerdiversity.com/outsideresources.

 Unesco, Gender, Equality, Heritage and Creativity, (France: United Nations Educational, Scientific and Cultural Organization, 55

2014), foreword. 

 Jade French, Inclusive Curating in Contemporary Art: A Practical Guide, (Leeds, Arc Humanities Press, 2020), 1-21.56

55 French, Jade, Inclusive Curating, p. 5,

56 Ibid. p. 5.

57 Ibid. p. 1. 
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to strengthen the effectiveness of a group who are there to complete a task or address an issue 

together”. The purpose of a facilitator is thereby to apply structure to the complex process of 

collaboration, hereby establishing a guided process bridging the, in French’s example, museum, its 

staff, artists as well as the inclusive curators.
 

60

According to curator Han Ulrich Obrist, curating is about ‘building temporary communities through 

“connecting different people and practices and causing the conditions for triggering sparks between 

them,”
 
and to French, this also applies to a facilitator. They should act as a ‘community builder’, 61

‘mediator’, ‘translator’, and ‘catalyst’, and thereby enable other people’s creativity, establish an 

environment for learning, and create a creative process with ‘spontaneity’, ‘intuition’, ‘reflection’ 

and ‘critical thinking’.  The act of curation thereby becomes an inclusive curatorial project with a 62

facilitator to establish collaboration with- and inclusion of the community. In addition, this process 

relies on establishing a communication style that’s engaged and relies on active listening, as well as 

reading both verbal uttering and body language.  The process of inclusive curation naturally 63

incorporates a focus on what environment a diverse group of people enter, making a platform where 

people can feel included and valued for their unique input. A process that without a doubt could be 

applied to projects within the music industry. 

4.4 Resistance to initiatives of inclusion:  

 An example of pushback against initiatives to eliminate gender discrimination within 

composition is found in the danish composition society.  Multiple female composers disagreed 64

with festivals’ attempts of directing focus onto specifically women composers through solely 

female line-ups. The composers expressed the sentiment that the need for such tools ended in the 

 Ibid. p. 17.60

 Ibid. p. 17.61

 Ibid., p. 17.62

 Ibid. p. 17.63

 Ingeborg Okkels, “Hvorfor Er Der Stadig Så Få Kvindelige Komponister?”, Seismograf, May 1, 2013, https://seismograf.org/node/64

4982.
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1980’s, and that this type of gendered line-ups was a humiliation of the music.  This notion has 65

defined the discourse on identity as a female composer from the 2000’s up until today’s Denmark. 

What was instead mentioned as the real issue regarding equality within the composition society was 

the structural issues within institutions that focused on conservative notation, in chapter 3.2 referred 

to as the ‘male modes of discourse’, and refused to consider concrete, bodily and political 

connections within the craft. Women may now be allowed onto the platform, but they’re merely 

being included in the music industry symbolically, and being forced into an environment that has 

already been defined by an in-group and a dominating discourse and way of communicating. 

A consequence of this conflict is that the women who can be role models to motivate young-, 

female composers, and who can inspire throughout the compositional society by simply being there, 

refuse that role under these circumstances. 

The question is if this conflict isn’t simply two side of the overall issue. As stated in chapter 2.3, 

expecting for the diversity issues to resolve without active efforts has proven completely 

ineffective. The structural issues within the music industry are far-reaching and efforts need to be 

made in curation, within organisations and at educational institutions. The music industry still relies 

on curatorial processes where the people with the power to shape the future of the music industry 

need to be expected to live up to their responsibility of being in a position of power.  

None the less, special festival programs aren’t necessarily a solution, and a more effective tool may 

be to ensure that the curatorial processes are based on more diverse opinions from diverse people. If 

organisations implemented active inclusion strategies, and curatorial processes became less of an 

individual process and more collaborative, both by hiring and inviting communities into the 

curatorial process, women and minorities might become equal participants within a diverse music 

industry. 

 Okkels, Ingeborg, “Kvindelige Komponister?”.65
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5. Conclusion: 

 Statistics of gender-, racial- and social distribution within the music industry show that 

there’s a lack of diversity, in part possibly due to a lack of sense of belonging and thriving, but 

especially as a result of gatekeeping and discrimination. The UN states that culture is not only in 

constant motion, but also linked to power relations, meaning that curators of festival bookings, 

orchestral programming and corporate employment are in positions of gatekeeping, making them 

responsible for actively working towards establishing diversity in the music industry. 

In connection with contemporary composition, Marcia Citron cites ‘male modes of discourse’ as 

part of the reason that a lack of diversity prevails, because internalised musical values that dominate 

the music industry continue to affect curatorial processes. Women and minorities have not only 

been excluded from the compositional canon, but are persistently, subconsciously or not, still 

perceived as inferior to male composers. This tendency is present across the music industry, leaving 

women and minorities with fewer opportunities and chances of exceeding within the industry. 

Discrimination and bias are therefore major obstacles for women and minorities within the music 

industry. 

 In addition to the curatorial process being part of the diversity issue, Rosemary Killam 

suggests that the lack of successful women composers is anchored in the composer environment 

being ‘male-dominated’ and ‘highly aggressive’, meaning that, in order to partake in the 

composition environment, this line of communication must be adopted in order to participate even 

though it’s experienced as uncomfortable. The structure of the environment therefore also has an 

impact on how women and minorities progress and thrive within the music industry. Being part of 

defining an environment and its values is important to feel a sense of belonging and thriving. 

Women working as freelancers and self-employed in the music industry reported the highest 

amount of experiencing different treatment which suggests that there’s a special need to focus on 
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expanding the view on women and minorities across the music industry to ensure proper and 

respectful meetings across the industry.  

Fred Mael and Blake E. Ashforth’s social identity theory explains the different positions people 

have depending on whether they’re in an in-group or an out-group. A clear distinction can be made 

between the homogenous and culturally dominant in-group that defines the environment, and the 

out-group. Women and minorities can be included in in-groups, yet still experience bias or 

discrimination. For people to thrive in an environment, two things need to be established: a feeling 

of belongingness and a sense of being valued on the basis of one’s unique qualities and input. 

According to Lynn M. Shore et al. (B. R. Ragins), if the process of inclusion isn’t successful, it can 

cause emotional stress and psychological strain. Inclusion and diversity is therefor characterised by 

not simply depending on being included and invited into and already established in-group, the in-

group must actively counteract bias and discrimination.  

 Inclusion relies on social-, financial- and structures of opportunity, as well as the power to 

take part in defining the environment, meaning how to communicate and which discourses become 

dominant. If this is established, a diverse music industry can thrive and hopefully help prevent the 

tendency of women and minorities dropping out of higher music education, from feeling a lack of 

belongingness in the music industry, and instead create opportunities. 

Aaron Cassidy suggests that, for the music industry to become truly inclusive and diverse, the 

platform must be redefined by the people who are attempted included in an environment. The music 

made by people of non-dominant gender-, racial-, or social groups is not made for the dominant 

culture and can therefore not be judged by the established ‘male modes of discourse’.  

As long as dominant cultures remain in a position og gatekeeping, institutions will always have to 

attempt to diversify and include out-group members. Instead, institutions could focus on redefining 

the dominant culture and facilitate open-ended in-groups with no fixed core through leadership 

strategies. To help facilitate this, relational leadership is a tool to foster a culture of inclusion by 
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uniting people around goals and values instead of similarities. Hereby an in-group isn’t united by 

their similarities, but their common goals. In addition, instead of the curatorial process being an 

individual task, it benefits from being a collaborated effort. 

Within the art world, Jade French suggests ‘inclusive curation’ as a way to establish diversity by 

inviting people of diverse backgrounds to ensure a more inclusive creational- and curatorial 

process. In inclusive curation, a facilitator ensures a neutral environment for building an inclusive, 

curatorial project with people with different backgrounds take part.  

 Different efforts and strategies are most likely necessary to secure the inclusion and sense of 

belongingness among different groups of minorities, but beginning with actually being represented 

in curatorial-, and all, processes is an important tool to create lasting diversity. As the women in the 

survey in chapter 2.4 suggested, hiring qualified women would help counteract the lack of inclusion 

and diversity.  Not only women, but women of colour, disabled, racial minorities and so on need to 

have positions of cultural power and be part of defining the cultural environment and dominant 

culture. When the curatorial processes are self-critical, chances are that curators can facilitate 

diversity which will benefit the music industry. New and open platforms give way for new ideas 

and experimentation. And new dialectics broadening the understanding of the compositional 

practise are necessary to embrace the unique inputs of women and minorities still working their way 

into the orchestral programs. 
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