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Chapter 4
While working at Florida State University (FSU), Anthony had
the fortunate opportunity to work with Dr. Antonio C. Cuyler,
a prominent academic with a research focus on diversity
and equity issues in arts administration. When Jay began
his academic pursuits at FSU, he also met Dr. Cuyler through
academic conferences, and later, Dr. Cuyler was one of Jay’s
professors. Dr. Cuyler is a published author of several works
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and is well-regarded internationally for his consistent focus
on exploring what is happening with access, diversity, equity,
and inclusion (ADEI) in the arts and how inequities can be
ameliorated. In addition, Dr. Cuyler provides consulting services
to arts organizations in the area of ADEI. Because the arts
have such a powerful mechanism in place for helping shape
the social conscience, Dr. Cuyler’s feld of research is urgently
needed, long overdue, and vitally important. For this reason, he
has named the chapter “Access, Diversity, Equity, and Inclusion
(ADEI) in Cultural Organizations: Challenges and Opportunities.”
He sees the negatives and obstacles of the past, present, and a
future where the arts can take the lead on re-shaping how we
think about societal adversities and how to neutralize them.
One particular aspect that can be troubling for emerging
research areas is that working defnitions are often loose,
changing, and unstructured. Dr. Cuyler addresses this issue by
developing a working framework from which he organized this
chapter. The reader can distinguish specifc effects on ADEI
from this framework. Dr. Cuyler also leads the reader on a path,
debunking some of the most common myths surrounding issues
of ADEI before exploring how ADEI issues affect, and are vitally
important to, the arts. Finally, he explores potential ways to solve
some of the challenges posed by ADEI issues.
It is particularly important to note that unlike many other
topics in this book, the issues of ADEI are unfolding largely in
the present, and changes seem to be occurring on a near-daily
basis. This chapter provides an essential look into the current
state of the arts in relation to ADEI.
ACCESS, DIVERSITY, EQUITY, & INCLUSION (ADEI)
IN CULTURAL ORGANIZATIONS: CHALLENGES AND
OPPORTUNITIES

A Contribution by Dr. Antonio C. Cuyler
Before COVID-19 ravaged the world with particular impact on
communities of the global majority in the United States, and
Black Americans faced a remarkable summer of killings at
the hands of police; a colleague confessed that he considered
ADEI work noise. Others in the cultural sector likely did, too.
Nevertheless, George Floyd’s hyper-public killing by police
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galvanized a global racial reckoning that cultural organizations
around the world in Australia,1 France,2 Germany,3 and the
United Kingdom4 simply could not ignore. For the frst time,
many cultural organizations released public statements
exclaiming that “Black Lives Matter,” when doing so before May
25, 2020 may have cost them critical fnancial, political, and
social capital that they needed to sustain themselves.
Across dance, flm, literature, music, theatre, and visual
arts, “statements of solidarity” became so pervasive that I had
diffculty keeping track of who published a statement versus
those who did not. In fact, the Founding Director of Women of
Color in the Arts (WOCA), a national grassroots organization
dedicated to creating racial equity in the performing arts,
penned a letter in the Medium about the cultural sector’s
voluminous solidarity statements stating:
I’ve stopped counting (and reading) the endless emails I’ve
received from arts organizations touting how they stand
in solidarity with Black people. Statements which proclaim
they’re shutting down their operations and programming —
galas and town halls and education programs are “going
black.” How cute. Now, all of a sudden, historically and
predominantly white arts institutions want to be “in solidarity”
with Black folks? I know what solidarity looks like. And it ain’t
this.
Many people who have experienced systemic marginalization
and oppression – ableism, ageism, cisgenderism, classism,
heterosexism, racism, and sexism to name a few – in the cultural
sector shared Johnson’s sentiment. After May of 2020, a series of
headlines revealed that the cultural sector, too, had fallen prey to
systemic marginalization and oppression. Some of the headlines
included: “New York Knows Its Arts Organizations Have a
Diversity Problem. Now What?” “Black Theater Workers Call Out
Racism on Broadway,” “Confdential settlement reached in BSO
futist’s gender pay-discrimination suit,” and “The Guggenheim’s
First Black Curator Is Denouncing the Museum’s Treatment of
Her.” Addressing systemic marginalization and oppression in the
creative sector remains the most signifcant issue warranting
the sector’s undivided attention.
ADEI in Cultural Organizations
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To assist this work, in this chapter, I defne ADEI. In addition,
I identify myths and misunderstandings that some people
in the creative sector hold about ADEI. I also describe how
cultural organizations can apply ADEI to their thinking
about artists & programming, audiences, boards/volunteers,
and staff so that those from historically marginalized
and oppressed groups (HMOGs) may fully experience the
transformative qualities of culture. In closing this chapter, I
examine four key developments that the sector should pay
special attention to while institutionalizing ADEI in cultural
organizations.
LEARNING OUTCOMES
After reading this chapter, you will have the ability to
1. Defne ADEI.
2. Explain the differences between ADEI.
3. Describe ten myths and misunderstandings about ADEI.
4. Explain why ADEI is vital for effective nonproft cultural
organizations.
5. Evaluate ways in which inequity impacts HMOGs in
nonproft cultural organizations relative to artistic
programming, audiences, boards/volunteers, and staff.
6. Propose solutions to enhance the institutionalization of
ADEI in nonproft cultural organizations.

DEFINITIONS OF ADEI
Defning ADEI has challenged the creative sector’s efforts
and momentum in addressing systemic marginalization
and oppression. Many defnitions exist of these constructs,5
undermining the sector’s development of a shared language
for ADEI. Furthermore, while activating their creativity, too
many cultural organizations focus on demonstrating their
unique understanding of these constructs rather than on their
utility in helping them to achieve their missions to serve their
communities.6 For the purposes of this chapter, I defne ADEI as
follows:
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Access – is the removal of all barriers to participation.
Diversity – is a qualitative and/or quantitative assessment of
human difference and representation.
Equity – is fairness in addressing the historic unfairness of
HMOGs.
Inclusion – is belonging, one of many measures of quality of life.
As shown in Table 4.1, cultural organizations can catalog
specifc challenges they may experience into the ADEI quadrant
to determine the best solution for addressing specifc issues.
Table 4.1 Cultural organizations can catalog specifc challenges
they may experience into the access, diversity, equity,
or inclusion quadrant to determine the best solution for
addressing specifc issues.
2 – DIVERSITY

1 – ACCESS
• A lack of Black, Indigenous,
or People of Color (BIPOC)
• A lack of LGBTQISA+ people
• A lack of people with
disabilities
• A lack of people from lower
socioeconomic status
• A lack of women

3 – EQUITY
• What policies or practices
will ensure the success of
BIPOC?
• What policies or practices
will ensure the success of
LGBTQISA+ people?
• What policies or practices
will ensure the success of
people with disabilities?
• What policies or practices
will ensure the success
of people from lower
socioeconomic status?
• What policies or practices
will ensure the success of
women?

• How many BIPOC are
represented?
• How many LGBTQISA+ people are
represented?
• How many people with disabilities are represented?
• How many people from lower
socioeconomic status are
represented?
• How many women are
represented?
4 – INCLUSION
• What policies or practices will
help BIPOC feel that they belong?
• What policies or practices will
help LGBTQISA+ people feel that
they belong?
• What policies or practices well
people with disabilities feel that
they belong?
• What policies or practices will
help people from lower socioeconomic status feel that they
belong?
• What policies or practices
will help women feel that they
belong?
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Depending on the HMOG, it may help cultural organizations to
better understand and plan the best solution to their specifc
issue more equitably. For example, comparable to their numbers
in the general population, LGBTQISA+ people and women are
overrepresented quantitatively as arts managers in the United
States cultural sector.7 Because of their overrepresentation in
the cultural sector, cultural organizations’ work addressing
these specifc communities will primarily lie within quadrants
#3 and #4.
When it comes to people of the global majority (Black,
Indigenous, and People of Color), people with disabilities, and
people from lower socioeconomic status, cultural organizations
have a great deal of work to do to engage these HMOGs. Thus,
their work must begin in quadrant #1. Cultural organizations
must think carefully about all the ways in which people may
interact with them as artists and through programming,
audiences, boards/volunteers, and staff. But before more deeply
discussing each of these roles with an ADEI lens, I will describe
and discuss the ten myths and misunderstandings about ADEI
that challenge cultural organizations’ work to address enduring
discrimination, marginalization, oppression, and subjugation in
the creative sector.
MYTHS AND MISUNDERSTANDINGS ABOUT ADEI
As an ADEI consultant, educator, and researcher, I have
observed ten myths and misunderstandings about ADEI that
continuously challenge cultural organizations. I will discuss
these myths and misunderstandings to help readers look out
for them when seeking to practice and institutionalize ADEI.
Myth #1 is some version of, “We welcome everyone, and do
not need ADEI.” A lack of intellectual humility emboldens this
myth. It also reads as a defensive response to a need for cultural
organizations to deeply self-refect on the ways in which they
have not welcomed everyone. When challenging this myth,
advocates for ADEI should point out who is not in the room.
For example, if the board has intentionally or unintentionally
excluded people with disabilities, acknowledge it, and
relentlessly advocate for their inclusion on the board. Gaps in
contributed and earned revenue also provide a solid rationale
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for pushing back against this myth. If everyone felt welcomed no
funding gaps in contributed and earned income would exist in
the organization’s budget.
Myth #2 – “We want to do ADEI, but we do not know where
to begin and we do not want to make a mistake.” Jones and
Okun8 recognized the perfectionism implicit in this myth as a
characteristic of White supremacy culture. When practicing
ADEI, cultural organizations should anticipate and accept that
they will make mistakes. The key is to make mistakes graciously.
This means acknowledging the mistake, apologizing for it when
it harms people, and valuing the learning that resulted from
making the mistake.
Myth #3 – “We want to do ADEI, but we do not want to change.”
This myth is the one that I hear the most. Clearly, cultural
organizations do not verbalize that they do not want to change.
However, it is unspoken in their passive-aggressive resistance
to changes that will inevitably shift their organizational culture.
For example, the Indianapolis Museum of Art at Newfelds faced
public backlash for a job posting that stated that it sought a
director who would work not only to attract a more diverse
audience but maintain its “traditional, core, white art audience.”9
Hopefully, all cultural organizations learned a great deal from
this case, but in addition, when addressing this myth, make
the case for why the organizational culture needs to shift while
highlighting the benefts of the inevitable change.
Myth #4 – “We do not need to budget for ADEI because it is
not worth the money.” When teaching modules on budgeting,
I teach my students that one can discern an organization’s
priorities by viewing their budget. If cultural organizations do
not budget for ADEI, how will they prioritize and complete the
work? By budgeting for ADEI, cultural organizations budget for
their futures. It is critical that the board and staff insist that the
budget include an expense for ADEI. To do so is implicit in the
organization’s mission to serve its entire community.
Myth #5 – “ADEI and artistic excellence are not complimentary.
We would have to lower our standards to pursue ADEI.” This
myth and misunderstanding comes up a lot as well. Too many
in the creative sector miss the point that ADEI are the building
blocks of a truly meritocratic organization and sector. When
ADEI in Cultural Organizations
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managed well, ADEI ensures fair competition so that the person
most qualifed wins the opportunity. As I have argued before, the
best person for the job is not always abled-bodied, cis-gender
male, middle class, heterosexual, and/or White.10,11
Myth #6 – “ADEI does not beneft us.” A plethora of benefts
accrue to cultural organizations that practice ADEI smartly
and strategically. These benefts can include deeper audience
engagement, community relevance, and fnancial solvency,
among others. However, if cultural organizations practice ADEI
with a wavering commitment and impatience before the benefts
can fully materialize then it makes sense why some wrongly
conclude that ADEI does not beneft them. Cultural organizations
must remember that relationship building with HMOGs takes a
sincere commitment and time.
Myth #7 – “We cannot use ADEI to diversify our board because
we do not know any BIPOC.” Cultural organizations should
always aspire to build a diverse social network that will not only
help them to understand the communities that live within their
community, but to also identify leaders in those communities
who might partner with them to achieve the organization’s
mission. The board and/or staff’s lack of diverse personal
networks does not excuse the organization from seeking to
diversify its social network. Again, to do so is implicit in the
mission to serve the entire community.
Myth #8 – “ADEI is only about gender and/or race.” Gender
and race are not the only social identities by which cultural
organizations can marginalize and oppress people. In addition
to gender and race, cultural organizations should examine the
ways in which they have knowingly or unknowingly perpetuated
marginalization and oppression based on people’s ability, age,
class, religion, and sexual orientation. Cultural organizations
should also consider political party affliation as it has become
a way that people have divided themselves into tribes even if
culture has historically enjoyed bi-partisan support.
Myth #9 – “ADEI is divisive and political.” When hearing or
reading this myth and misunderstanding, my frst reaction is
to ask when did treating people with dignity, equity, humanity,
and respect become political? At the same time, because of the
current political landscape and culture war, I understand that
90

Antonio C. Cuyler

nothing is apolitical. In fact, “diversity training” has become so
politicized that the 45th President of the United States signed an
executive order in September of 2020 banning it.12 Furthermore,
in Australia, France, the United Kingdom, and United States,
the radical right has confated discussions of diversity training,
race, racism, and whiteness into Critical Race Theory (CRT);
when CRT only and accurately purports that humans have
built race and racism into the laws and institutions of majority
European societies. Nevertheless, when pursuing ADEI cultural
organizations should remain aware of this potential challenge
and push back by insisting that their mission requires them to
serve the public, and the public includes everyone.
Myth # 10 – “I am privileged by my ability, age, class,
gender, political party affliation, race, religion, and/or sexual
orientation. When it comes to ADEI, I need to just keep my
mouth shut and listen.” While listening is an important factor
in the equation of successful ADEI work, I hear this myth and
misunderstanding too often from those who beneft most from
historic marginalization and oppression. Unfortunately, those
privileged by their social identities underestimate the harm
that unearned privilege poses to them as well. Those privileged
by their identities should seek liberation from the system of
marginalization and oppression as should those victimized by
it. Therefore, cultural organizations should adopt an “all hands
on deck” policy so that no one can opt out of participating
in its ADEI work. Now that I have identifed the ten myths
and misunderstandings about ADEI, I will describe ADEI’s
implications for cultural organizations relative to artists &
programming, audiences, boards/volunteers, and staff.

CASE STUDY – NAVIGATING RESISTANCE TO ADEI
A cultural organization has decided to pursue ADEI work
at the urging of the executive director and some board
members. In their quest to build consensus they have
argued that ADEI will help them to deepen relationships
with the community, transform programming, and achieve
fnancial solvency by closing enduring funding gaps in the
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budget. Most importantly, they argue that practicing ADEI
is the right thing to do. However, some board members
and staff actively resist ADEI causing a struggle for power
over the organization’s future. In addition to citing all of the
myths and misunderstandings you just read about, the antiADEI caucus believes that cultural organizations should
not hold or share specifc moral or political positions. In
this case, which groups’ position do you most personally
align with, and why? Do you agree that the cultural
organization in this case has reasonable motivations for
pursuing ADEI? Do you agree that a cultural organization
should not hold and/or share a specifc moral position?
Are there circumstances that exist where it is appropriate
for a cultural organization to have a moral or political
position and share it with the community they serve? Do
the potential gains from engaging in ADEI outweigh the
potential losses? What are the implications of the cultural
organization in this case not making the right decision
about the best way forward?

ADEI, Artists and Programming
When it comes to ADEI, artists and the programming built
around them remain among a cultural organization’s most
valuable assets. In fact, according to Americans for the
Arts,13 73% of US citizens agreed that the arts helped them to
understand other cultures better, and 72% believed that the arts
unify communities regardless of age, ethnicity, and race. People
across demographic and economic categories shared this
perspective. Nevertheless, the creative sector has consciously
and/or unconsciously shut out HMOGs, keeping them from freely
and fully enjoying and living a creative and expressive life on
their own terms.
For example, a recent study revealed that signifcant
depictions of disability in flm and television shows have nearly
tripled over the past decade compared with the previous ten
years. However, almost all of these titles do not feature disabled
actors.14 In addition, only 11% of all museums’ acquisitions over
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the past decade have been of work by women.15 Furthermore,
at all levels in classical music in the United States people of
the global majority continuously face exclusion within opera
companies and orchestras only allowing the tokenized few
entries and participation into what many consider an elite
art form.16,17 Although I articulate these three examples, the
practice of dishonoring, devaluing, and dismissing the artistic
and cultural contributions of HMOGs remains pervasive across
the creative sector to its detriment. For example, the almost
140-year-old Metropolitan Opera (MET) only produced its frst
opera by a Black composer this year even though throughout
its history several Black composers submitted operas for their
consideration.18 What creative surpluses might humanity
gain if Black composers had been able to more freely and
fully participate in operatic composition including premiers of
their work at the MET? Conversely, what creative defcits have
humanity suffered because of anti-Black racism in operatic
composition?
Yet, some cultural organizations have expanded access to
those with decision-making power about the kinds of arts
consumed in interesting ways. For example, the Baltimore
Museum of Art engaged security guards as guest curators of
the show Guarding the Art.19 This case serves as a remarkable
pivot from the “all knowing” curator mentality that can plague
museums and undermine their ADEI efforts. I also strongly
encourage this practice because it allows museums to employ
their human capital in a new and meaningful way. In my
personal experience, security guards have been museums’
best cultural ambassadors with discerning aesthetic insights
and tastes. Whenever visiting museums, I actively seek out
the suggestions of security guards. Unsurprisingly, their
observations prove astute, informed, and incredibly valuable.
The performing arts, too, offer insights about how ADEI can
inform cultural organizations’ social impacts through artistic
programming. Although the John F. Kennedy Center for the
Performing Arts faced criticism for the $25 million it received
from the federal government for operations and maintenance
at the beginning of the COVID-19 pandemic,20 its social impact
initiatives led by Marc Bamuthi Joseph have proven instructive
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for the sector about what cultural organizations can do when
they program artistically with an ADEI mindset. These areas
of work include investment in the local creative economy, arts
across America, the cartography project, REACH activations,
cultural leadership, and #BlackCultureMatters.21 I strongly
encourage all cultural organizations to grant themselves
permission to think outside of the box when applying an ADEI
mindset to artistic programming. Most importantly, artistic
programming should open as many doors into the organizations
for as many different types of people as is possible.
ADEI AND AUDIENCES
Because audiences deem artistic programming valuable,
without it audiences would not exist. Still, several barriers exist
to developing audiences refective of cultural organizations’
communities. According to the National Endowment for the
Arts,22 approximately 73% of arts attendees attend to socialize
with friends or family, 64% to learn new things, 63% to
experience high-quality art, and 51% to support the community.
However, when it comes to non-attendees, 47% do not attend
because of time, cost precludes 38% from attending, access
prohibits the attendance of 37%, and 22% do not attend because
they do not have anyone to go with them. Contextualized in
ADEI, HMOGs have also faced a history of disenfranchisement.
For example, before the Civil Rights Act of 1964 segregationists
laws served as a barrier to Black people freely and fully
engaging in all aspects of US culture.
Cultural organizations must remain cognizant of this history
when seeking to develop audiences from HMOG. For example,
while disabled adults composed nearly 12% of the US adult
population, they remain under 7% of all adults attending
performing arts events or visiting art museums. Disabled
adults are just as likely as non-disabled adults to attend an art
exhibit or a live performing arts event in a place of worship.23
Furthermore, as Culture Track24 showed, a huge racial disparity
exists in audiences’ composition. Unfortunately, Culture Track’s
frst wave of data only included education, employment, income,
generation, geography, LatinX, and race. The second wave of
data will include ability and gender, but exclude political party
affliation, religion, and sexual orientation making it diffcult
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for cultural organizations to make evidence-based decisions
about how to best serve people from these groups culturally.
Yet, social identity theory suggests that people will more likely
consume culture in which they can see themselves.25,26 Cultural
organizations that remember this fact when planning artistic
and cultural experiences increase their likelihood of developing
audiences from HMOGs.
ADEI AND BOARDS/VOLUNTEERS
Cultural organizations’ boards hold considerable decisionmaking power. Yet far too many do not represent their
communities which compromises their ability to fulfll their
missions. Regarding race, 91% of cultural organizations’
boards in the United States identify as White.27,28 Even in Los
Angeles, where 9% of the population identifed as Black, this
HMOG holds only 32 of the 585 board seats at the top cultural
organizations.29 When it comes to gender, women constitute 53%
of boards. Relative to age, most board members identifed as
51–65 (43%) or 36–50 (32%).30 Similar to artists and audiences,
too often cultural organizations do not collect demographic data
on ability, political party, religion, or sexual orientation which
makes it diffcult to monitor their progress on including board
members refecting these social identities.
Given that White and female identifed individuals comprise
the demographic profle of the “typical” arts donor, it makes
sense that cultural organizations recruit people with these
identities and wealth to join their boards.31 If cultural
organizations rely solely on a peer-to-peer strategy for
identifying and recruiting board members, then it also makes
sense that they would see little demographic shifts on their
boards, especially because 75% of White people do not have
non-White friends.32 Though the Alliance of American Museums
has begun to address the “diversity issue” through a $4 million
initiative funded by the Andrew W. Mellon, Alice L. Walton,
and Ford Foundations,33 how might cultural organizations
unbind themselves from this board recruitment practice which
inevitably enables stasis? Could cultural organizations ever
conceive of a time where they actively pursued board members
from a lower socioeconomic status? Or a board member who
does not like the arts? Could board members with these
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backgrounds hold capital valuable enough to inspire cultural
organizations to think differently about the possibilities they
miss out on by not engaging them?
Thinking with an ADEI mindset, cultural organizations should
frst revisit their board criterion for implicit bias and make
changes that would welcome a diverse slate of candidates.
Second, cultural organizations should value potential board
members for more than their fnancial capital. Board members
with community, cultural, and social capital bring insights
to cultural organizations’ operations that could signifcantly
enhance their ability to achieve their mission. Third, when
onboarding, cultural organizations should make it a requirement
for new board members to identify three to fve potential
candidates with a demographic profle different from them by
the end of their terms.
While cultural organizations have much work to do before
their boards refect their communities, I am heartened by the
Black Trustee Alliance for Art Museums which aims to increase
the inclusion of Black artists, perspectives, and narratives in
US cultural institutions by addressing inequalities in staffng
and leadership; combating marginalized communities’ lack of
presence in exhibitions and programming; and incorporating
diversity into the institution’s culture.34 If other HMOGs adopted
the Black Trustee Alliance for Art Museums model combined
with the three suggestions offered, cultural organizations could
see meaningful change and progress on their boards relative
to ADEI. I also encourage implementation of these ideas when
recruiting volunteers. A pool of volunteers cultivated with an
ADEI lens can serve as an additional resource from which
cultural organizations can recruit potential board members. In
addition, cultural organizations should commit to maintaining
lifelong relationships with all volunteers.
CASE STUDY – WHEN DIVERSIFYING THE BOARD
GOES AWRY
After 40 years, a cultural organization has fnally decided
to diversify its board. Historically, 95% of the board has
identifed as White, 52% as female, and in most cases
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affuent as each board member gets or gives $10,000
annually. The Call for Board Nominations specifed that the
nominating committee sought nominees who would bring
age, geographic, ethnic, and other demographic diversity
to the board. They also wanted nominees who had previous
involvement with the organization through attendance and/
or service to the organization. A current board member
nominates their Black male friend because in addition to
meeting all of the criteria, the board has never had a Black
male member. Another board member nominates her White
transgender friend to serve on the board because the board
has also never had a transgender person serve as a member.
However, the now transgender board member served on
the board before their transition. Further complicating this
board’s pursuit of diversity is that only one seat is available
and the by-laws provide no guidance on the pursuit of
diversifying board members. Who should receive the board’s
consideration as the nominee, and why? Which board
member most satisfes the criteria articulated in the Call for
Nominations? Because the board has never had a Black male
or transgender person serve, how would you avoid tokenism
in onboarding the new member? If you served on this board,
what addition to the by-laws would you suggest to help
manage the pursuit of board diversity in the future?

ADEI AND STAFF
In a 2015 study, I found that arts managers primarily identifed
as White, cis-female, abled-bodied, straight, ages 25–44, and
master’s degree holding.35 Although cis-men represented 23%
of the workforce, they held more executive-level positions
and earned higher salaries than their female counterparts.36
Furthermore, in an international study two colleagues and I
discovered that arts management graduates, too, primarily
identifed as of European descent, cis-female, abled-bodied,
straight, and millennials.37 Though diversity fellowships and
internships have shown promise for helping cultural organizations
to attract people from HMOGs,38,39 some arts managers privileged
by their social identities resist this strategy.40
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As an example, in 2016, Samantha Niemann (a White woman)
sued the Getty Museum for denying her entry into an internship
program designed to develop more diverse museum staff. Given
that data from 2015 to 2020 continuously showed that White
women remain the majority on museums’ staff41 and in the
arts management workforce,42,43 and that researchers have
made reports on this data publicly available, on what grounds
could Ms. Niemann ethically claim discrimination? This case
reveals an ugly truth that cultural organizations should prepare
for when pursuing ADEI, specifcally as it relates to staff.
Though their privilege may blind them, cultural organizations’
implementation of ADEI will make some people with privileged
identities feel excluded from opportunities intended to correct
enduring and historic inequities.
Given my examination of artists, audiences, boards/volunteers,
and staff, it appears that the stasis of people who lack diverse
social networks re-makes itself throughout all of the ways
in which cultural organizations interact with people. But, to
what end? To maintain the lie that able-bodied, cisgender
men, and middle to upper-class, straight, Christian, White
people are the only contributors to humanity’s artistic and
cultural productivity? For me, the troubling trend of exclusion
in the cultural sector raises the question, why should those
systematically and systemically excluded from culture, rather
intentionally or unintentionally, support the public funding of
culture? Cultural organizations must remember that they wield
incredible power. Culture helps people to discover the adventure
of what it means to exist as a human. All people, no matter their
difference, have a right to this discovery compelled by culture.
Despite resistance from some artists, audiences, boards/
volunteers, and staff, cultural organizations must take every
opportunity to use ADEI to provide access to this gift for every
human.
CONCLUSION
In this chapter, I defned ADEI, identifed myths, and
misunderstandings that some people in the cultural sector hold
about ADEI, and described ways in which cultural organizations
can use ADEI to more deeply engage artists & programming,
audiences, boards/volunteers, and staff so that HMOGs may
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freely and fully experience the transformative qualities of
arts and culture. I close this chapter by examining four key
developments that cultural organizations should pay special
attention to while seeking to further institutionalize ADEI.
Activism to Inform and Impact
I opened this chapter with a brief discussion of the global
reckoning with race compelled by COVID-19’s impact on people
of the global majority and the incessant killing of Black people
by police in the United States. As an aside, several human
rights experts consider the attacks against Black people in
the United States a crime against humanity.44 Many HMOGs
have galvanized their power in an effort to transform the
cultural sector so that it looks more like them and, so that the
feld recognizes their dynamic and unique contributions to
culture. As more HMOGs empower themselves, I envision the
emergence of more cultural organizations about, by, for, and
near them. In addition, I believe that HMOG will develop informal
mentoring networks that help to steer talent away from cultural
organizations who have reputations for “playing” diversity
as Professor Jackson of the University of Alabama stated (L.
Jackson, personal communication, August 6, 2021) versus those
who have committed to truly practicing and institutionalizing
ADEI.
Chief Diversity Offcers
Before George Floyd’s killing, the Phillips Collection remained
one of a few cultural organizations that institutionalized ADEI
through a Chief Diversity Offcer.45 Since the Summer of 2020,
large cultural organizations such as the Broadway League,
Guggenheim,46 Metropolitan Museum of Art,47 Metropolitan
Opera,48 New Jersey Symphony Orchestra, Paris Opera,
Philadelphia Museum of Art,49 Recording Academy, St. Louis Art
Museum,50 Tennessee Performing Arts Center, and the Virginia
Museum of Fine Art,51 among others, have hired Chief Diversity
Offcers. As cultural organizations continue their efforts to
institutionalize ADEI, Chief Diversity Offcers will become more
ubiquitous across the cultural sector.
But how might arts management educators help the feld to
develop Chief Diversity Offcers when only 86% of them teach
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about diversity issues in their courses, and the likelihood of their
teaching about diversity issues depended on if they identifed as
BIPOC, LGBTQIAS+, or female?52 If arts management educators
blunder the opportunity to participate in the professional
preparation of Chief Diversity Offcers in the arts, they will lose a
vital opportunity to further advance their relevance to the feld.
Funding
In 2019, Grantmakers in the Arts published my article, The
Role of Foundations in Achieving Creative Justice in its Reader.
In it, I argued for foundations funding only BIPOC cultural
organizations for the next ten years or allocating at least 50% of
their funding to these organizations for the next ten years. Since
that time and likely because of the horrors of the summer of
2020, 16 major donors and foundations committed $156 million
to support BIPOC cultural organizations through the America’s
Cultural Treasures program.53 In addition, the Mellon Foundation
created the Black Seed, a national strategic initiative that will
provide close to 100 Black theatres $10,000–$150,000 one- or
two-year grants.54 In July, the Wallace Foundation55 announced
a fve-year $53 million initiative focused on BIPOC cultural
organizations. Although unexpected, the Ford and Andrew W.
Mellon Foundations partnered to create the Disability Futures
initiative to spotlight and support the work of creatives with
disabilities.56 Although it pleases me to see these initiatives
come to fruition, I hope that they continue and inspire a shift in
cultural public funding informed by ADEI.
Research
Lastly, research on BIPOC and other HMOGs will become
important in making the case for ADEI and informing cultural
organizations’ practice of it. For example, Dunn et al.57 found
that the US flm and tv industries lose $10 billion annually due to
anti-Black racism. How much does the nonproft creative sector
lose annually because of marginalization and oppression? In
a capitalist and consumerist world, can a sector so reliant on
contributed and earned revenue really afford to exclude anyone?
Although Sidford58 warned the US cultural sector of inequities in
cultural funding, it can no longer ignore an inevitable truth that
change is coming.
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DISCUSSION QUESTIONS
1. What difference exists between ADEI, and why is each
component important?
2. Which of the ten myths and misunderstandings have
you heard people use when resisting ADEI? How did you
respond? After reading this chapter, would you respond
differently or similarly?
3. In what ways do artists & programming, audiences, boards,
staff, and volunteers present cultural organizations with an
opportunity to practice ADEI?
4. This chapter suggested that budgeting for ADEI remains
integral to its institutionalization in cultural organizations?
If you managed the budget, how would you determine which
percentage of your organization’s budget to earmark for
ADEI?
5. The cultural organization in which you worked has asked
you to serve on the search committee to hire a new Chief
Diversity Offcer, what characteristics do you believe a Chief
Diversity Offcer should have to succeed in their position?
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