


Introduction
Within art and design education, there is more undergraduate enrolment among women on such courses than men (Tatlow, 2023). By contrast, the professional creative industries are male-dominated, with most professional artists, award-winners, museum directors and others being male (Carlson, 2016). Historically, male artists have also been included in the curriculum more than female artists; from the Masters (Rembrandt, Da Vinci, Monet etc) to more other movements like Surrealism and Popart (Manray, Dali, Magritte, Warhol etc). It is much rarer to encounter female names in these lists (and rarer again to find non-binary names; research is scarce in this area).
This is largely owing to society’s traditional patriarchal attitudes to gender roles, which still have a legacy now in spite of social movements for women’s rights. Many women were denied access to many fields; however, in terms of art and design, numerous artistic fields that began as domestic crafts - so-called women’s work - see a great deal of interest from female students. An example of this is textiles; clothing manufacture was once the role of women in the home, while male pursuits were often restricted to more physical labour. Today, textiles students skew significantly female still, though male designers nevertheless dominate the fashion world. 
Institutional academic hierarchies also are male-dominated, still. In the University of Wales Trinity St David (UWTSD), lecturer genders between courses have a gendered skew between subjects – technical subjects (e.g. photography, film, music etc) skew male, while the more ‘emotional’ subjects (fine art, surface pattern design, etc) have a female skew. I have been a technical demonstrator on the Art and Design Foundation course at UWTSD for five years, and this course skews female. Above this lecturer level, however, leadership roles in the university skew further and further male, with women in such positions of power becoming rarer. UWTSD, this year, got its first female vice chancellor – in 200 years of operation.
This pattern is then echoed in the material we teach. The history of artists has been very male-dominated, and these are primarily the artists that are taught or used as case studies (Carlson, 2016; Downing & Watson, 2004; Garber, 2003). But it is vital for institutions to start challenging this pattern. If the curriculum isn’t inclusive of non-male genders, then there is a lack of representation to challenge those structures. This then may have an impact on female or non-binary students later choosing whether to pursue a formal career in art.
This report aims to investigate the gender imbalance within art and design education versus the professional creative industry and critically reflecting on my own methods of addressing this to improve my inclusive practice in my own teaching environments. This will take the form of one cycle of action research.
The questions addressed by this research are:
· Do my teaching materials and learning activities contribute to this gender imbalance?
· If so, how can I improve my practice?

Literature Review

Gender and Conversion Rates into Professional Practice

Within the creative subjects, most undergraduate courses have a greater female population. Technical subjects, such as music and photography, have a more balanced range (Tatlow, 2023).
Table 1 Tatlow’s (2023) extraction of the HESA data (2020)
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The table above shows the percentage of the female population studying creative subjects in Higher Education. Note that music is the only subject with a male majority, although with students the balance is still close to fifty-fifty. But professionally, male artists and groups also dominate. Only 10% of songwriters and 2% of producers are women in the UK (Werner et al., 2020). 
The Freelands Foundation commission an annual report based on data that highlights the representation of women artists in the UK which has been consecutively for 7 years. Last year, they included intersectional data that explores how gender, ethnicity, disability and social factors can influence opportunities for artists. Bonham-Carter (2022) states that inclusion is a major issue in the art world. She goes on to say that the reason for the report every year is to “demand public accountability for, and transparency on, the lack of representation of women artists in the UK.” 
“In the U.K., 64% of undergraduates and 65% of postgraduates in creative arts and design are women, but 68% of the artists represented at top London commercial galleries are men.” (Bonham-Carter, 2022) See Figure 1 for the data across 7 years.
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Figure 1 Extracted evidence from the Freelands Foundation report (2021)

According to the National Museum of Women in the Arts (NMWA), there has never been a female director of the three most popular museums in the world which are the British Museum, the Louvre and the Metropolitan Museum of Art. Within museums, specifically exhibition design, these are male-dominated spaces in spite of education being female-led. Therefore, male aesthetics and design features are the default setting (‘androcentrism’) while anything seen to have feminine traits (e.g. pastels, pink and flowers) are considered a deviation (Place, 2023).




Defiltering the Curriculum

Due to colonialism, it has left an imprint on modern society, which has resulted in gender inequality, racism, ableism, queerphobia and many other social issues (Morreira et al., 2020; Winter et al., 2024). Since the 1970s, the global south has discussed colonialism within higher education (Schilling et al., 1979), as have other areas that were affected heavily by colonial activity (Arday et al., 2021; Attas, 2019). The UK has been slow at making progress in this area, but due to student activism there has been increased interest in decolonising higher education over the last ten years (Bhambra et al., 2020; Liyanage, 2020). Even though there has been progress in women’s educational presence in higher education, the academic structures within universities are still strongly patriarchal (David, 2015).
Francis (2000) states that Science, Technology, Engineering and Mathematics (STEM) subjects are viewed as masculine while the opposite is said for the Arts, which are viewed as feminine subjects within education. Francis goes on to say that these subjects form a hierarchy. STEM subjects represent “rationality and objectivity”, while the Arts represent  “emotion and subjectivity”. By observing these traits as gendered inevitably leads to these subjects being masculine or feminine. This makes it clear that is more female students studying the Arts while there is more of a male dominance in the STEM subjects (Hewitt 2020).
White (2019) argues that having a feminist pedagogical approach will create a more inclusive environment where people’s gender doesn’t limit their ability. Even though this notion will aid all areas of study, it is particularly important within Art Education to benefit culture. By introducing students to the work of women masters it will allow for historical accuracy and develop the understanding of all people regardless of their identity. Even though there is a shift within society in regards to gender roles, women have still been factored out from history. Therefore, women should be included within the history of art and the curricula needs to adapt to represent this.
Professional Artists in Education

Within art education, artists and case studies that are taught in the curriculum are mostly male and white, from secondary upwards (Downing & Watson, 2004). The ‘default’ art aesthetic and philosophy is often straight, white and male, which becomes a self-perpetuating cycle – as educators are teaching these male figures, their teaching streamlines into this default, which means white men are further considered the norm (Carlson, 2016). This could have a negative impact on students’ perceptions of the sphere of art and design, as it reaffirms gender bias.
Teaching resources often do not showcase the true diversity of students within the educational setting, which adds to a hidden curriculum that informs students that the straight, white man “holds the political power and have made almost all the important decisions and discoveries” (Garber, 2003).
The findings of the WomenCount Leaders in Higher Education Report (2018) (WCLHE) show that 29% of Higher Education Institutions have a woman Vice-Chancellor (this has grown by 12% since 2013). 37% of executive or senior teams are women, and 31% of top tier of academic faculties or schools are headed by a woman (Jarboe, 2018). 
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Figure 2 Data extracted from the WCLHE (2018) report
This data has been collected from 162 Higher Education Institutions (HEI) websites. This includes faculties, schools and academic departments. From looking at this data, we can see that there has been no change between 2016 and 2018 in the percentage of women within the academic hierarchy (Jarboe, 2018).





Methodology

The data gathered is drawn from the last five years of working on the Level 4 CertHE Art and Design Foundation course at UWTSD. The data are the gender breakdown of the students that have studied on the course over those five years. The categories are male, female or non-binary. Trans-identifying students are included within their chosen category (i.e. a trans woman would be included in the ‘female’ category.) No other data were collected, so no students can be personally identified. The students also consented for the university to record it at enrolment; as such, no further ethics permissions were required.
The data were then averaged in order to identify overall trends rather than simply viewing it year by year. I then produced graphs so display it visually.
I then produced a table by looking at my own practice and lecture materials. I recorded the genders of the artists that I teach to the students, or mention within case studies, tutorials, and other session. The reason for this is to see if there is any gender imbalance within my own teaching practice.
Finally, I compared these data from both of these methods to see if there are any discrepancies within my own teaching practice. I then found solutions to improve my inclusive practice in this area.
Results and Analysis

Figure 3 shows the results of the genders of students on the course from 2019 – 2024 (five years). This data is then averaged in Figure 4.

Figure3 . Gender of students from 2019-2024

Figure 4. Average gender numbers across five years
From these results, it shows that there has been gender imbalance in the Art and Design Foundation course over the past five years. There have been significantly more female students than male or non-binary. It is clear in Figure 3 that this has been consistent over the five years.
Table 2 shows a list of the artists I have taught by their gender identity. It is evident from this table that I have taught more male artists than female or non-binary.
Table 2. List of artists I have taught and their gender
	Male
	Female
	Non-Binary

	Grayson Perry
	Frida Kahlo
	Kae Tempest

	Jonathan Hoefler
	Vivienne Westwood
	

	Alexander McQueen
	Sophie Calle
	

	David Hockney
	Barbara Kruger
	

	Gilbert and George
	
	

	Andy Warhol
	
	

	Jean Michel Basquiat
	
	

	Keith Harring
	
	



Table 2 shows that there is a gender imbalance within my professional practice. Even though I would say that inclusivity and gender balance is important to me this table shows the opposite. This is because of unconscious bias within my practice.
Stereotypes are not always our conscious thoughts. Even though people can be aware and have knowledge of stereotypes they may not necessarily believe them. Regardless, unconscious thought patterns can influence current situations. This results in unconscious bias (Devine et al., 2012).
Oberai and Anand (2018) conducted a study on why gender bias is happening within society. They found that the issue is due to society's prehistoric beliefs about men and women. As an example, men are taught to be strong and assertive whereas women are seen as emotional and caring. These are generalised traits given to the different genders (Oberai & Anand, 2018).
Within the science research field they have discovered a variety of different possible origins for unconscious bias and how this can have a negative effect on education environments. Here are the insights from Dee & Gershenson’s (2017) paper:
· As humans we consciously and unconsciously keep encounters and experiences in our brains. These are our memories that at a later stage can influence our automatic responses. This is vital to cognitive functioning and cannot be switched off.
· If people are exposed to unconscious bias, it can change the behaviour or the stereotyped groups and they abide by the stereotypes where they are true or false.

Unconscious bias is particularly important for teachers to challenge, due to their job roles and responsibilities at the forefront of society as facilitators of student development. They have a duty to promote diversity and inclusivity, both as a duty of care and in accordance with the (Equality Act, 2010). If teachers do not challenge their own unconscious biases, this could have an impact on their perception and choices towards students, particularly of marginalised characteristics (Ashmore et al., 2019; Dee & Gershenson, 2017).
Potential Solutions

The first solution of these findings is to reduce my unconscious bias within my own teaching practice. If we are aware of our own unconscious bias, without blaming or shaming ourselves, then we can develop the motivation to reduce it (Devine & Monteith, 1993). We should be encouraged to apprise people through their individual unique characteristics instead of their social groups (Blair, 2002), by improving on our empathy and seeing things from different perspectives (Dovidio et al., 2004; Okonofua, Paunesku, & Walton, 2016).
I will do this by planning lessons and curricula that have gender parity in the case studies used. This is not an issue restricted to my own practice, of course, so I will also coordinate with colleagues across the department to work on this area to improve inclusivity and diversity. As part of continuing professional development I will seek training opportunities from the institution and also participate in any conferences based on these issues through the Universities and Colleges Union, which hold interactive webinars for members (UCU, 2024). 
The second solution is that educators should also create safe spaces for students to feel able to challenge the status quo. Because of the controlled environment of the educational setting, these discussions can be amicable, respectful and constructive. Freedman (1994) argues that creating nurturing environments so that students can analyse visual culture will help students, no matter their age, understand the importance of different interpretations. I will do this through small group numbers and critiques. This would also then lead to interesting and progressive discussions. Art has a great role to challenge society, and can help to push boundaries; this could lead to greater support and recognition of marginalised voices (Ashmore et al., 2019; Freedman, 1994).
As this is a single cycle of action research, the next cycle will be exploring intersectionality and how certain factors such as race, sexual orientation, class, and disability combined can affect individuals' growth and opportunities.
Conclusion

In summary, there is an imbalance in the gender balance of conversion rates of students to professional practitioners in art and design. This may be owing to a lack of representation in professional artists studied in higher education, and to society’s biases. 
In my own practice, I believed I was using an even balance of genders within my teaching material, but through looking at the data here discovered I was not because of unconscious bias. This is an area in which my curriculum needs to be unfiltered.
In future, I will include a gender balance in my teaching materials and encourage colleagues to do the same therefore increasing inclusivity in my practice. I will reduce my unconscious bias by attending CPD sessions on this subject area and any available training. I will also use small groups and critiques to create a safe space for my students to challenge the status quo in my classroom. The next cycle of research will include intersectionality.
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In 2021, 66% of students undertaking Art & Design courses in
England were women. This represents a 1% increase from the
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Women have not increased their percentage of top academic roles.




