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The Potential Benefits of Establishing Professional Dance
Artists and Companies in Residence within Specialist

Secondary Schools.

Summary

Whilst there is plenty of evidence to support the positive impact that arts
practitioners can have in schools, there is still need to establish the role
of the arts as an undisputed part of a holistic and rounded Education
and as a fundamental tool in preparing young people for the kinds of
lives and careers that they will be living in the 21st century. Today’s
young people are growing up in a fast-changing world that is very
different from that in which today’s adults, teachers, parents and policy-
makers grew up in. Amongst the many skills young people will need, is
for them to be increasingly adaptable, creative and enterprising, armed
with self-confidence, self-awareness and integrity. In all of this, dance

has a vital role to play.

This paper seeks to explore the potential for establishing professional
dance artists and companies in residence in schools, and aims to set
the context and identify some of the likely challenges, along with the
potential rewards. In particular it proposes the development of
partnerships between professional dance artists and Secondary Schools
and Colleges with a specialism in either dance, performing arts, sport,
music or humanities. Such partnerships should be a) sustainable and b)
of equal benefit and value to both schools and artists alike, with a rich
exchange of practice, thinking, shared learning and resources, capable
of leaving a valuable legacy.

Professional dance artists have a powerful contribution to make, not
only as role models and ambassadors for dance but also in helping to
strengthen the dance workforce in schools, and supporting the delivery

of key educational ambitions:



o promoting the development of softer skills within the school
environment

o increasing the contribution of specialist dance knowledge and
artistic practice

o bringing greater diversity to the overall dance provision

o raising the standards of dance in Specialist Schools with
particular emphasis on performance and creative skills

Were a school to ‘adopt’ a dance company, an individual artist or a
group of artists, it would increase the status of the dance within the
school, give greater value to the notion of specialism, and most
significantly, help to reinforce two primary Government objectives,

namely:

a) to establish dance within schools — both in curriculum and in out
of school hours provision — as a vital learning tool for every young
person, and an essential component of a holistic and rounded
education

b) to establish more visible pathways of opportunity for young
people with exceptional artistic talent, enabling them to access
the support and knowledge that will help them develop their
talents to their fullest potential.

We need to have the courage to explore entirely new or re-configured
ways of approaching formal Education, and seek to maximise the
positive impact that the arts can have in these settings. Strengthening
partnerships between the dance sector and schools, finding ways to
bring professional dance specialists into schools, investing in the
training of those specialists, and exploring the potential benefits of
having dance companies and professional dance artists in residence in
schools, could all be the beginnings of a paradigm shift in the way we

approach and value the arts in Educational settings.



Introduction

This paper proposes that there is potential for establishing professional
dance artists and companies in residence in schools. Whilst some such
models of practice already exist, | believe there is room to build on
existing practice. In particular | am advocating the development of
partnerships between professional dance artists and state secondary
schools with an acknowledged specialism in dance, performing arts,
sport, music or humanities. At the heart of the notion of a dance
company or dance artist in residence is the desire to develop
partnerships that are a) sustainable and b) that would be of equal

benefit and value to both schools and artists alike.

The impetus for this paper was sparked first and foremost by
recognising a fundamental need in the professional dance sector.
Many small to middle-scale professional dance companies based in
London, struggle to find affordable and appropriately resourced spaces
to work in. Precisely how far this need exists is hard to quantify without
indisputable evidence', but anecdotally this need is all too familiar. In
contrast, increasing numbers of Specialist Secondary Schools? have
first-class, often purpose-built, dedicated dance studios. It is possible
that school dance facilities may not always be used to full capacity and
that such valuable resource could potentially be shared to great benefit

by professional artists.

From what began as a rather one-sided and somewhat opportunistic
idea, regarding rehearsal space for professional companies, | moved

quickly to thinking about the potential synergy between an educational

" Arts Council England is currently undertaking a ‘stock-take’ of available work space for all arts forms,
due to be published, with accompanying website in autumn 2008. The scope of this research however
is neither dance specific nor does it attempt to address specifically the needs and experiences of
dance artists themselves.

2 Secondary Schools belonging to the Specialist Schools and Academies Trust.

The Specialist Schools and Academies Trust works to give practical support to the transformation of
secondary education in England by building and enabling a world-class network of innovative, high-
performing secondary schools in partnership with business and the wider community.

From: http://www.ssatrust.org.uk/about/valuesandmission/default.aspa

Accessed: August 2008
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institution and a professional dance company. Most Specialist Schools
are likely to be able to offer a wealth of material resources, learning
tools and specialist expertise to the professional dance artists, who in
turn could bring their own specialist dance knowledge, practice and
presence into the heart of the school environment. Beyond this, and
perhaps most significantly, lies the huge potential for exchange, shared
learning and dialogue, and for enhancing practice, not least in the areas
of pedagogy and approaches to creative learning. This potential meeting
point between artists and schools suggests an area that is both exciting

and ripe for development.

Although the idea of professional artists and companies working in
schools is by no means new, the occasions when a whole company is
resident are far fewer, and this is almost always for a very limited
period of time. Too often the presence of dance artists in a school, has
been a somewhat hit and run affair, with little lasting impact on the
school and staff, other than on the pupils and one or two staff members
who have been directly involved in the dance activity. It would seem
that there is still unexplored and unrealised potential here for
professional artists to forge deeper and longer-lasting relationships with
schools; potential for a much richer exchange of practice and thinking
that is likely to be mutually beneficial, and leave a more tangible and
indeed valuable legacy both for the school, its staff and pupils as well

as for the professional artists.



Background

In terms of the my own personal experience, the initial seeds for this
study were perhaps sewn more than twenty-five years ago, at the
beginning of my dance career, when in January 1982, as a young and
newly appointed member of London Contemporary Dance Theatre, |
spent the first two weeks of my new professional contract co-leading a
two-week dance residency in a Secondary School in Havant,
Hampshire. Throughout the 70’s and 80’s, LCDT - as it was known -
was absolutely central in pioneering much of what we have almost come
to take for granted in terms of dance company Education and Outreach
work, and in particular, developing the model of the Dance Residency: a
professional company taking its regular work into particular settings,

other than theatres, often in schools or colleges. This outreach work
was an essential part of the pioneering vision of LCDT, and a regular
part of company life, with all company members undertaking the work

each year.

The initial LCDT residencies were more about offering the chance to
observe a dance company at work — in class, rehearsal and
performance — but over time evolved to become more focussed on
participation. Over the years there have been many variations and
developments of that original concept both from the now sadly defunct
LCDT, and from the many other companies and dance artists that
followed. With a few notable exceptions, most residencies involving
dance companies in schools have had a short shelf life — often lasting
no more than a week to a couple of weeks at most or for a month in

exceptional circumstances.

My early introduction to working with young people and these particular
kinds of dance residencies in schools made an inevitable impact on my
development as a dance artist. But there are also two more recent parts
of my professional portfolio of work that have directly influenced my
current thinking: firstly my role for eight years (1998-2006) as both
Dancer in Residence, and Director of Dance at Queens’ College



Cambridge, and even more recently, my work for extended periods in a
number of Specialist Secondary Schools, in my role as Artistic Advisor
and Lead Artist for The Royal Ballet School’s Dance Partnership &

Access Programme.

My role as ‘Dancer In Residence’ at Queens’ was one | inherited from
Sarah Matthews, (a former Rambert dancer) who was the first Dancer in
Residence, starting in 1996 3. The post has existed at Queens’ now for
twelve years, and as far as | know, is without precedent in England
amongst the other Universities and colleges that do not offer dance or
performing arts as part of their curriculum. At Queens’ | witnessed the
value of offering dance as an extra-curricular subject in a context in
which it might be perceived to be somewhat alien and affirmed for me
the notion of physical and mental knowledge as complementary and
interconnected parts of a whole, as opposed to being thought of as

polarised and discrete opposites.

It has been my recent work with The Royal Ballet School however, that
has perhaps had the most immediate influence in focussing the ideas
proposed in this paper particularly on Specialist Schools. The Royal
Ballet School’'s recently formed Dance Partnership & Access
Programme was started with the specific remit of broadening access to
the unique resources of the School to a wider constituency. A key part
of this partnership programme, involved students from The Royal Ballet
School (both Upper and Lower Schools) participating in twelve-week
choreographic projects, during which they worked collaboratively with a
choreographer and with their student counterparts from partner
Specialist Schools in London, towards shared performances of a dance
work they had jointly created. The first partnership project involved first
year students from The Royal Ballet Upper School and BTEC # dance

students from Dagenham Park Community School and Arts College and

3 Dancer in Residence, Queens’ College, Cambridge: Sara Matthews 1996-1998; Kenneth Tharp
1998-2006; Adele Thompson 2006 - present

4 BTEC First Certificate in Performing Arts: This is a vocational course that is equivalent to 4 GCSEs
(General Certificates of Secondary Education) and may suit students who want to perform or pursue
a career in dance.
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Barking Abbey School and Specialist Sports & Humanities College, both
in East London. The project culminated in February 2006, with
performances that took place at The Broadway Theatre, Barking, The
Royal Ballet Upper School in Covent Garden, and at The Specialist
Schools Conference in the Barbican Theatre, London. Perhaps the
most significant and distinctive thing about this work was the bringing
together of full-time vocational dance students from a world-class ballet
school with their peers in non-vocational settings to work on a sustained
creative project and performance together. The range of benefits to both
groups of students exceeded my expectations and this work underlined

the benefits of partnership between carefully matched institutions.

In leading this work over two years, from 2005 to 2007, | was surprised
to note the quality of the facilities of many Specialist Secondary
Schools, often with dedicated, purpose-built dance studios, or adapted
gym spaces, and in some cases more than one space for dance. At the
same time | was struck by the contrast of many small to middle-scale
professional dance companies - the vast majority of them based in
London - who struggle to find one of the most essential ingredients of
their daily work: appropriately resourced, affordable and centrally
located spaces. Many conversations with artists reaffirmed this

anecdotally to be an on-going struggle.

In May 2006 | taught company-class for one small-scale contemporary
company who had to rehearse in studios a few stops from Heathrow.
Travelling from Central London on the Underground across multiple
zones, at peak time, in order to start the day’s company class early in
the morning, was a lengthy ordeal for me even as a one-off, but for the
company dancers on a continued daily basis it must have been not only
expensive, but also an even bigger draw on their physical energy and
stamina. It was the price the company paid for affordable and sizeable
rehearsal space that was available for a sufficient stretch of time.
However what was on offer was still very basic. Despite the Company’s
growing success and RFO (Regularly Funded Organisation) status they

were still rehearsing in the same location more than a year later.
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It occurred to me that there may be increasing numbers of Specialist
Schools with dance studios that may not be used all of the time and
could be utilised to great benefit by professional artists. Beyond that, a
school may be able to offer to a company a wealth of other resources.
Barking Abbey School, for example, as Specialist Sports and
Humanities College, has sophisticated movement recognition software,
used by professional footballers, which could be an equally valuable
resource for choreographers and dancers. They also have a TV
Production Suite and Music Recording Studio. Schools have extensive
libraries and a host of learning resources. But perhaps most importantly
is the professional expertise and specialist knowledge that also resides
in such schools. Dagenham Park School Community School and Arts
College has a Head of Dance with more than twenty years experience
of developing dance in the school environment. The combination of such
excellent knowledge and resources could be invaluable to a small dance
company with limited resources. The dance artists and companies in
turn could bring their specialist dance knowledge and expertise into the
school environment. | will discuss later, and in more detail, the range of
possible benefits, but argue immediately that the potential synergy and
sharing of knowledge, skills, learning and resources between these two
constituents offer sufficiently wholesome ingredients to suggest the

basis for establishing a meaningful partnership.

Although the idea of professional artists and companies working in
schools is by no means new, and has been encouraged and expanded
upon most recently by key initiatives such as Creative Partnerships, it
would seem there is still unexplored and unrealised potential here for
professional artists to forge even deeper and longer-lasting relationships
with schools that are mutually beneficial. The two essential ingredients
of this proposal are the notions of a) sustained relationships and of b) a
partnership that is based on equal ownership and two-way learning.
One might characterise this relationship between Dance Company and
school as one of ‘co-adoption’, an idea that | find inherently exciting.
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What young person interested in dance would not feel proud to be so
closely and directly associated with a group of first-rate professional
dancers? It is not hard to imagine the impact that this up-front and
personal contact with professional artists could make on the
development of young people, with the potential for those artists to
inspire as role models of excellence, and help to transform and enrich
their understanding and appreciation of the Arts. And for the dance
company or professional dance artists, the sense of belonging,
enhanced by having a more secure rehearsal base, the chance to
contribute to the development of dance within the school, and have
access to the wealth of knowledge and resources that a specialist
school might offer, has | believe the potential to totally transform not
only the daily lives of those professional dance artists, but the whole
way in which a small company of limited resources can operate

throughout the year.

There are clearly potential benefits on both sides, but perhaps the
greatest potential for development lies in the opportunities that
sustained partnership could offer in terms of exchange, shared learning,
and dialogue. Dance for young people in schools has never before
been so popular or so well resourced on such a large scale, and there
are more welcome changes on the horizon. The potential benefits to
both partners in this proposed residency model, may act as a built-in
incentive towards sustainability and long-term relationships between

artists and schools.

Why London? Why Specialist Schools?

In my thinking | have chosen to focus on companies and schools based
in London, as this is where the vast proportion of the UK’s professional
dance companies are based, and where there is without doubt the
biggest demand and greatest competition in finding suitable and
affordable spaces. | have also chosen to think primarily about Specialist
Secondary Schools, most particularly because | believe this is where
one will most likely find the greatest commitment to dance, along with

sufficient development, knowledge and infrastructure to really benefit
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from the input and presence of professional artists. Just as importantly,
in a relationship that is conceived with the central ethos of partnership
and mutual benefit, | believe these Specialist Schools in particular, will
be best matched with the professional artists in being able to offer the
most targeted support and relevant expertise and resources. That said, |
see no reason why the basic idea could not be adapted to work in
different locations i.e. other cities or even in rural locations, and in other
schools, whether Primary, Secondary, Specialist or Special Schools.®
The common threads would be that of carefully matched needs,
expectations and aspirations and the bringing professional dance

practice into the heart of a school.

Aims of the Study

The approach to this study in no ways sets out to be a quantitative study
of all that has gone before or indeed that currently exists in the field of
dance artists in residence in the UK. Instead the intent is to produce
something more qualitative and more tightly focused; a reflective
discourse on the proposed notion of professional dance artists and
companies being ‘in residence’ in Specialist Schools. It draws largely on
personal knowledge, and insight gained through the writer spending
more than twenty-six years as a professional dance artist. In addition |
aim to put my ideas into context with reference to changes in
Government policy; current trends in thinking and practice both in
Education and in professional settings; current or recent live research
models such as the Teacher Artist Partnership Programme, (TAPP); as
well as highlighting some extant models of artists in residence. Along
the way my thinking has been provoked and supported by conversations
with key individuals, to whom | am most grateful for their insights and

expertise.

This paper aims to:

5 Special Schools make special educational provision for pupils with statements of special educational
needs (SEN) whose needs cannot be fully met from within mainstream provision.
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a) present the arguments, the evidence, and the context in which
this proposal takes place

b) offer several potential models or thoughts about the way
which the proposed residencies and partnerships might
manifest

c) suggest some recommendations for policy, structures and
implementation.

d) identify key questions that arise from the proposals and
suggest ways and contexts in which these questions and

ideas might be further explored and developed.

Whilst | endeavour to present a broad and clear context for my
arguments, the pace of current developments in Education provision
and structures mean that some of the information in this paper will very
quickly appear out of date. | am also aware of my limited capacity to
embrace so many different strands in one paper. Whatever its likely
imperfections, | would far prefer that this paper act as a provocation,
something to stimulate practical change and debate, than simply gather
dust on a shelf. Therefore perhaps the most important outcome will be
less the written word, set in stone, but rather any thinking that follows
on, and that allows these ideas to develop further in the relevant

sectors.
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What are the needs of professional artists?

It is perhaps not sensible - in the context of this paper - to begin talking
about the needs of professional dancers as a whole; the sector is too
large and extremely diverse. Rather | am choosing to focus specifically
on what are commonly referred to as small-scale dance companies, as

determined by the number of dancers, in this case, less than ten®.

Small-scale dance companies

A small-scale company may typically have between five and ten
dancers, and with perhaps only one person if any - usually the artistic
director/choreographer - on a full-time contract. The company - unless a
larger Regularly Funded Organisation (RFO) - would almost inevitably
operate on a project-by-project basis or, for some larger and more
established companies, on contracts of nine months or less. In terms of
funding, each new tour or project will most likely be totally dependent on
a successful project application to Arts Council England’s Grants for the
Arts, supplemented by other sources such as charitable trusts and
foundations who will often support Education programmes and other

parts of the company’s work, aside from the central artistic product.

Because of their stop and start nature, few of these companies have
either a permanent office base or rehearsal studio. The company
administrator - if not the artistic director themselves - is likely to be a
freelance dance administrator who has a portfolio of clients. Stylistically,
the majority of these companies may be defined under the umbrella
term of contemporary dance and/or physical theatre, but may also

include a smaller number of companies whose primary dance discipline

6 The terms small-scale, small to middle scale, middle scale and large scale are commonly used to

signify both the size of a dance company as well as the size of venues that it may tour to. The British

Council chooses the number of people on the road (including technical staff) as their unit of measure,

whereas Arts Council England defines scale by the size of venue in which a company perform,
regardless of the size of the company.
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may be from a range of diverse styles including Ballet, South Asian

Dance, African Peoples Dance, Salsa, Lindy-hop, Hip-hop etc.

Challenges

There are many challenges that face a small company. One in particular
is that short contracts mean that dancers inevitably have to look for
other work to support themselves whilst off contract. This interim work
may be dance-related - such as teaching - but practicalities mean that

often it may not be.

Planning With Confidence and Sustainability

Writer, Kate Phillips, talking about the challenges faced by young

choreographers at the start of their careers, comments:

The hardest thing for new choreographer...is uncertainty. The short
term funding of ACE [Arts Council England] prevents young
choreographers from knowing what they will be doing from project to
project. 7

My intent here is not to criticise of the Arts Council, but simply to report
that many artists | speak to find that the inevitable periods spent ‘in
limbo’, when they are waiting to see if the funding will come through for
the next project, are one of the hardest things they have to deal with.
They have to plan their lives with the assumption that the necessary
funding will come through, and yet they have to equally prepare for the
possibility that it might not. It is hard to enter into any binding contract
such as booking rehearsal space and hiring dancers until the money is

certain. However, by the time funding is confirmed, it is possible that

7 Phillips, K. (7 April 2006) Starting Out, londondance.com.
From: http://www.londondance.com/content.asp?CategorylD=1600&ArticlelD=2956

Accessed: July 2007.
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dancers have taken employment elsewhere and the rehearsal space is

booked up.

Keeping an ongoing repertory of work together is equally challenging,
especially when, for reasons already mentioned, by the time a tour is
confirmed, a choreographer may be forced to replace half or more of
their dancers (who have since taken on other work). Inevitably precious
time and resources are then spent re-auditioning and re-working the
extant repertory on new dancers. It makes sense to me that a
successful work should have a longer shelf life, though | am not sure
how much ACE see this as a priority. Where companies apply for funds
to support further touring, funding bodies seem sometimes reluctant to
allow for the true implications of re-rehearsing an existing work in their
settlement, perhaps because they underestimate the real costs and
amount of time needed for re-casting and re-rehearsing or possibly
because they are less interested in sustaining existing repertory. More
than one or two artists have expressed to me their view that being
forced to re-cast due to the unpredictability of support is a poor use of
time, energy and limited resources and especially when the work itself is
under threat of being compromised if rehearsal time is unduly shortened

due to financial constraints.

In the rehearsal studio it can take weeks if not months, for a dancer to
begin to really tune into the way a particular choreographer works (and
vice versa), or for the dynamic of a particular group of dancers to gel,
and for the choreographer to begin to get what thy really want.® Starting
from scratch every six months or so can be understandably
demoralising and potentially unproductive. Choreographer Lloyd
Newson emphasises the point that new performers brought in to learn
an extant dance work, have not been through the same intense

research process as the original cast, and because the movement has

8 Christopher Bruce in conversation with Gill Clarke, June 1998
Butterworth, J and Clarke, G. (Eds.) (1998) Dance Makers Portfolio: conversations with
choreographers. pp. 25-36
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come from someone who has made it unique to him or her, trying to

then get somebody else to do exactly the same doesn’t work.?

These are the kinds of challenges many dance artists face. They are
often magnified in a smaller company with less resource and no
permanent base. If there was an infrastructure available to support
longer rehearsal periods plus regular periods of Research and
Development, dancers could remain for longer with one company and
have more security of employment. The model of a company having
more permanent residence in a school might support this especially if
extra teaching in the school in quieter periods for the company allowed
dancers the chance to keep earning. Additionally, companies can all too
often find themselves having to change to different rehearsal spaces,
sometimes on a weekly basis. This is unsettling and can easily become
a costly distraction that does little to bring focus, harmony and creativity
to an intensely demanding rehearsal period. Having a more permanent
base in a school would add a level of stability and continuity often
missing and allow both company and schools to begin to reap the
benefits of a sustained partnership. This is not to say there would not
be many challenges to overcome on both sides, for a professional
company to exist harmoniously in a school environment, but it is surely

worth exploring.

Resources

Dance needs certain practical resources that are not easy to come by,
especially for a small company on limited, stop-start funds; and | have
already stated that the two most essential ingredients are a) adequate
rehearsal time in b) an appropriately resourced space. Beyond that, the
specific needs of each company may vary greatly from company to
company as well as according to the dictates of the current repertory.

They may for example have need of space big enough to accommodate

9 Lloyd Newson in interview with Jo Butterworth,
Butterworth, J and Clarke, G. (Eds.) (1998) Dance Makers Portfolio: conversations with
choreographers. p.125.
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a stage set or certain kinds of props or stage furniture, but in general, it
is fairly predictable that the needs of most companies will demand a
well-heated, well-ventilated space with a sprung floor, preferably without
any obvious obstacles such as pillars, and ideally, a space that is large
enough to prepare the dancers for the size of stage the company will be
performing on. Many choreographers have talked about the specific
challenges of moving a work from the studio environment to the stage
and even the most experienced of artists can find this daunting.
Choreographer Siobhan Davies once said of that process: “It's brutal”'°.
In an ideal world, if the space the company rehearse in is large enough
for the choreographer to be able to ‘stand back’ and view the work at a
distance, to begin to see it as they might on stage, this is a valuable

bonus.

Other practical needs may include a CD player (sound system in a large
space), and connection for an i-pod, a TV monitor and video/DVD/direct
camera-feed playback in rehearsal process (for learning and reviewing
material), and perhaps a piano, for accompanying company class or
rehearsal, (even though many smaller companies rarely have funds to
support the luxury of live music either for class and rehearsal or
performance). Again these kind of practical needs will vary depending
on the particular dance company. A company working within the genre
of African People’s Dance for example may work with live drummers
and as a result, would either need a space that is either very well
soundproofed or avoid being close to an environment which is easily
disrupted by loud drumming. A choreographer such as Russell
Maliphant, who often describes his primary collaboration as being with
the light and his lighting designer, (rather than with the music or with a
composer) will need plenty of time in a space that is resourced with an
adequate lighting rig and which can be essentially made into a ‘black

box'.

10 Siobhan Davies, in conversation with Gill Clarke, June 1998.
Butterworth, J and Clarke, G. (Eds.) (1998) Dance Makers Portfolio: conversations with
choreographers. p.61
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Companies on the whole want a private, self-contained environment,
free from distraction and away from the public eye. That is not to ignore
the fact that they may at the same time choose to have specific
moments when the rehearsal process is open to viewers, but the needs
and demands generally, are for uninterrupted privacy and focus. Most
school environments are not normally very private, and timetables tend
to work to much shorter one-hour time slots, and therefore may not
easily offer the conditions that are conducive to meeting the
requirements of professional dance artists. | shall talk more specifically

of the challenges of my proposal at a later stage.

Teaching, Education and Outreach work:

The vast maijority of regularly performing small-scale dance companies,
and almost all of those in receipt of Arts Council funding, are involved in
delivering Education programmes of some kind."" This kind of
participatory activity may range from one-off workshops in schools or
community settings, whose location and timing may for example be
dictated by the touring and performing schedule. It may also include
specific bespoke projects such as a school residency or working with
specific groups such as youth dance groups or ‘excluded’ young people,
(i.e. students that have been expelled or excluded from mainstream
Education, for different reasons). These kinds of projects could be
anything from five to ten days long, or in some cases it might extend to
two to three weeks. This might involve several hours of work per day or
in some cases, whole day sessions. Longer projects are rare because of
the time that both school and company are able to commit, alongside
the demands of the school curriculum and a company’s touring

schedule.

In a small company this work will be almost inevitably be delivered by
some of the company dancers and/or the artistic director, but it is not

necessarily the case that the whole company (even when it is a small

™ Whilst the terms Education and outreach are still broadly used and understood, The language used in
Performing Arts sectors in relation to this kind of participatory activity appears to be changing;
companies and organisations are beginning to talk less about Education and Outreach work and are
tending to prefer the use of terms such as participation, engagement and creative learning.
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one) will take part in this teaching. (In a much larger RFO company

there may be a separate Education team).

Continuous Professional Development (CPD) and Teacher Training

A small project company may just have sufficient funds to rehearse and
tour their work. They are far less likely - unless they apply for specific
funds to support this - to have the time or resource to deliver teacher
training or appropriate continuous professional development (CPD) for
their dancers. Pairing less experienced dancers with more experienced
ones is often a practical way to allow the transfer of skills and
knowledge aside from specific training. Teaching in community settings
or school environments takes a particular skill that is best developed
through appropriately targeted training and regular practice. Even the
most experienced professional dancer can struggle the first time they
are confronted with a group of dance students with little or no previous
dance experience or who perhaps come with a very different kind of
dance experience and set of expectations than the professional artist or

company.

“Time and space

The most significant and hard to come by resources for dance are time
and space. In London especially, lack of these two essential resources
are often the biggest barriers that choreographers wanting to make new
work have to overcome. During the course of my research | have been
unable to track down evidence of any recent research into the needs of
dance artists that would include independent choreographers and small-
scale dance companies. The last significant review appears to date
back ten years to the Independent Dance Review conducted by Gill
Clarke & Rachel Gibson on behalf of Arts Council England in 1998.

| asked an Arts Council dance officer in the London Office if they were
aware of any kind of comprehensive survey of the needs of small-scale
dance companies. They said they were not aware of any such survey

and had no quantitative evidence as such, but that informal
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conversations they have been having with artists and companies are
revealing that artists are keen to develop long-term relationships and to

look at how they can ‘belong’ in different contexts.

After speaking to the Head of Research at Arts Council England’s
National Office, | was able to glean some information about a current
stock-tacking exercise being undertaken on behalf of ACE on creative
workspace'?. However this exercise is not dance specific and reaches
across art-forms, and from the evidence available on the website, the
research appears much more weighted towards crafts and visual arts.
The only dance specific space | could find included in the case studies
was Dance4, based in Nottingham. In addition, the research was
conducted by approaching spaces rather than artists, and so it was
clear that this research did not attempt to evaluate the particular
question of whether the needs of artists are being met. What the
research did reveal however was that overall there is unmet demand for
space. Out of over 500 creative work spaces that took part in the stock-
take, around half of them have waiting lists, adding up to over 5,500
practitioners, of whom four fifths are looking for space in London. It
remains to be seen whether the needs of dance specifically are less, the

same or greater than in other art forms.

In the absence of any further evidence regarding small scale dance
companies and independent dance artists — and certain that | did not
have the capacity to undertake a more comprehensive survey myself, |
contacted the artistic director of one successful small-scale dance
company directly and asked him some questions, in order to get at
least, some first hand anecdotal evidence — albeit on a very limited

scale - of what artists’ needs might be. | spoke with choreographer and

12 A creative workspace is a dedicated, physical space(s) for artists to use for originating, developing
and producing new work. For the purposes of this study, the space(s) must accommodate more than
one artist, exist as creative workspace beyond the tenure of any individual creative practitioner and be
intended to subsist as a creative workspace for at least 3 months. The space may, but need not, also
have one or more of the following attributes: opportunities for knowledge sharing and critical debate,
networking, sharing of skills and resources, continuing professional development, social and mutual
support.” Ref: http://www.creativeworkspace.info/

From: http://www.creativeworkspace.info/toolkit/Knowledge/cwkn0001.html
Accessed: August 2008
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artistic director Bawren Tavaziva, and following our conversation sent

him a short questionnaire, which can be found as Appendix i.

His company, Tavaziva Dance employs six dancers plus Bawren
himself as choreographer and artistic director. Although the company is
in receipt of RFO funding from Arts Council England, the dancers are
not on full-time contracts, but work on a project by project basis. In
Bawren’s view, one of the greatest challenges his company faces is
earning enough income and securing sufficient funding to support
adequate rehearsal time to deliver the level of performance desired.
The company would also really benefit from having a base, which
includes a decent size rehearsal studio, in which the company could be

resident, ideally with a small office space at the same location.

When | spoke to Bawren, the company were using council space in
Hounslow (i.e. town hall, local theatre) as it was reasonably priced and
available with reasonable regularity. However, the dance company
sometimes had to make way for weddings and baby classes etc, which
are pre-booked much further in advance than the company can arrange
its schedule. If the company are not in Hounslow they have to find
random space elsewhere in London, which Bawren said as well as being

costly, is not always large enough for the company’s needs.

It is telling that these challenges have little to do with the artistic work
itself, but rather are simply to do with the rather mundane but
nevertheless crucial demands of securing the minimum basic
requirements to begin work, let alone seeking to develop the ideal
conditions for creativity. Bawren’s story is all too familiar and from the
regular contact | have with other artists | am certain that the challenges

faced by him and his company are by no means unique.
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The needs of schools

The recent Audit of Dance Provision in English Schools 2006/7 Final
Report provides the most helpful and up-to-date research about dance
in schools'®. The report is the result of the first ever audit of dance
provision in schools in England and was commissioned to support Tony
Hall’'s Dance Review and the corresponding Government Response. All

three were launched in March 2008.

The report represents an important landmark as hitherto neither the
dance sector nor the Education sector has had this range of both
quantitative and qualitative evidence about dance provision in schools
across England to draw on. It is a largely positive report and reaffirms
the increasing popularity and practice of dance in schools on a scale,
the like of which could barely have been imagined even ten to fifteen
years ago. At the same time the report also makes evident where there
are gaps and where there is further work to be done. It gives answers to

such questions as:

In what context is dance provided, i.e. within curriculum or out of school
hours?

o 95% of schools taking part in the survey provided dance
provision in curriculum time.

o Three quarters of schools provide out of school hours (OOSH)
dance.

o 87% of specialist and secondary schools provide OOSH dance
provision.

What kind of dance activity is provided?

o A majority of schools provide dance technique/performance,
choreography and dance appreciation as part of their curriculum
dance; this is most common in secondary and specialist schools

o Two fifths of specialist schools offer support for gifted and
talented (G&T) dancers in curriculum time.

o The most likely forms of dance to be delivered in OOSH are:

13 Youth Sport Trust (March 2008) Audit of Dance Provision in English Schools 2006/07.

FINAL REPORT. Loughborough University. From: http://www.dcsf.gov.uk/publications/dancereview/
Accessed: July 2008
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street/hip hop/break, contemporary, and creative dancing
opportunities.
Overall OOSH provision is less diverse than dance delivered
within the curriculum and is less likely to include dance
appreciation.

Who delivers it?

In 85% of schools the delivery of curriculum dance is led by the
school PE department.

Specialist dance teaches make up only seven per cent of the
curriculum delivery dance workforce.

Over a quarter of all school staff delivering curriculum dance do
not hold a dance qualification, with primary staff being the least
well qualified.

In primary schools, 81% of dance delivered as part of the
curriculum is delivered by class teachers, whereas in secondary
schools the majority of dance provision is provided by PE
generalists.

Over half (566%) of schools use their own school staff to deliver
their OOSH dance provision.

Just under half of schools delivering curriculum dance use
external staff for delivery, with special and primary schools most
likely to use external staff.

What are the links between schools and dance organisations?

o

o

Over seven out of ten (78%) schools do not have external dance
organisations using their dance facilities.

Over two fifths (42%) of all schools had links with community
dance organisations, and a third linked with partner schools,
whilst over half of all specialist schools reported an external link.

What are the apparent gaps in provision?

O

@)
O

Whilst a majority of schools believe their dance facilities to be
good or very good, sprung floors are not widely available.

Girls still make up 94% of all GCSE dance entrants.

Single sex boys schools were the least likely of all school types to
provide dance in curriculum time, or out of schools hours.

Implications for the future highlighted in the report suggest that:

o

o

There are further opportunities for boys to engage in dance
education in curriculum and OOSH time;

There is room for schools to develop and extend external links
and encourage them to make their facilities available to more
external organisations.

Facilities for dance need improving with more sprung floors
accessible to dancers in school and curriculum time.

Access to OOSH provision needs to be extended, broadened and
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widened with a priority to engage more boys in dance, particularly
after the transition from primary to secondary school.

o There is room to increase the proportion of boys completing A-
Level Performing Arts courses.

o Further work is needed to enhance and extend the qualifications
base of those providing dance education, particularly in
curriculum time.

o More professional dance teachers should be available to deliver
curriculum provision.

Significant changes and trends

Amongst young people, dance is the second most popular physical
activity, second only to football and plays a vital part in many young
people’s lives both in school and out of school'. From 2001-2005 the
number of young people who took GCSE dance rose to well over
15,000, an increase of 125%'%. Government has started to take notice
of what dance can offer and has begun to invest larger amounts of

money specifically into dance than ever before.

This investment appears to recognise two very important things:

o Firstly, the vital role that dance can play as part of a holistic and
rounded education for every child and young person

o And secondly the importance of creating the pathways of opportunity
so that not only can all young people discover their talents, but to
ensure that those with the exceptional potential and commitment,
who may wish to pursue careers in dance, have the opportunity and

support to develop their talents to their fullest potential.

Today’s young people are growing up in a fast changing world that is
very different from that in which today’s adults, teachers, parents and
policy makers grew up in. It is likely that many of the jobs that today’s
young people will go on to fulfil don’t even exist now. Indeed, they are
unlikely to have not one or two jobs throughout their career, but many,
and some will have several at the same time. This is already happening

14 Central Council of Physical Recreation and Target Group Index 2002/3 and 2003/4
15 Source: The Assessment & Qualifications Alliance, (as cited in The Dance Manifesto (2006)
Dance UK)
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with increasing numbers of people managing portfolio careers in the arts

and in other sectors.

Amidst the uncertainty of such rapid change one thing is becoming
increasingly clear: that amongst the many skills young people will need
is for them to be increasingly adaptable flexible, creative and
enterprising, armed with self-confidence, self-awareness and integrity.
When it comes to developing those skills, dance is a vital tool. | know
this from my own experience. | went to an excellent school, but | learnt
more about these crucial developmental skills in the hours | spent every
day after school training to be a dancer, than | did sitting in the

classroom.

There are an increasing number of changes in Government policy and
significant new initiatives emerging at a rapid pace, to suggest that | am

not alone in my suppositions.

Changes in the National Curriculum

The Qualifications and Curriculum Authority gives guidance on the latest
thinking and approach to delivering the National Curriculum. At
Primary level the skills focus is on creativity and the use of ICT
(Information and Communication Technology) in teaching different
subjects. At Key stages 3 and 4 ', most relevant to this paper, the
thinking around skills and competencies has led to the identification of
two broad types of skill base, that are defined as:

a) Functional skills, and b) Personal Learning and Thinking Skills:

Functional skills relate to the:

16 At the time of writing this information on the QCA website as last updated on 27 June 2008
From:http://curriculum.qca.org.uk/key-stages-3-and-4/skills/index.aspx
Accessed on 23/08/08
17 Key Stage 1: Years 1 to 2 (5-7 years old)
Key Stage 2: Years 3 to 6 (7-11 years old)
Key Stage 3: Years 7 to 9 (11-14 years old)
Key Stage 4: Years 10 to 11 (14-16 years old)
From: http://www.bbc.co.uk/schools/parents/work/curriculum_guide/key stages_levels.shtml
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‘core elements of English, mathematics and ICT that provide individuals
with the skills and abilities they need to operate confidently, effectively
and independently in life, their communities and work. Individuals
possessing these skills are able to progress in education, training and
employment and make a positive contribution to the communities in

which they live and work.’'®

The QCA makes clear that functionality within the curriculum is not
limited solely to these subjects, but seeks to encourage opportunities for
working beyond the school and making links with other subjects. This

opens up a potential space for dance.

Personal Learning and Teaching Skills (PLTS) - is a broader framework.
It comprises six groups of skills that encourage young people to be:

o independent enquirers
o creative thinkers

o reflective learners

o team workers

o self-managers

o effective participants

Significantly these PLT skills are defined not just by hard outcomes but
rather in relation to the development of softer skills, qualities and
behaviours. They reflect thinking that has taken place elsewhere, indeed
the QCA explicitly acknowledges that:

The PLTS framework also reflects competency frameworks and
skills taxonomies promoted through other initiatives such as Social
and emotional aspects of learning (SEAL), RSA Opening Minds and
Futurelab's Enquiring minds.'®

This approach aims to give young people the key skills and tools for
learning, across a range of subjects, resulting in the development in
each individual of key competencies.

In viewing case studies of the work in practice in schools, it is evident

8 From QCA website: http://curriculum.gca.org.uk/key-stages-3-and-4/skills/index.aspx
Accessed on 23/08/08
19 ibid
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that the beginnings of a fundamental shift in the ideology and the
language used to define learning and skills in school have already
begun to take place. The characteristics and qualities of the skills and
behaviours sought to enhance by this approach to learning, appear to
include encouraging young people to:

be flexible

be adaptable

be creative

be curious

be able to evaluate effectively

develop the ability to explore multiple outcomes and
rationales

develop independent and reflective thinking
explore collaborative learning and teamwork

o take risks

O O O O O O

o O

This change of emphasis potentially opens up far more complementary
synergy between the language and practice of artists with that of
schools, not as something peripheral to core curriculum but rather in
direct and complimentary support of goals within the modified National
Curriculum; a language and understanding shared by dance artists for
example, who share a similar set of acquired skills, through the daily

practice of their art from.

Identifying and matching skills

A piece of research entitled Mapping dance: Entrepreneurship and
Professional Practice in Dance Higher Education, by Susanne Burns
highlights these skills, arguing that those working in dance as creative
artists need - for their survival - to possess a range of essential

entrepreneurial skills:

o ‘The ability to balance creative independence with the ability
to work collaboratively

o The ability to manage artistic integrity within a market context

o The ability to manage self

o The ability to create financial self-sufficiency through the
management of skills

o The ability to adopt a creative and lateral approach

o The ability to create networks, maintain and manage them

And communicate effectively
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o The ability to be proactive, pragmatic and flexible?

From the results of a survey conducted in HE institutions offering dance,
Burns offers a comprehensive list of almost thirty identified
entrepreneurial skills and attributes that might be required from a
dancer. Burns adds that many of the respondents to her questionnaire
emphasised that these skills had to be developed alongside developing
a strong hold on their technical skill as dancers. The author summarised

that particular argument with the following:

The most important entrepreneurial and professional skills required of
the dancer are that they are highly skilled technicians, intelligent,
creative, reflective artists able to work confidently and imaginatively with
others able to transform ideas into the medium of movement as well as
replicate, learn and interpret given vocabulary, and that they are
confident advocates for the art form. (ibid) 2

Burns’ research makes a strong case in support of the notion that to
pursue a training or a career in dance is a rigorous, complex,
demanding and multi-skilled undertaking; something indeed which those
in the dance profession already know, but it is nevertheless useful to be
reminded of the huge range of skills and practices that dance artists
have to acquire and then juggle, both on-stage and off. In relation to the
PLTS framework, dance artists understand as much as anyone, the
importance of risk-taking, not simply as a theoretical concept but as a
daily function of their practice as performers and creative artists. If
learning in schools is set to become more holistic, more creative, cross-
curricular, and function more as a ‘living education’, then dance artists
are well placed to make a valuable contribution to this kind of

experientially-based learning 2.

20 Burns, S. (2007) Mapping dance: Entrepreneurship and Professional Practice in Dance Higher
Education. UK. PALATINE

21 ibid

22 KS3 New Visions — skill based learning. Video, Teachers TV

This programme looks at how wholesale reforms of the Key Stage 3 Curriculum are working in practice.
Pupils at St George's School in Blackpool are designing, packaging and marketing a new chocolate bar.
They learn adult skills essential for survival in the modern world, including planning, teamwork and
evaluation. At first, some pupils are reluctant to participate. But once they have been coached in some
basic presentation skills, they are eager to stand up in front of their peers. The senior leadership team are
convinced that projects like this improve teaching, learning and results. Published : 20 August 2007

From: http://www.teachers.tv/video/21561
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Despite the growing popularity of dance among young people, few stay
the course long enough to go on to become professional dancers, just
as it is a very small minority that go on to become professional football
players, but the point regardless, is that everyone should have the
opportunity to experience highest quality dance as part of a rounded
education. The Government’s response to Tony Hall’'s Dance Review
shows that it is keen to support that vision. In ten years time we might
look back and wonder how we ever went for so long without dance
playing a central role at the heart of Education. Imagine a day when
those interviewing potential Chief Executives or politicians, for top jobs,
will look down a CV, just to make sure that this person has taken a
sufficiently active part in dance as part of their Education. “Sorry Mr.
Brown, we’d like to make you Prime Minister, but we don’t see any

evidence of dance on your CV!”

The Government response to specific recommendations in the Hall

Review include the following priorities:

o The setting up of a Programme Board bringing together key agencies
and government departments towards developing a National Strategy
for young people’s Dance and ensuring a coherent approach in delivery
of the Hall Review’s recommendations 23

o Significantly increased funding for Youth Dance England, enabling it to
develop fully as a strategic organisation to lead on youth dance and
dance in schools

o Imbedding dance and raising its profile in schools as part of the National
Curriculum, by including it within the five hour offer for P.E. and School
Sport, as well as within the new Find Your Talent programme

o On the back of the audit of dance provision in schools, to develop a
strategy to ensure the highest quality of dance teaching in schools by
increasing the input of specialist professional dance teachers

o Creating a coherent network of dance activity across the schools and
youth dance sector, with Youth Dance England taking the lead in

Accessed: 16.08.08

23 Terms of Reference for the Programme Board are detailed in Appendix A to the Government
Response to Tony Hall’'s Dance Review
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appointing Youth Dance Strategy Managers in every region, to promote
the building of regional networks

o Significant extra investment in the Music and Dance Scheme (MDS)
allowing the continued roll out of the Centres of Advanced Training
(CATs) across England, supporting the nurturing and development of
exceptional talent in music and dance with the highest level of
accessible specialist provision

o A review of the Dance and Drama Awards (DaDA) by the Learning and
Skills Council (LSC) to ensure widening of participation and a coherent
pathway for dance training for young people

o Support for the Dance Training Accreditation Project (DTAP) and similar
initiatives seeking to develop a much needed accreditation and
qualification structure and national benchmarking for dance teachers
working with young people across a diverse range of dance styles

o Charging the Programme Board with responsibility for developing a
strategy for sprung floors and appropriately resourced spaces for dance,
as part of the Building Schools for the Future programme (BSF)

o Ensuring that sufficient attention is given to diversity and inclusion in the
strategies produced by the Programme Board and Youth Dance
England.

The role of the professional dance artist in schools

| believe that professional dance artists could play a key role in
supporting the delivery of these ambitions, not only as role models and
ambassadors for dance, but also in terms of their expert delivery as
artists, teachers and coaches working in sustained partnership with

schools, young people and their teachers.

The impact of the professional intervention on a young enthusiast can
be profound. An obvious comparison is the way in which experienced
professional athletes help nurture younger potential Olympic athletes or
the way in which young football talent is developed. Raising the profile
and status of dance in schools would be most likely be given a huge
boost and a raison d’etre if linked directly to the presence of dance
artists and companies resident in the school, with artists who are visible
and inspirational exemplars of what dance has to offer. Already as far
back as 2000, one of the key bodies supporting education in schools
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through targeted research - the National Federation of Educational
Research (NFER) - had published papers, examining the effect and
effectiveness of arts education in schools.?* Research showed in broad

terms that

the range of outcomes associated with strong arts provision was
wider than that codified in the National Curriculum and broader than

the then current focus on creative and cultural education. 25

Whilst there was no sound evidence to support the claim that the arts
boost general academic performance, pupils own assessment of their
experience was that the learning from the arts subjects had carried

through to other subjects. This was especially true for art and drama.

Nevertheless, whilst dance and drama displayed a range of positive
outcomes for pupils, but both art forms had low status in the curriculum
compared to other subjects. Indeed one of the policy implications arising
from the research was that dance and drama should be given

comparable status in the National Curriculum to that of art and music?®.

The same research also found that the effectiveness of arts teaching in
schools was influenced to a significant degree by the strengths of
individual teachers. Both school staff and students valued the input of
specialist arts teachers. Pupils described their respect for teachers who
demonstrated clear practical knowledge of the art form. | believe that
professional artistic input can both support and inspire teachers and
pupils to: raise standards, deepen their knowledge of dance, help
identify and nurture talent, encourage a diverse range of dance styles
and stimulate wider participation, especially amongst under-represented
groups such as boys in Secondary Education. Whilst | would argue that

these potential benefits make a convincing case for the contribution that

24 Harland, J., Kinder,K., Lord., Stott, A., Schagen, I., Haynes, J., with Cusworth, L., White, R., &
Paola, R. (10.0ct.2000) Arts education in secondary schools: effects and effectiveness. National
Foundation of Educational Research (NFER) Annual Survey of Trends
From: http://www.nfer.ac.uk/publications/aries-data/arts-education-in-secondary-schools.cfm
And: http://www.nfer.ac.uk/research-areas/pims-data/summaries/eaj-effectiveness-of-arts-education-iii.cfm

Accessed 20.08.08

25 ibid
26 ibid
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professional dance artists can make in schools, the potential for shared
learning should not be overlooked. What |, and others - such as the
Dance Partners for Creativity research project?’ - researching the role of
artists in schools are suggesting, are the benefits of a triangular
relationship of benefit between, school teacher, pupils and professional
dance artist, where learning is enhanced for all three and where the

benefits are accrued and valued by all.
Find your talent

Alongside the Hall Review and the Government’s response, another
significant recent development resulting from changes in Government
policy is the launch of the Find your talent initiative. They have invested
£25 million in this scheme in order to ensure that young people
experience five hours of high quality culture a week. It will be
accompanied by an expanded Creative Partnerships scheme, attracting
a further £110 million, which will allow children and young people in
schools to work with creative professionals such as artists, writers,
actors and dancers. The 'Find Your Talent' project will be implemented
by a new body, the Youth Culture Trust, which will also oversee the
Creative Partnerships scheme, working with more than 2,000 schools

each year.
Joined-up thinking

Finally, with a number of key initiatives in place, we see welcome
evidence of joined up thinking across Government departments and
hear Government Ministers beginning to publicly acknowledge and
champion what we in the arts sectors have known for many years, i.e.
the huge impact that participating in the arts and cultural activities can
have on a child’s development and the importance of ensuring that the
appropriate conditions exist to allow every child the chance to improve
and develop their artistic and creative skills.

Identifying and Nurturing Talent

27 Dance Partners for Creativity: Joint research project between Exeter University and Trinity Laban,
London: Investigating the co-development of creativity at the interface between dance and lower
secondary level education. (see page 57).
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Within both political and artistic circles much debate continues to be
focused on how best we can identify, support, and nurture the talents of
young people. Talking about Creative Partnerships, Secretary of State
for Culture, Andy Burnham said: “All children have creative talents and
we want to ensure that the have the opportunity to develop them.”

Indeed in the same statement he affirms passionately that:

Enjoying and exploring culture and the arts is not a luxury, or an
add-on, for young people. It matters in its own right, and can be a way of
developing essential life skills like communication and creativity, and
contribute to personal development and self-esteem. Too many young
people still leave school without ever really finding out what they could
be good at: the things that could be the basis of a fulfilling life. 28

Children Schools and Families Secretary Ed Balls said in support of the
new five-hour offer: "Giving young people the opportunity to take part in
cultural activities will not only enrich their lives - but also help them

learn.” 2°

From my own point of view | might add the thought that the moment at
which a young person discovers that they have a real talent and skill for
something they love — whatever that may be - is an incredibly important
moment in their lives and in their development; and when that talent is
also recognised by their teachers, by their parents and by their peers it
reaffirms the significance of that discovery. Without wishing to devalue
the importance of other subjects at school, my strong personal belief is
that many young people will not have those important moments of
revelation, nor discover their true talents whilst sitting behind a desk. We
need to ensure that those who do not find their greatest strengths or
fulfilment in more academically centred subjects or whose way of
knowing does not fit into the prescribed boundaries of certain
approaches to learning, do not end up being neglected, overlooked or
left behind. That is why the arts, and why dance — more than ever - has
such a vital role to play in the education and development of our

schoolchildren and young people.

28 From: http://www.creative-partnerships.org/offer

2 ibid.
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In terms of maintaining further political support and sufficient levels of
investment, much will depend on the work of Youth Dance England, the
effectiveness of the Programme Board, and the successful outcome of
the Find Your Talent pilots happening across the UK from September
2008; for despite Government’s bold commitment, they are still nervous
in political terms about winning votes on the arts. In times of increasing
economic and political uncertainty it is much easier to retreat to the
conventional tried and tested vote winners of Health and Education.
What a shame that would be after taking such a big step forwards,
especially considering the contribution that dance has to make to both

those agendas.

What are the broader contexts in which these needs exist?

The value of culture and the role of the Arts and Artists in society

On 6" March 2007, in a speech addressed to a gathering of the great
and good from the Cultural sector at Tate Modern, Tony Blair said that
Art and culture in the UK are "more confident, more assertive, more
creative and alive" than a decade ago. He suggested that we would look
back on the last ten years as a "golden age" for the arts. This was the
story he wanted us to believe. And yet it seems to me we have not quite
found yet the level of confidence that would signify such a full-blown or

all encompassing Renaissance of the Arts.

Thinking broadly about the Arts in the UK, we seem to be at a particular
stage of transition or evolution, which is characterised in part by a self-
consciousness and an uncertainty about the role of arts in society.3°
Perhaps that is because so much else in society is changing at such a
pace. The arts sector and Government still struggle to articulate the
arguments that effectively justify greater Government spending for the

arts, whilst at the same time Government ministers are declaiming the

30 Holden, J. (2006) Cultural Value and the Crisis of Legitimacy: Why culture needs a democratic
mandate. London. DEMOS.
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innate value of the arts. Despite Tessa Jowell’s confident assertions on
the value of culture,®' that we are ready for arts for arts sake, without it
having to justify itself in other often instrumental and socioeconomic
terms, the reality is all too often that it is hard for artists just to get on
and practice their art with confidence and with sustainable levels of
support or without having to jump through so many instrumental hoops
to get that support and without feeling that their artistic practice is

danger of being dominated or overwhelmed by political agendas.

The fight for increased spending for the arts is often placed in direct
moral competition with Education and Health. | wonder when will society
as a whole — and not just the few - feel comfortable with the notion that
arts and culture are as essential to our overall wellbeing and quality of
life, as health and education? When will it be generally accepted that it
should never be a case of one at the expense of the other? When will it
be broadly understood that Health, well-being, Education, Arts and
Culture are all indivisibly connected; that each can help the other to
reach their goals if only we can join the dots. The arts sector and
politicians are trying hard to find a shared language and understanding.
As a broader public, we are still uncertain it would seem about whether
we want just to be entertained by the arts or whether there is in fact
something far more lasting and fundamentally important about the role
of arts in society. Again, the truth is most probably neither one scenario

or the other — the arts can deliver both.

The Creative Industries

Although not always the case with the arts, one area where politicians
talk with greater confidence is in regard to the Creative Industries.
Creativity is discussed as something that is central to the economy and

to our national success.

31 Jowell, T (2004) Government and the Value of Culture. London. Department for Culture Media and
Sport.(DCMS)
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Charles Leadbeater’'s paper from 2004, entitled Britain’'s Creativity
Challenge aligns creativity and culture closely with commerce and the
national economy?32. 60% of tourists visiting the UK mention its culture
as a reason for their visit, Leadbeater tells us. He also draws attention to
the challenges we will face from the rapidly expanding economies of
China and India. In 2004, the Indian Entertainment Industry was
projected to double in size by 2008 to be worth 9.4 billion dollars. Even
a year later in 2005, it was predicted elsewhere to reach 13.36 US

Dollars in value by the year 2010. 33

In that same year, Gordon Brown said that our national challenge was:

... hot just to encourage creative industries, our priority is to encourage
all industries to be creative. It is both about maintaining the
entrepreneurship and creativity within established large businesses and
about doing more to enable those who want to start up new businesses
to turn their ideas and ambitions into reality. 34

Meanwhile leading intellectuals worldwide have argued: ‘If ever there
was a time when creativity was necessary for the survival and growth of

any organisation, it is now.’3®

But it is not only companies and organisations that have to thrive
creatively. It becomes clear that if we are to meet these economic
challenges then we have to have an appropriately skilled workforce, and

developing that begins with individuals.

In June 2006 Brown pledged £12 million to the Cultural Leadership
Programme, to promote excellence in management and leadership
within the cultural sector. The success of the Creative Industries, it
would seem, has very quickly become viewed as being central to the

well-being of our British economy, and developing an effective and

32 | eadbeater, C. (2004). Britain’s Creativity Challenge. London. Creative & Cultural Skills.

33 Indian Entertainment Industry--Focus 2010: Dreams to Reality", released by The Confederation of
Indian Industry (Cll) and KPMG.
From: http:/findarticles.com/p/articles/mi_hb3270/is_200504/ai_n18910581
Accessed: 22.08.08

34 Speech By The Rt Hon Gordon Brown MP, Chancellor of the Exchequer at Advancing Enterprise,
4th Feb 2005
From: http://www.hm-treasury.gov.uk./newsroom_and_speeches/press/2005/press 15 05.cfm

35 Bennis, W., Professor of Business, University of Southern California, & Murphy,T.S., Research
Fellow, Harvard Business School (as cited in Robinson, K. (2001) Out of Our Minds: Learning To be
Creative). Chichester. Wiley-Capstone Publishing Ltd.



http://findarticles.com/p/articles/mi_hb3270/is_200504/ai_n18910581
http://www.hm-treasury.gov.uk./newsroom_and_speeches/press/2005/press_15_05.cfm

38

skilled leadership across the creative and cultural sectors is a current

priority.

Politicians appear to feel safe with words like ‘industry’ and enterprise,
and less secure — with a few exceptions - in talking about the arts
themselves. And although dance artists may not instinctively choose to
define themselves in such terms, as an ‘industry’ - albeit a creative one -
we can acknowledge the contribution we make to the economy, whilst
being proud of the fact that what we offer to society goes far beyond

monetary value.

If we are to make the case for dance and the arts as central to
Education and society, it is important to acknowledge the bigger picture.
Culture is one of our biggest exports. The Creative and Cultural Sector
is growing at twice the rate of the UK economy as a whole, and employs
over half a million people®®. Arts are one of the offerings we can most
comfortably share on a world stage; music, dance, visual arts, and
photography all cross cultural and geographical boundaries effortlessly
and are appreciated for the most part without stigma or self-
consciousness. Cultural exchange can be a crucial part of our dialogue
with other nations, usually offering safer territory than many other areas,
though we should be mindful that even the arts, usually considered
benign or innocuous, carry the potential for danger, as in the case of
Salman Rushdie®’, or the play ‘Behtzi’ that sparked riots within the Sikh
community over the Birmingham Repertory Theatre production in
December 2004. Nevertheless Britain’s cultural offering is one of its
proudest exports. British Pop Bands, musicians, artists, opera singers

are all appreciated on a world stage.

In the summer of 2007, Leeds based Phoenix Dance Theatre was a
huge hit at the Venice Biennale, performing the work of its new artistic

director Javier de Frutos. In the same year The Royal Ballet toured to

3 Hall, T. (16 May 2006) Speech for The Specialist Schools Trust. Ref: TH1652.
87 Salman Rushdie’s fourth novel The Satanic Verses (1988), provoked violent reactions from Muslims
in several countries
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Mexico with equal success and even more recently, performed to huge
acclaim, and to an audience of about half a million (via live TV
broadcast) as part of the Cultural Olympiad preceding the opening of the
2008 Beijing Olympics. It is almost as though outside the UK the arts
are liberated from the political constraints and shackles that seem all too
prevalent at home and can be celebrated more straightforwardly for their
sheer excellence. Surely we have enough evidence by now to reinforce
the huge contribution that the arts make to the economy and to national
identity? Or can we still continue to be proud of or artistic excellence
only in isolated pockets and fail to recognise the importance of the arts
not only as entertainment but as central to the education and
development every young person in the UK? Politicians seem to feel
much more at ease when discussing the importance of the arts is in
relation to young people and Education. This offers room for hope that
political and financial support for the arts may be more forthcoming, if

focussed on initiatives such as artists in residence in schools.

Creativity and learning

Creativity, excellence, opportunity and potential are all current
buzzwords and are consistently headlined in government speeches,
policy and in new initiatives. This thinking has not emerged overnight. In
his pre-Budget speech in 2003, Gordon Brown talked of “British
creativity” as one of our “ historic strengths”, which along with scientific
genius, global reach and stability contribute, according to Brown,
towards Britain having one of the “most enterprising, flexible and
successful economies™®. The emergence of specific government
funded initiatives such as Creative Partnerships and the Creative &
Cultural Skills Council and the more recent Roberts Review3® for DCMS,
targeting the ‘Nurturing of Creativity In Young People’ all demonstrate

evolution of thinking in relation to the themes of creativity and learning.

38 Gordon Brown, Pre-Budget Report (10 Dec 2003)
From: http://www.theyworkforyou.com/search/?s=%22creativity%228&pid=10068

3% Roberts, P. (July 2006) Nurturing Creativity in Young People: A report to Government to inform future

policy.

(DfES)
From:

Department for Culture Media and Sport (DCMS) and Department for Education and Skills

http://www.idea.gov.uk/idk/aio/5720952
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The Roberts Review was jointly commissioned by Ministers from both
DfES and DCMS: Andrew Adonis Parliamentary Under-Secretary of
State for Education and Skills, James Purnell Minister for Creative
Industries and Tourism (until May 2006) and David Lammy, Minister for
Culture. Although Lammy and Purnell are now in different roles within
Government, there is no reason to suppose that the commitment to
these agendas will be any less from the current Secretary of State for

Culture, Andy Burnham.

The Roberts Review places creativity at the heart of the learning
agenda. It seeks to map out a ‘clear framework for the further
development of creativity for children and young people’ and a pathway
from earliest learning through to employment*©. | suspect it is this end of
the chain - where it connects to the Creative Economy - that fuels
Gordon Brown’s fulsome support, where the notion of creativity feeds
the notion of economic success. At the same time it would be hard to
imagine that as a recent father Brown will not also be giving a good

degree of personal thought to the other end of the learning spectrum.

One of the key building blocks of this proposal is the development of
Practitioner Partnerships, designed to:

o Develop brokerage arrangements (and institutional links between
schools/ colleges and the Creative Industries) to build the
capacity in education and creativity sectors for embedded
practitioner partnerships

o Develop the contribution of creative practitioners in the Early
Years and Extended Schools

o Create training, accreditation and recognition for creative
practitioners

The report itself argues that most of the opportunities identified in it
require little additional funding. What is highlighted as being “time-
critical’ is a clear set of policy recommendations across Children’s

Services provision'.

40 Sic

41 Balshaw, M. Critical input from Joe Hallgarten gratefully acknowledged)
(as cited in Roberts, P. (July 2006) Nurturing Creativity in Young People: A report to Government to
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Whilst these proposals are still at a development stage, this agenda
indicates an umbrella of political intent and thought under which my
notion of professional dance artists in sustained partnership with

schools might sit quite effectively.

Learning Outside the Classroom: Extended Learning

Yet another area of thought that is shaping policy, and which touches
directly on approaches to learning and provision in schools can be found
in the two key strategic documents from the newly formed Department
of Children, Schools & Families (formerly DfES). The first of these
documents the Learning Outside the Classroom Manifesto, defines its
raison d’etre succinctly as: “The use of places other than the classroom
for teaching and learning”?. The manifesto argues the case for
developing practice not only around “what we learn but importantly how
and where we learn™3, Its proposals are seen as a “vehicle to develop
the capacity to learn” and argue the positive value that learning outside

the classroom can add to classroom learning.

One does not need to look far to see evidence of this thinking already
feeding directly through into policy. One of the key ideas outlined in the
new Department of Children, Schools & Families’ (formerly DFES)
document: The Five year Strategy for Children and Learners:
Maintaining the Excellent Progress is to do with what they term

Extended Learning. Its aim:

To provide a breadth of experience for children and young people, and
to strengthen the place of schools at the heart of their communities, we
have set ourselves a goal that every primary and secondary school will
provide access to a range of “dawn to dusk” extended services by

inform future policy. (DCMS) (DfES) p.31.
42 DfES (2006) Learning Outside the Classroom. London. DfES Publications. Crown copyright. p.1
43 ibid p.3
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September 2010, with half of primary and a third of secondary schools

offering these services by September 2008.44

Extended Learning, as with Learning Outside the Classroom is intended
to allow the primary acquisition of knowledge and skills through
instruction or study outside of the traditional classroom methodology;
these opportunities could include things such as: ‘Independent study,
private instruction and online courses to music, sport and performing
arts, as well as providing access to a range of specialist support
services for pupils, and open their services to the wider community for

recreation and learning.’ 4°

Whilst all kinds of activities are eligible at this stage, it should be noted
that Extended Learning is optional and it for the discretion of local
school districts policy to decide which activities are approved. A press
release from the DCSF dated 28" August 2007, announced:

As pupils prepare to go back to school next week, Children’s Minister
Beverley Hughes today celebrated that 7,000 schools are now offering
access to extended services — exceeding a milestone two months
ahead of schedule.’

...The Government wants all schools to offer access to a core set of
extended activities by 2010, and wants all families with children up to
14, who require it, to have access to affordable, flexible and high quality
childcare from 8am to 6pm. This could be provided through a local
extended school.

One might think optimistically, that here is no reason not to assume that
with the growing popularity of dance with young people, both within the
school curriculum and as a leisure pursuit, that dance will form a key

strand in out of school hours provision.

14-19 reforms

Yet another key initiative, connected to this is a major programme of

44 DfES (2004) Publications The Five year Strategy for Children and Learners: Maintaining the Excellent
Progress. London. DfES Publications. Crown copyright. p.8
Accessed at: http://www.dfes.gov.uk/publications/5yearstrategy/

45 Sic.
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long-term reform to address the provision for 14-19 years olds. It aims to
broaden the offer to include vocationally orientated training as well as
academic study and aims to develop the potential and raise the
aspirations of more young people in a way that helps equip them with
the skills and knowledge to prepare them for life in the 215t Century?.
This thinking is brought into sharper context when one understands the
current intention of Government to extend the compulsory participation
age i.e. earliest school leaving age to 18, further emphasizing their
belief in the strong links between participation and attainment. One of
they key elements supporting this development are the new Specialised
Diplomas being developed by employers. One specific objective as
articulated by DCSF is that:

90% of 17 year olds will be participating in education or training by
2015; participation figures published in June 2006 show that we are

currently at 76%*’.

The first five Diplomas will be available for teaching from September
2008, and from 2013 a statutory entitlement means any 14-19 year old
will have the right to take a Diploma course wherever they are in the
country*8,

Extended Learning, Learning Outside the Classroom and the 14-19
Reforms are all poised to make a significant impact on Education
provision for young people and the way in which Schools operate. To
my mind, they create a natural opening for professional dance artists to
work in closer partnership with schools, which is why | have pursued this
territory at some length. Dance and the arts offer unique opportunities
for learning, in a context of extended school hours and more years

spent in formal education. There is one specific development that is

46 Department for Children Schools and Families (summer 2007) 74-19 opportunity and excellence.
DSCF Publications. p.2
From: http://www.dcsf.gov.uk/14- 19/documents/149ImplementationUpdateSummer07(amendedfinal).pdf
Accessed: August 2007.

47 DCSF website: 14-19 Education and skills: Higher Attainment Now
From: http://www.dcsf.gov.uk/14-19/index.cfm?sid=26&pid=277 &ctype=TEXT &ptype=Single
Accessed: August 2007

48Teachernet Online Publications:

http://publications.teachernet.gov.uk/default.aspx?PageFunction=productdetails&PageMode=publications&Productld=
NEWS-0512-2006&
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already underway, that ties Dance directly into this schema: the work of

Youth Dance England and the Dance Links initiative.
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Youth Dance England (YDE)

| have already drawn attention to Tony Hall's Dance Review and
Government’s response. Youth Dance England, the national agency
charged with connecting young people to dance has played a vital role
in securing a significant boost in funding to support dance with young
people. They will play an equally central role in the both the
implementation and delivery of the key Government objectives of
raising the profile, status and standards of dance for and by young
people, both in and out of schools. Last year whilst much of the
groundwork for this was gong on, | interviewed Linda Jasper, Director of
Youth Dance England. The full account of the interview sits in Appendix
i, and will feed into later comments about the way forward and
challenges, but here | would like to highlight one or two key

developments that were clarified by my discussion with Linda.

Youth Dance England was a key partner in the audit of dance provision
in England research lead by the Youth Sports Trust, and discussed
earlier. In fact the report was made possible by establishing a Dance
Network consisting of a partnership between key bodies: the Youth
Sport Trust, the National Dance Teachers Association, (NDTA) the
Specialist Schools and Academies Trust (SSAT) and Youth Dance
England; combining their efforts to promote and develop dance practice
in specialist arts and sports colleges and their partner schools. Linda
Jasper stressed the importance of having for the first time specific data
on dance provision in English schools, even though she admitted that

“‘we know we are only uncovering the tip of the iceberg.” [sic]

Dance Links

Dance Links is another key strand supporting this area of work. Dance
Links started as a joint DFES/DCMS project under the PE Schools Sport
Club Links Programme (PESSCL). Youth Dance England (YDE) and the
National Dance Teachers Association (NDTA) are working together to
facilitate the links between schools and specialist dance providers and

practitioners. The Dance Links programme aims to create more
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opportunities for children and young people to dance and to build the

capacity in the dance sector to develop relationships with schools.

YDE and NDTA are implementing the recommendations of Dance Links
through the next stage of the programme: Making Links. Key partners
are uniting to deliver training courses nationwide, designed to arm
dance practitioners with the skills needed to teach in schools. In
London, for example, London Youth Dance and the Royal Academy of
Dance have joined forces to deliver the National Dance Teachers
Association / Youth Dance England Dance Links: Making Links courses.
This work has just received an extra boost of £100,000 from
Government in June 2008 and the next phase of training sessions are

rolling out from autumn 2008.

In term of bringing professional dance expertise into schools, there is
already a model and a structure that is being built through Sport. Whilst
many within the dance sector have historically resisted the idea of
dance being lumped together with sport, anxious to safeguard the
creative and artistic elements that make it distinct, the journey towards
embedding dance in schools will be made much more quickly and
effectively if rather than starting from scratch, we can harness the
benefits of existing networks and structures. These are already much

more established in the links between professional sport and schools.

The need to strengthen connections between sectors is evident. Linda
Jasper pointed out that when dance organisations for example were
asked to name their local Specialist Sports School, very few were able

to do so.

| asked Linda Jasper what she felt were the biggest needs in terms of
the provision of dance for young people. She had no hesitation in
stating that one of the biggest needs is for co-ordination of the
provision that already exists:
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There are so many different deliveries,*® initiatives and organisations
that for parents, teachers and children, the process of finding access to
the provision that already exists is not only ad hoc, but a potential
minefield. How do the young people (or their parents) know where to
look, if they want to progress their interest in dance? [sic]

Jasper felt that the need for teacher training was also paramount. At a
local level there are few places that can offer appropriate training of
sufficient quality. And there are no national standards by which

employers, [in this case the schools] can easily assess dance teachers.

So in essence, signposting and quality assurance are the two greatest
areas of need. Jasper also pointed out that whilst many of the Sports
Specialist Schools deliver dance within the PE curriculum, they tend to
lack - with notable exceptions — dance specialists to deliver and lead the
work. The need for excellence in overall provision in schools is echoed
at the very top. In January 2007, nearly six months before he became
Prime Minister, Gordon Brown was interviewed by Andrew Marr on BBC
radio. He commented that: “We used to talk about education, education,
education. If anything it's excellence, excellence, excellence, for the

next few years. Excellence for all...”

When challenged by Marr, that surely everyone couldn’t achieve

excellence?, Brown clarified his message saying that

...education can be excellent in what it offers to all people...And that's
why it's my passion that every child should have the chance to realise
the [their?] potential, with the resources that we can bring to them. [sic]

In looking to the future, Jasper stressed the importance of ensuring that
the right structures of support are in place. This she felt would lead most
importantly, to more paid work for professional dance artists. She was

keen to point out that whilst we have many dance graduates emerging

49 Arts Council England, West Midlands (2006) Youth Dance Report 2006, Arts Council Engand. p.1.

From:

http://www.artscouncil.org.uk/documents/newsY outhdancereportExecutivesummary2006_phpoF6aYh.doc

Accessed: July 2007.

50 BBC Sunday AM, (07 January 2007).The Chancellor's view: Gordon Brown MP interviewed by

Andrew

Marr. London. BBC Radio 4.
Transcript from:
http://newsvote.bbc.co.uk/mpapps/pagetools/print/news.bbc.co.uk/1/hi/programmes/sunday am/6238645.stm
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from the dance colleges each year with skills and qualifications [mostly
BA Hons, and some Professional Diplomas], we nevertheless have
difficulty in retaining high quality people in work, and in the sector,
particularly as they get older and mature as artists. | wholeheartedly
agree with this observation but will restrain myself from pursuing this
argument in more detail here and return to it later when examining some

of the challenges that lie ahead.

The need for joined-up thinking is one plea | hear consistently in
different circles within the arts and education sectors. It is without doubt
the best way to ensure maximum benefit by uniting the thinking, effort
learning, and investment that has often taken place one area and
ensuring that this knowledge is linked through and shared widely

enough in other areas.
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Examples of previous or existing models of Companies/Artists
in Residence and partnership between Schools and Dance
Artists

My intention in writing this paper was to write a forward-looking
document, focussing on future potential. At the same time the initial
impetus for this subject matter arose very much from my own direct past
experience. Indeed my thoughts for the future draw on the past 26 years
of teaching and working with young people in a whole variety of models
and settings, within schools, youth groups and community settings,
vocational schools and universities, whilst at the same time as pursuing

my performing career and developing my own work as a choreographer.

| felt that here were three particular models of partnership and residency
of which | can speak with first hand experience. | have decided to put a
more detailed account in Appendices and | hope they may offer some

useful insight and food for thought in thinking about the future. .

A Dance Company In Residence:

London Contemporary Dance Theatre.

The first of these is an example of dance company in residence: From
the first lecture-demonstrations done as part of the legendary "Ballet for
All' performances conceived by the remarkable Peter Brinson, London
Contemporary Dance Theatre under the direction of Robert Cohan, from
the mid 1960’s went on to pioneer the notion of dance residencies in the
UK. For the thirteen years | danced with that company, until it’s closure
in 1994, residencies and teaching were part of company life. Looking
back, almost fifteen years now, what strikes me as remarkable was that
for a company of between eighteen and twenty-one dancers, every
single dancer took part in this work each year. It was not just for some,
though there were always extra opportunities for those who became
passionate about teaching as well as performing. Every company
member took part. Elsewhere, teaching was often felt to be for those

dancers who were not quite good enough to perform. For the dancers in
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LCDT we had to be able to perform at the highest level and then take
that knowledge into a school setting and teach an absolute beginner. Of
course it was immensely challenging, especially as teaching was not the
reason we any of us had joined that company. But many dancers, like
me, discovered with time, if not immediately, that teaching was a way of
deepening your own knowledge, and the more one gave out, the more

one started to get back.

LCDT residencies built audiences for a style of dance that was totally
new, they also inspired many young people to start dancing in earnest. |
remember being transfixed, the first time | saw the dancers from LCDT. |
was 16, and had been dancing since the age of 5, but classical ballet. |
had never seen anything like these contemporary dancers before. A
few years later, when | was training at the London Contemporary Dance
School, | had the chance to watch the company from the side of the
stage, from the wings, at Sadler's Wells. Strange as it may sound, this
was a shocking revelation. For whilst on stage, the dancers looked like
Gods and Goddesses, shiny and gleaming in heir perfection, from the
wings things looked like absolute chaos — not what was happening once
they got on stage, but actually what was happening in the wings. To be
fair, it was a particular piece that involved fast costume changes, (two of
them), whilst having to keep precise account of where they were in the
music, (a complex score). | couldn’t figure out how these dancers went
from this state of panic to looking superhuman again in the space of a
few steps from the margins to the stage. But that was because I'd had
little chance to see these dancers in rehearsal. | had never watched the

process. | had only seen what the audience see.

That is one reason why audiences and dance enthusiasts found the
LCDT Residencies so compelling. People got to see the dancers in
rehearsal, working with a choreographer, getting things wrong,
struggling, falling flat on their face...getting tired, nervous, scared,
frustrated, all the things that hopefully one never normally sees in the
theatre, but which are part of the process that leads to the eventual the
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magic of what one sees on stage. The best comparison | can think of
would be walking into Gordon Ramsay’s kitchen; if all one has
experienced is the perfect plate of food arriving on the table, the first

step into the kitchen to see what really goes on is a shock.

| think we were extraordinarily lucky in LCDT, because in Robert Cohan
we had the best teacher one could ever ask for: his knowledge was
immense, his ability to know just what to say to get the desired result
was extraordinary, and when we came to teach ourselves that's when
we realised how well we’'d been taught, and realised that we indeed had
something to teach. The way in which we learnt with Bob, was not
didactic, he could make us work very hard, but he would also ask us
questions more than tell us what to do, and this meant that when we
discovered answers, and eventually found something we knew how to
own that knowledge. Learning how to then pass that on, was another

skill altogether, but we had been given the best start.

A Dance Artist in Residence:

Queens’ College Cambridge

My eight-year stint as Dancer in Residence at Queens’ College
Cambridge was fascinating, not only because of the uniqueness of that
environment, but because it was a role in a context that had no
precedent. Even after twelve years of that post being in existence | do
not know of any other University College that does not itself offer study
in performing arts, who employs a professional dance artists to give
regular dance tuition throughout each term. Aside from the regular
weekly classes, | had freedom to make the role whatever | wanted it to
be. Something about the context of that environment allowed me to step
outside of my normal patterns of thought and sometimes movement too.
| know | had a couple of my biggest revelations about teaching whilst
teaching Beginners’ classes at Queens’, and yet | was equally proud
and astonished when one year, two of my dancers were accepted into

the London Contemporary Dance School for full-time vocational training
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after graduating from Cambridge. In a world dominated by thought, |
liked to think that part of my role as Dancer in Residence was to create
a space where mind and body could begin to connect again, in
harmony, and where people could dare to be totally wrong but love

every second of it.

A model of partnership between a Leading Vocational Ballet School and Two

Specialist Secondary Schools:

The Royal Ballet School Dance Partnership & Access Programme.
Dagenham Park Community School and Arts College
Barking Abbey School, Specialist Sports and Humanities College.

In Appendix V to this paper | have tried to give a clear sense of the
model, the benefits, and the ethos that supported the development of
this new programme of work for The Royal Ballet School, so | will try not
repeat myself here. During two years | led five different large-scale
choreographic projects, and mentored a sixth. All of the projects lasted
between ten and twelve weeks and led to a performance of work
created by the mixed group of students themselves. Four of these
projects, in London were projects in which The Royal Ballet School
students worked with peers of the same age in Specialist Secondary
Schools; students who studied dance. The first such project involved
two partner schools in East London - Dagenham Park Community
School Arts College and Barking Abbey School (at the time a Specialist
Sports College, and now Specialist Sports and Humanities College with
its own dance department) - working together with the first year students

at The Royal Ballet Upper School.

Perhaps the two most important observations to highlight from this work
were that: a) the success of the partnerships depended more than
anything on developing a strong sense of shared ownership amongst
staff and students from all the schools. Hand in hand with that was the
absolute commitment from the key staff, who were always supportive,

pro-active and ready to take full advantage of opportunities for shared
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learning and b) one of the unpredictable surprises was too see how
many different kinds of cultural and social barriers were broken down
during the course of a twelve- week project. This gave the work a value

that went way beyond the sharing and development of dance skills.

Although this was not a residency model as such, the notion of
sustained partnership was central and | believe useful to highlight in this
context. | should also note that the facilities that the Specialist Schools
had to draw on were astonishing: Dagenham School offered: a Sound
Recording Studio and Music Technology Suite; a performance space,
with lighting, sound projector and further technology; full technical
support , Dartfish movement analysis software and a dance teacher with
twenty years experience of delivering dance in the school. Barking
Abbey had sports facilities, a gymnasium, dance studio, Health and
Fitness suite, advanced technology for fithess assessment; a media
suite, visual and sound recording studios and editing suites, Kandle
movement analysis software, professional football and basketball
coaches, and an equally strong dance teacher, who now heads the
dance department within the school. The two schools and heads of
dance had already developed a strong partner relationship that allowed
The Royal Ballet School to feel confident about working with two

schools at the same time our first project.

(See Appendix V for further detail)
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The Potential benefits of Shared Pedagogy and Learning

| believe there is great potential for developing shared pedagogy and

learning between schoolteachers, dance artists and students.

Pedagogy and Learning

It is territory that | am most passionate about and as a result | could
perhaps be forgiven for wishing that my ideas on this area were totally
new and original. However, whilst | support wholeheartedly the idea of
dance artists working in dynamic synergistic relationships with schools,
their staff and students, if | were the only person valuing such ideas, the
likelihood of the potential benefits being fully realised would be a
considerably longer way off. The fact that there is increasing evidence to
show how widely these ideas are being explored, debated, researched
and gradually embraced is truly heartening, not least the most recent
developments in Education policy — discussed earlier — that have

effectively put the foot on the accelerator.

Established in 2005, the Teachers Artists Partnership Programme
(TAPP). TAPP “is one of a growing number of research initiatives
seeking to advance knowledge of what makes for successful and
sustainable creative partnerships in school™'. The programme is an
accredited professional development programme for teachers and

artists working in school settings with children and young people®2.

Their published report (May 2008), highlights the fact that:

With growing expectations that teachers and artists will collaborate to
offer creative learning opportunities to children and young people, there
has never been a more important to time to focus on how best to
support the development of professionals working collaboratively.

Creative Partnerships, the newly launched Find Your Talent programme

51 Ledgard, A.,TAPP Lead Tutor, Lift Learning Associate, with Jeffery, G., Senior Research Fellow,
Institute for Performing Arts Development, University of East London. (28 February 2007).
Teacher Artist Partnership Programme (TAPP) Primary Review Submission. TAPP.

52 TAPP (May 2008) Teacher Artist Partnership Programme (TAPP) Report and Resource Pack.
Cape UK. p.1
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and the work of many partnerships up and down the country depend on
professionals from the Education, Cultural and Creative sectors
collaborating effectively to offer meaningful and worthwhile learning
opportunities for young people. TAPP has been exploring an approach
to preparing teachers and artists to work together which we believe has

been both powerful and effective. 53

The report outlines key principles and approaches, and is the result of
TAPP having worked for three years on a pilot programme with over
sixty artists and teachers from across London. It observes that
partnership based pedagogies which involve teachers working with
creative practitioners are assuming increased prominence both in
English Educational policy and internationally. Equally, the report
suggests that connections between formal education systems and a
wide range of creative/cultural organisations and creative and artistic
individuals are likely to become a more central feature of our education
system as key developments such as Creative Partnerships and the

new Find Your Talent initiative suggest.

One particularly important idea articulated in the report that | would like
to comment on is the notion of the importance of equality of input and

learning for all partners.

What TAPP proposes is a significant move away from the ‘deficit model’
whereby a school commissions creativity from artists, who are often left
to work in relative isolation within the school, with little or no opportunity
for shared learning. Instead TAPP champions a model where schools
teachers, artists and students together embark upon a process of
developing, reflecting upon and refining skills together®. It is a model
that prioritises professional learning and exchange, but which is further
enhanced by including the young learners as equally significant players

- albeit junior ones — in that learning process.

53 ibid, page 1
54 ibid, page 5
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My own experience developing partnerships with Specialist Schools and
Colleges in the context of The Royal Ballet School’s Dance Partnership
and Access Programme confirmed that when dance artists and school
teachers are able to develop a sense of joint ownership and share that
with students, maintaining opportunities for dialogue and exchange
throughout the planning, delivery, evaluation and reflection processes,
the capacity for shared learning is dramatically enhanced. During the
first Royal Ballet School partnership project in 2005/6 | found that my
twenty five years of professional experience as a dance artist was more
than met with equal knowledge, wisdom and experience from a school
teacher who had spent more than twenty years developing and
delivering dance in a Secondary School setting. The benefits of this
teacher’s learning were quickly revealed. The school teacher, who was
Head of Dance knew the psychology of her students much better than |
did, and even something as simple as making sure there were a few
minutes of regular focussed exchange between the teacher and myself
allowed me to benefit from the teacher’s insights into the individual

students, and was of enormous value in helping me plan future work.

In the teaching of a discipline such a dance it is easy to be preoccupied
with the accomplishment of physical skill, perhaps even at the expense
of reinforcing the opportunities for creative learning, and the attributes of
dance that distinguish it from Physical Education or Sport. My
experience as a teacher, especially when involved in leading students
through a creative process, has led me to a definition of success that is
measured less by the technical or physical accomplishment
demonstrated by the dance students (however compelling that may be),
but rather, by the level of ownership, autonomy, confidence and clarity
evidenced by the dancers. As dancers, the refining of their physical
skills is intertwined with the refining of mental processes, and therefore
as teacher | find myself encouraging students towards: sharper
observation, greater awareness, quicker evaluation, adaptation, problem

solving and refining of choices. Helping young dancers towards
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autonomous and creative decision-making is as important as any

physical accomplishment they may achieve.

| have observed that students respond best when they are constantly
challenged; not so much that they lose confidence, but in a way that
moves them just beyond their comfort zone and stretches them to raise
their game to the next level. In the pursuit of perfection, the idea that
one might learn more from making big mistakes as opposed to little
ones is a challenging one to embrace. Whatever my own belief, | would
never feel it appropriate to impose such an idea on students, but rather
offer it and leave them to reach their own conclusions. The learning
process is helped when the students begin to understand that dancing
like any other skill involves a complex process of evaluation and
decision-making, and they start to recognise that any ‘failure’ is more
likely made good and turned into learning by the quality of the next

decision they make.

Lest | am misunderstood, | am not talking about catastrophic failure;
‘failure’ in the dance studio might mean something as simple as not
finding one’s balance quickly enough for example or being unaware of
the appropriate use of gravity in a movement sequence. If guided
appropriately, students can learn to understand with more objectivity the
difference between accepting that there is room to improve their
performance, and understanding what that entails, as opposed to simply
feeling overwhelmed by a sense of failure the moment something
doesn’t go quite according to plan. In this way | would genuinely argue
that the road to success, is paved with millions of little failures and the

same number of opportunities for learning.

In the context of teaching dance in schools where the culture of
curriculum teaching may imply that there is always a right or wrong
answer, learning to celebrate ‘mistakes’ as a crucial part of the learning
process may demand an important shift of attitude for both student and
schoolteacher and can be equally challenging for both. An experienced

dance artist would | hope be sensitive to the context in which they are
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making such a suggestion. Furthermore, if such recommendations as
teachers are to ring true then we too must learn to become exemplars of
our own ideals. If we expect our young learners and dancers to be
daring, adventurous, independent thinking and self-motivated, then we
as teachers have to be equally daring. | recognise for myself that if | had
not allowed myself as a teacher to step outside my own box and
sometimes on impulse, try a new idea or step into unfamiliar territory
then | would never have moved forward. We too have to remain both
curious and courageous. As Professor Sir Ken Robinson argues

succinctly: “If you don’t dare to be wrong you won’t do anything new”°.

This is not the place to continue further into the minutiae of pedagogy,
but rather | am attempting to illustrate, by way of a few chosen
examples, the potential meeting points between dance artists, teacher
and student and the benefit of school teachers and artists working
together with the students towards creating the best conditions for

creativity and enhanced learning.

Defining or breaking the boundaries

| recognise the danger that in talking about the exchange between artist
and teacher | may have inadvertently inferred that the role of dance
artist and school teacher are completely discrete. | do not think this is
the case. Nor would | want to suggest for example that teachers are not
also artists. Teachers can indeed and do function as creative artists, just
as artists can also be effective teachers. The issue of identity is
nevertheless complex, and one explored by Graham Jeffrey in his book
The Creative College, where he proposes four dimensions to a ‘tentative

model of creative partnership”:

The teacher as artist
The artist as educator

The artistry of teaching

B wnh -

Artistic work as a model and educator.%®

%5 Robinson, K. (February 2006) TED talk: “Do schools kill creativity?’
From: http://www.ted.com/index.php/talks/ken robinson_says schools_Kkill creativity.html
56 Jeffery, G. (ed) (2005). The Creative College: building a successful learning culture in the arts. Stoke
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It is the tension and sense of play between these identities that Jeffrey
draws attention to, highlighting in relation to the notion of the teacher as
artist, that “a teacher plays multiple roles simultaneously — including but
not limited to being a model practitioner, coach, tutor and representative

of the institution” [sic] %7.

The artist, (as educator) meanwhile is frequently viewed as an outsider
who enters the educational space as a catalyst or provocateur, to
challenge and open up new territory, provoke a different style of
learning, and offering “ideas, technical skills and abilities which are

complementary to those of the teacher” [ibid] 2.

On the artistry of teaching, Jeffery suggests a more ambiguous,
permeable interface when it comes to teachers and artists working in
partnership, in such a way that the “Learning practices of the artist may
come to inform everyday classroom practice more and more, how the
artist investigates and makes material, and how ideas are refined and

developed the creation of artistic products” [ibid] °.

In exploring the fourth dimension of artistic work as a model and
educator, Jeffery is concerned with the value of artistic work and the
work of art as a springboard for learning. He acknowledges the demand
for those teaching arts subjects in Secondary and Further Education to
have professional qualifications and experience to draw on. At present,
as far as dance in these settings is concerned | am certain that the
demand way outstrips the supply of appropriately qualified and
experienced teachers. This is one of the challenges that lie ahead and

which | will talk about under a separate heading later on.

Finally, when Jeffery questions ‘what makes a creative partnership?’ he
affirms the value and necessity of the interplay between the four

dimensions and roles, saying that:

In a genuinely creative partnership this dialogue operates at multiple

levels: it takes place internally, as a teacher reflects on her practice;

on Trent. Trentham Books. Chapter 5, Professional identities: artist and activist teachers? p.82
57 ibid, page 83.
58 |bid, page 82
59 Jeffery, G. (ed) (2005). The Creative College. p.85
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between colleagues as they build collaborations; between teacher and
students; and between a teacher and the visiting artist(s)” [sic] &

This is an argument | have empathy with, which | would hope is clear
from my earlier discourse. Nor are we alone in this. The idea of
partnership practitioners as both ‘reflective’ and ‘activist’ is one being
examined and encouraged by a new research project. A partnership
between Exeter University and the Education and Community
programme at Trinity Laban (a London-based Music & Dance
conservatoire) along with dance and creativity experts from the School
of Education and Lifelong Learning (SELL) are combining to undertake

a research programme:

Dance Partners for Creativity: Investigating the co-development of
creativity at the interface between dance and lower secondary level

education

The research aims to address:

o ‘current concerns in secondary level dance education that
creative partnerships between dance-artists and teachers and the
ensuing student creativity are being stifled by the focus on testing
and measuring attainment

o how best practice and partnership models honed through years
of practical experience at the interface between the dance
education/professional dance sectors can offer examples to the
wider secondary education community regarding teaching and
learning structures and approaches suited to the needs of 21st
century education ‘ ¢

As the practical phase of the research is set to commence in September

2008 it is premature to make any further comment at this stage.

On the notion of artists and schools working together, The TAPP report,

referenced earlier, remarks:

60 Jeffery, G. (ed) (2005). The Creative College, p.86

61 Craft, A. Prof., with Chappell, K. Dr., Rolfe, L. Dance Partners for Creativity: Investigating the co-
development of creativity at the interface between dance and lower secondary level education.
(research ongoing) University of Exeter.
From: http://www.education.ex.ac.uk/research_projects detail.php?id=45
Accessed: 20.08.08
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The engagement between schools and artists could be regarded as an
encounter between different kinds of cultural practice, each with their
own conventions, codes and approaches. If this engagement is
approached in the spirit of conversation rather than an intervention
from outside, we suggest that it is likely to be more successful. 62

This notion of an encounter between two differing cultures echoes an
almost identical observation made by Linda Jasper, who talked of a
‘clash’ between cultures, a notion that | personally find as stimulating

intellectually as it is potentially fraught with challenges in reality.

There is already plenty of evidence of dance partnerships that have
worked successfully to support the school curriculum by embodying this
spirit of shared enquiry, dialogue and learning. One such example is a
project developed by my own organisation, The Place. Although this
project is targeted at Primary School settings | think it is nevertheless
worth mentioning briefly here in support of my argument about the

potential benefits of partnership and shared pedagogy.

A New Place for Dance in schools

For young people, including those who find it hard to learn in other
ways, or for whom English is not their first spoken language, dance can
be a revelation. As well as developing dance technique and fitness, it
can help children express themselves, communicate with others and
absorb ideas. Launched by The Place in 2006, A New Place for Dance
is a radical new approach to the way dance is delivered in primary

schools.

A New Place for Dance is a curriculum and professional development

initiative for teachers which builds on The Place’s knowledge of how
dance can benefit young people; Chris Thomson is our Director of
Learning & Access and the programme is lead by his department. The
model is being put to the test in the schools of our local community in
Camden over a three-year period, with support from the Paul Hamlyn

Foundation, and is about to start its second year. Through work in

62 TAPP (May 2008) Teacher Artist Partnership Programme (TAPP) Report and Resource Pack.
Cape UK p.43
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schools and INSET sessions at The Place, we have been training
teachers to use dance in the teaching of science, geography and visual

art, and exploring the use of ICT in primary school dance sessions.

School teachers have responded very positively to this initiative:

‘The project was concise and very focused. This has been a great
opportunity to work with professional dance teachers and see the effect
that it has had on the children as well as developing my own skills and
knowledge.’

Class Teacher, Torriano Junior School.

A particular strand of the New Place for Dance in Schools programme,
‘Science-Physical’, was targeted at teaching Science at Key Stage 2
syllabus through dance, and undertaken with Year 5 pupils at All Saints
CE (Church of England) Primary School, Blackheath.

The project was met with great enthusiasm by staff and pupils. Head
teacher Debbie Tomkins is keen to continue the work in her school. The
benefits of a multi-sensory approach to cross-curricular learning were
already evident; aiding pupils’ memory and understanding, and making
the subject exciting and accessible. She felt this work also offered
valuable support to gifted and talented children, by promoting thinking
outside the box. Through this partnership with a dance organization, the
school identified clear benefits for Continuous Professional

Development®3.

A New Place for Dance offers CPD modules, as well as ongoing support
to London schools and cluster schools to help them develop multi-
sensory teaching strategies, not just in science, but across the whole
curriculum.A recent article by Chris Thomson for the Primary Science
magazine highlighted the strengths and successes of the programme.
A Science-Physical CD-ROM co-developed by The Place’s Learning &

Access Department and YDance (Scottish Youth Dance) is available as

63 Thomson, C. (2008) ‘Science-Physical” Learning Science Through Dance. London. Primary Science,
issue 103, Association for Science Education (ASE). pp.4-7.
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a resource. More information about the Science-Physical CD-ROM is
available on The Place’s website as is information about A New Place

for Dance in Schools%4.

An online visual and audio documentary resource related to the project
is available through the AstraZeneca Science Teaching Trust

Continuing Professional Development Unit (CPDU).8°

Creativity

‘Imagination is more important than knowledge’
Albert Einstein

Whether or not we know the author of this statement may not be the
ultimate deciding factor in whether we agree or disagree with the
premise. But when we read this bold statement about “imagination’,
something which we might naturally expect to be more the domain of
artists and poets and such, we are bound to take note, not least
because of Einstein’s undisputed pedigree but also perhaps because in
our reaction is most likely an element of curiosity and surprise, sparked
in part because these words have come from a scientist. Perhaps

something in our everyday expectations has been challenged?

As a generalisation it might also be true to say, that whether in the
domain of science, education or culture, certain ideas come and go in
an out of fashion. Currently it is hard to avoid certain words; they appear
everywhere, whether in policy documents, business plans, new
frameworks and guidelines for teachers, in politician’s speeches: words
such as creativity, culture, talent, potential, education and learning, and

any combination of the above.

64 Science-Physical CD-ROM: http://www.theplace.org.uk/227/sciencephysical/cdrom.htm|
A New Place for Dance: http://www.theplace.org.uk/7312/a-new-place-for-dance-inschools/overview.html

65 http://www.azteachscience.co.uk/code/development/science physical/index.html
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It strikes me that these words are surprisingly hard to define, and |
suspect it is even trickier to arrive at common consensus about what
each of these words mean; therefore we cannot easily assume we all
share same understanding of them, despite their being used at present

with such familiarity.

We can all understand the dictionary definition of education, but when
we think of schools and Education | suspect we all tend to think most
immediately about our own experience at school. Herein lie both the
problem and the challenge. For those of us who are adults now, the
education we had, however much we may feel prone to the notion “if it
was good enough for me...” that is simply no longer appropriate for
developing and preparing children for 21sCentury life. Too much has

changed.

Many are suggesting that our current educational system is
catastrophically out of date. Ken Robinson, one of the most respected
and sought after gurus on education and creativity, argues that our
current system is an inheritance from a utilitarian model dating back to

the Industrial Revolution, and which has long passed its sell by date.

If Education is defined, in part, as the act or process of being educated,
a systematic instruction, then it is the ‘systematic’ part that appears to
be being challenged most right now. Howard Gardner, the American
pioneer of the theories of multiple intelligences remarks: ‘Each of us
have a different mosaic of intelligences. Uniform schooling ignores

these differences”8.

Current debates seem to centre around the imperatives for an
individualised approach to learning, and in this climate perhaps a word
that carries more potency than ‘education’ is the shorter sister word

‘educe’, which the Oxford English Dictionary defines as being to: ‘bring

66 Gardner, H, (as cited by Robinson, K. (1999) All Our Futures: Creativity, Culture & Education.
National Advisory Committee on Creative and Cultural Education (NACCCE) report to The Secretary
of State for Education and Employment and The Secretary of State for Culture Media and Sport.
London. DfEE Publications. Crown copyright.
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out or develop from latent talent or potential existence.” It somehow
holds more promise than thinking about systematic instruction. (I also
observe that contained in that short definition are two of my list of six

buzz words above).

In his book the Elephant and The Flea, Charles Handy describes how in
the very late seventies, at the start of the Thatcher years, he had
predicted that by the year 2000 less than half of the working population
would be in conventional full-time jobs. He envisioned a world where
many people would be either self-employed or in part-time work, each
operating a portfolio of different jobs. At the time his ideas found little
support. He consoled himself “with the observation of the philosopher
Arthur Schopenhauer that all truth passes through three stages. First it
is ridiculed. Second it is opposed. Third it is accepted as being self-
evident”®’. Handy’s prediction came to fruition, and by the year 2000
indefinite period contracts and full-time employment in the British

workforce had fallen to forty percent.

| suspect it is for these economic imperatives, as much as any other
debate about what constitutes a holistic education, that Government has
sought to redefine our Education policies with such fervour. As formal
Education is put under scrutiny, there would be many | think, who would
argue that the time for a fundamental renewal of our whole approach is

long overdue.

Amongst the many, Ken Robinson has consistently argued the need for
fundamental change, stating his belief that creativity is as important in
Education as literacy. The title of one lecture he gave in 2006, posed the
provocative question: ‘Do schools kill creativity?” Whilst that may appear
flippant taken out of context, his thoughts on this subject are sincere,

heartfelt and cogent. 8

In @ more recent RSA lecture he argued that the power of human

imagination is something that we almost take totally for granted. Yet, we

67 Handy, C. (2001). The Elephant and The Flea. London. First published, Hutchinson. This edition,
Arrow-Random House (2002)

68 Robinson, K. (February 2006) TED talk: “Do schools kill creativity?’
From: http://www.ted.com/index.php/talks/ken robinson says schools kill creativity.html
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systematically destroy this capacity in our children and in ourselves, not
intentionally, but nevertheless systematically and routinely, assuming
that certain ideas that were developed, conceived and structured in a
different age, in a different context and economic climate are still
relevant; what we have now is an outmoded legacy from the Age of

Enlightenment®®.

Robinson goes as far as stating that we face a global crisis in education
of equal importance to the crisis of climate change and that what is
needed is a paradigm shift in the model, the systems and the way in
which we conceive of and approach education and the development of
human capacity. These ideas are also expounded in his book Out of

Our Minds: Learning To Be Creative™.

In his RSA talk Robinson also cited recent research into divergent
thinking — the ability to think laterally and see lots of possible answers to
a question, or many of possible ways of interpreting a question;
divergent thinking is different to yet connected to creative thought. The
research in question was a test, the protocol of which allowed those who
scored above a certain level to be considered a genius in divergent
thinking. The people tested were kindergarten children. The percentage
of 1500 children tested who were classed as ‘geniuses’ in divergent
thinking was an astonishing 98%. Significantly, it was a longitudinal
study. When the same children were tested at age 8-10 only 32%
remained at genius level. By the time they were 13-15 years old that
had gone down again to 10%. When a separate group of 200,000 adults
of 25 plus years were tested, only 2% were experts in divergent

thinking.

These results according to Robinson suggests two things: firstly that we
all have this capacity for divergent thought and secondly that rather than
get better at it we grow out of it. This in turn alerts us to the possibility
that something is radically amiss in our education system, where

69 Robinson, K. (16 June 2008) RSA Benjamin Franklin Medal Lecture: Changing Paradigms. London.
Royal Society for the encouragement of Arts, Manufactures & Commerce (RSA)
Transcript: http://www.thersa.org/events/audio-and-past-events/rsa-edge-lecture-with-sir-ken-robinson

70 Robinson, K (2001) Out Of Our Minds: Learning To be Creative. Chichester. Wiley-Capstone
Publishing Ltd.
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children are expected to come up with one answer. Robinson argues
that we are training people out of creative and divergent thinking and
calls for us to think differently about human capacity and think beyond
the myth of the old conception of the separation between academic,
vocational, abstract, theoretical etc. and rethink the hierarchy in
Education that favours academic intelligence above all others.
Elsewhere Robinson has said simply “creativity is a basic capacity of
human intelligence’®. If there is a need to affirm this it is perhaps
because this simple fact appears to have been ignored in formal

education for far too long.

Robinson is a persuasive presenter and writer, and | admit to finding his
arguments both compelling and refreshing in their delivery. If we agree
with Robinson and Gardner that intelligence is diverse and multi-
faceted, then the implication that follows surely is that our Education
provision should take into account that diversity. This leads me to
reiterate my much earlier argument that many young people will not
discover their true talents simply sitting behind a desk. If we wish to
work towards a holistic and balanced education, that develops not one
but many skills, and allows room not for one but for many different types
of intelligence to be engaged and nurtured, then | believe that dance,
music, drama and the visual arts, all have a fundamentally important

role to play in educating our young people for the future.

| have already touched on some of the wider debates, but before |
move on from the specific subject of creativity, | cannot resist sharing
my surprise on discovering that the issue of creativity has even
infiltrated the hallowed chambers of the House of Lords. In July 2007,
Lord Howarth of Newport made an impassioned plea for support of
the arts, not for the merits of their instrumental benefits, but rather for
their fundamental intrinsic value:

| hope that the Government will not advance their primary

justification for supporting our culture in utilitarian or instrumental

terms, in terms of the benefits to our economy, real and important
though they are, or to social inclusion, which is a precious by-

71 Robinson, K. (16 June 2008) RSA Benjamin Franklin Medal Lecture: Changing Paradigms
2 Robinson, K. (1999) All Our Futures: Creativity, Culture & Education.
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product of shared aesthetic experience or in terms of education,
although the arts are a wonderful resource for education. | hope
that they will justify support for the arts frankly on the basis that they
enrich the spirit and that, in developing our creativity and our
responses to creativity, we develop ourselves as human beings.
The arts are, quite simply, a great good in themselves. 73

Bridging the distance

| am inclined to agree with TAPP, who again in their report warn of the
tendency for suggesting that ‘creativity’ in schools, is something to be
supplied by an outside agent. TAPP suggests that whilst a school might
benefit form what they describe as a ‘shot in the arm’ of creativity,
provided by the intervention of an artist, in order to stimulate a particular
process, the key issue in the longer term: “is to put the capacity and
expertise permanently into the education system, to embed serious

change into the everyday life of schools”"4.

To this end TAPP see long-term professional development as critical
and to me this makes perfect sense. But | can also imagine that as part
of any dialogical learning that takes place, there is a need to begin to
look more closely at the context in which schools and dance artists each
seek to engage with such key notions as creativity, learning and
potential, for example. For each these things may mean something quite
different and therefore it is dangerous perhaps to assume too easily a

meeting of minds.

When Thomas Edison, the American inventor made the statement:
“Genius is one per cent inspiration, ninety-nine per cent perspiration”’,
he might just as easily have been talking about the creative process of
the choreographer and the dancer. It is important nevertheless not to
forget that almost every creative act is also the result of a process of

creative play and autonomous decision-making. The nature of the

73 Howarth, Lord. of Newport (Labour) (Thursday, 26 July 2007) House of Lords debates. Hansard

From: http://www.publications.parliament.uk/pa/ld200607/Idhansrd/text/70726-0008.htm#07072645000052
74 Teacher Artist Partnership Programme (TAPP) Report and Resource Pack, May 2008, page 43
75 Edison, T, (1847-1931), Said ¢.1903, in Harper's Monthly Magazine September 1932.
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decision-making may, | suggest, be part rational, part intuition. Although
beyond that | am making no attempt to explain away the mysteries of
the human imagination. The nature of creative play is something

psychiatrist Anthony Storr explores in his book ‘Solitude’:

It seems probable that there is always an element of play in creative
living. When this playful element disappears, joy goes with it, and so
does any sense of being able to innovate.

Creative people not infrequently experience periods of despair in which
their ability to create anything new seems to have deserted them. This
is often because a particular piece of work has become invested with
such overwhelming importance that it is no longer possible to play with
it. What Gibbon referred to as ‘the vanity of authors’ sometimes makes
them regard their work with such desperate seriousness that ‘playing
around’ with it becomes impossible. Kekulé, describing the vision
which led to the discovery of the ring structure of organic molecules

referred to above, said: ‘Let us learn to dream, gentlemen.” He might

equally well have said: 'Let us learn to play’. 7

Kekulé, the scientist whom Storr quotes, would almost certainly have
been in sympathy with Einstein’s statement about imagination. They

appear to be saying very much the same thing.

Serious Play

My own practice as a dance artist and teacher has led me to
deliberately employ two seemingly opposite, if not mutually exclusive
words: ‘serious’ and ‘play’. Play is something we tend to think happens
outside of work, but a sense of play is an essential ingredient in creative
thinking or practice. Whilst formal education settings may appear to
champion creativity, too often the contradictory notion still persists: that
play is what children do in between study, in the playground or after
school. It seems we have to overcome the commonly perceived notion
that creative play is somehow les demanding, less necessary and has a
less important part to play in formal education than the other elements
of academic study. Yet how much one part, could be supported by the

other if only we allowed; or better still for us not to view study and

76 Storr, A. (1997) Solitude. London. HarperCollinsPublishers, pp.71-72.
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creative play as separate worlds, but rather complementary parts of the

same whole.

Resistance to notions of creative play are probably accompanied by
fears that it is somehow a less productive use of time; that the outcomes
are less certain or that it bears little relation to the other parts of
education. One only has to observe young children to see with what
focus they play, or talk to students who have engaged in something that
has demanded their full creative energies and they will tell you how

exhausted, and yet how stimulated they are by that kind of engagement.

If as teachers we wish our students to be able to think outside the box
we too must learn to give equal value to spontaneity and intuition and to

‘serious play’!

Teaching a dance class of 11-13 year old boys recently on a ballet
summer school, | introduced the idea of ‘serious play’ to them on the
first of two short creative sessions. The idea of two seemingly opposite
things coming together seemed not only to make sense to them, but
they seemed excited by the idea and as a result, we ‘played seriously’
together and produced good quality work. | mention this example
because | prefer to speak from experience rather than from mere
conjecture. | like to be able to put ideas to the test and at the same time

let the practical experience inform my thinking.

As stated earlier, the notion of ‘serious play’ may be challenging within
the demands of curriculum based study in schools. That is not to say
that one would not find plenty of advocates of creative learning within
those formal settings. | suspect there are many frustrated teachers who
long for the opportunity to free themselves from the shackles of teaching
subjects in glorious isolation. How then do we bridge the distance of
these two seemingly opposite cultural and behavioural modes? The
answer surely lies in people. We need people who can mediate the two
realms; we need people who can be bridge builders between worlds that
seem each to have their own culture of practice and thought. Aldous
Huxley, in is book the Human Situation, begins with a chapter entitled

‘Integrate Education’. | quote:
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‘...integrated education calls for an approach to the subject in terms of
fundamental human problems. Who are we? What is the nature of
human nature? How should we be related to the planet on which we
live? How are we to live together satisfactorily? How do we develop our
individual potentialities? What is the relationship between nature and
nurture? If we start with these problems and make them central, we can
obviously bring together information from a great number of at present
completely isolated disciplines.” 77

Huxley considers his own role in an institution of higher specialised
learning — describing himself as one “who has what may be called an
encyclopedic ignorance in many fields” — and concludes that “ a man of
letters can perform a valuable function in the world at present by
bringing together a great many subjects and by showing relationships

between them. It is a question of building bridges”. [ibid]

Huxley warns of the dangers of knowledge remaining
compartmentalised. By way of solution he suggests that we need to re-
marry different areas of knowledge and feeling which have been
arbitrarily separated and made to live in their own monastic cells of

isolation. 78
He continues to argue the case, aware of the innate tensions

“...any form of higher knowledge requires specialization. We have to
specialize in order to penetrate more deeply into certain separate
aspects of reality. But if specialisation is absolutely necessary, it can be,
if carried too far, absolutely fatal. Therefore we must discover some way
of making the best of both worlds — of the highly specialized world of
objective and intellectual abstraction, and of what may be called the
married world of immediate experience, in which nothing can be
separated. We are both intellect and passion, our minds have both
objective knowledge of the outer world and subjective experience. To
discover methods of bringing these separate worlds together, to show

the relationship between them, is, | feel, the most important task of

7 Huxley, A. (1978) (Ed. Piero Ferruci) The Human Situation: Lectures at Santa Barbara, 1959. First
published in Great Britain by Chatto & Windus, (1978). This edition published Triad/Granada, (1980)
reprinted 1981,1983. p.10
From a series of lectures given by Huxley at the University of California, Santa Barbara in 1959.

78 |bid. p.14
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modern education.’ 7°

| have allowed myself to quote Huxley at length for several reasons.
Firstly, because | am fascinated by his view of the world and maintain
enormous respect for his point of view; secondly because he has a
brilliant mind and articulates far more eloquently than | could both the
nature of problems, as he sees them in Education, along with his
proposals for integrated education; and thirdly because it strikes me as
uncanny that his observations and thoughts made almost a full fifty
years ago seem still so apposite and so pertinent in relation to our

current state.

Huxley and Robinson both separately are advocating what | might best
describe as a revolutionary change in our approach to Education — a
paradigm shift. In the case of dance in schools, there is clearly a need
for effective translation of knowledge from one sector to the other
between the practice and culture of dance artists and that of schools
and teachers and visa versa. Building mutual knowledge and
understanding will lead to trust. Trust in turn will allow for greater shared
learning and development and take us closer towards establishing
dance and the arts as a fundamental element of a holistic education.
However impatient we may be for change | suspect that process will
take more time than some of us might wish or perhaps the revolution

has already begun?

9 Huxley, A, (1978) The Human Situation, pp.14-15
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Key elements to consider when developing models of
partnership and residency between dance companies and

dance artists and Specialist Secondary Schools.
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Whilst my initial intention when | started this research was to be able to
suggest several discrete potential models for dance companies and
artists being in residence in schools, it has become increasingly evident
that this approach is inappropriate. During the course of my research, in
digesting the thoughts of others and reflecting further on my own
experience | have come to believe that the best results for such
residencies are more likely to occur where partners take responsibility
from the onset for developing a bespoke relationship that is right for
them. It is the marked difference between a tailor-made approach and

an off-the-peg one.

Therefore, instead of proposing fixed models of residency, | offer a
perspective on key ingredients, both as recommendations and for
consideration in the development of these partnerships. | also offer a
summary of what | believe to be the potential benefits to both schools
and dance artists, and a list of possible outcomes; all of these are in
addition to the much more detailed discourse offered earlier in the paper
on the potential shared benefits of pedagogy and learning, which are of

equal importance but cannot so easily be summarised.

| hope that this change of approach will be of more value, particularly to
dance companies and schools that may wish to consider developing

residency partnership relationships.
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Partnership between small-scale dance companies (ten or less
dancers) and State Specialist Schools.

Schools can be identified through the Specialist Schools and
Academies Trust. (SSAT)

Companies could be identified through a number of key
organisations, such as Arts Council England (ACE), Dance UK,
National Dance Teachers Association (NDTA) Youth Dance England
(YDE), Creative Partnerships, and The Place.

One key person in each partner organisation should be identified as
the man point of contact, although the aim is to build a network of
relationships between the Dance Company, school staff and
students.

In the first instance these should be schools with a specialism in
dance, and sport, music, performing arts and humanities as these
are most likely to be able to match the needs and interests of the
company and visa versa. In the longer term | see no reason not to
explore the potential impact that a dance company could have in a
school with another specialism such as science or technology,
although much greater care would have to be taken initially to ensure
there is a workable match. A science or technology school may not
have the appropriate dance spaces for example nor an
understanding of dance culture and this would present challenges to
overcome. At the same time such a partnership could offer highly
fertile ground for synergy between such different disciplines, the
results of which one can only guess might be rich, exciting and with
huge opportunity for shared learning.

Ideally, schools should be able to choose from a portfolio of
companies offering a diverse range of dance styles

In brokering the relationship, partners should consider carefully the
needs and demands of school, students and company, taking in to
account the match between the culture of the school and the artistic
output of the company.

Before committing to a long-term relationship the company and
school could consider some ‘taster’ sessions for students, or a
lecture demonstration, perhaps leading to a short-term ‘pilot’
residency lasting anything from between a week to a month. (If the
pilot included working with students, an intensive week-long
residency might mean daily sessions; a longer residency might mean
less frequent sessions, e.g. once or twice a week). A pilot residency
combined with taster sessions would help all partners to make
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better-informed decisions about the way in which they might see a
longer-term partnership or residency working.

The professional dance artists should have time to meet students
and school staff, not just those involved directly in delivering dance,
to discuss the potential reach and impact of a resident dance
company in the school.

The school can ensure the company are aware of the range of
resources the school can offer e.g. rehearsal space, office space,
multi-media support, learning resources etc and the dance company
can discuss its needs.

Matching company rehearsal and touring periods with the school
timetable is probably the biggest challenge to overcome and may
have most impact on deciding whether the company has most input
into curriculum based study or in out of school hours provision.

How much unbroken studio time can the school offer the company?

Is it at specific times of day or week and how does that change at
certain times of the year?

Can the school offer space out of school hours and can the company
adjust its schedule to take advantage of that?

Can the company adjust its schedule to allow it to have most input
into the school’s dance provision when it is most needed?

What dance space does the school have to offer. Is it appropriately
resourced to meet the company’s needs, does it for example have a
sprung floor?

Is there a space big enough for open-rehearsals, informal showing of
work, lecture demonstrations and masterclasses?

Does the school have a theatre space to allow the company to share
its work with students and staff in a more theatrical setting?

Resources

o The most valuable resource for the dance company is time and

space. This, given in kind, would be of enormous benefit. If however
the school wanted year-round input from the company and its artists
who most likely will have periods off-contract; has the school access
to money to pay the company and dancers for their continue input
during these times?

o Are funds available through the Specialist Schools Trust?
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o With recent changes is there Government money available for Out of
School Hours (OOSH) provision and the Five-hour offer?

o Could residency projects be funded under the Find your talent
scheme, perhaps as a pilot and through Creative Partnerships?

o Some further joined-up thinking from Government, Specialist
Schools & Academies Trust and the dance sector would be needed
to find the best ways of resourcing these partnership residencies

Pedagogy

o Residencies should be rooted in a model of shared ownership and
partnership, manifest through all the processes of development,
implementation, reflection, dialogue, evaluation, pedagogy and
learning.

o Students themselves should have significant input into the planning
and feedback processes and in helping to shape their own learning

o Best practice in pedagogy and learning should be disseminated to
schools and to the dance sector through appropriate networks and
channels such as SSAT and NDTA

o Best practice elsewhere and the outcomes of action research should
feed into the thinking and further development of the partnership and
residency model.

Joined up thinking

o As partnerships and residencies evolve and develop, best practice
as well as lessons learnt should be shared widely across schools
settings through the SSAT, YDE, Creative Partnerships and other
appropriate networks and in the dance sector

o Stronger links between dance companies, the dance sector and
Specialist Schools should be forged. Again key agencies such as
Youth Dance England, Arts Council England, Creative Partnerships
etc would be key.
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The Potential Benefits of Artists and Dance Companies in
residence in Schools

Taking in to account the needs of schools, the work of Youth Dance
England, and the various Government initiatives to support and enhance
the quality and breadth of dance provision for young people, what
potential benefit and contribution might be made to these agendas by
developing sustained partnerships with Dance Artists & Companies in
Residence in Specialist Schools?

The potential benefits to schools:

o

Professional dance artists bringing specialist dance knowledge
into schools

Schools are able to offer regular access to high-level inspirational
role models; young people can recognise first hand the sustained
discipline and focus required of professional dancers

Students and teachers would have opportunities to observe
professional practice, e.g. company class (training), rehearsal
and preparation for performance

Students and teachers would have opportunities to see the dance
company in performance in a public venue, having had the prior
opportunity to witness the development of the work in rehearsal,
thereby create visible pathways of understanding, linking from the
classroom to the dance studio to the stage.

Breaking down barriers between professional and non-
professional (community) practice, enhancing shared knowledge
and understanding.

Increase the contribution of specialist dance knowledge and
artistic practice to support both curriculum delivery and OOSH
(Out of school hours) provision and strengthen the dance
workforce in the school

Bring greater diversity to the overall dance provision, especially
that provided in OOSH

Give support to teacher CPD (Continuous Professional
Development) and Inset training, (delivered by experienced
professional artists)

Help raise the standards of dance in specialist schools with the
regular presence of resident specialists working directly with
students and school teachers to develop skills and awareness;
with particular emphasis on performance and creative skills
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Professional artists could help advise the school on developing
appropriately resourced spaces for dance, e.g. sprung floors

Support teachers and students by offering particular insight into
the skills of identifying and of nurturing of exceptional dance
talent, both in terms of physical and creative skills

Guide students with exceptional potential towards further
opportunities for high-level training such as the Centres for
Advanced Training

Offer further alternative activity to young people staying on in
school for more years, who may be less inclined to academic
study and benefit from a more vocational approach.

Dance is a collaborative art form, often working with music,
lighting design, set design, and a range of other disciplines and
new technologies. A resident company or dance artist would help
the school to build external relationships and partnerships with
other artists and non-artists across a broad range of disciplines,
offering greater learning opportunities for teaching staff and
students alike.

Boosting creative thinking and creative practice by direct
example, with regular opportunities for young people to witness
the creative journey e.g., the making of a new dance piece. This
process is normally hidden from public view - and this insight is
rarely provided by one-off theatre trips - and yet it offers perhaps
the greatest opportunity for offering insight into artistic and
creative processes.

A resident company or artist would offer opportunities for
interactive learning for both teachers and students. Young people
and teachers could have the chance for on-going dialogue and
exchange with professional artists and develop greater
knowledge and understanding over longer periods of time.

The benefits of a sustained relationship and close contact with
professional artists include offering insight into careers in the
dance, as well as enhancing young people’s understanding and
appreciation of the arts in general, through close contact with
particular companies and artists.

Encourage more young people to adopt healthy and active
lifestyles.

Encourage more boys to take up dance and sustain through to A-
level, by the presence of and interaction with highly skilled role
models, particularly within single-sex boys schools.
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o Promote the development of softer skills within the school
environment, e.g., adaptability, creativity, enterprise, teamwork,
self-confidence, self-awareness, discipline and integrity.

o The idea of a school ‘adopting’ a dance company, an individual
artist or a group of artists, would increase the status of the dance
within the school and give greater value to the notion of
specialism.

o Lastly, and most significantly, a resident company would help to
reinforce two primary Government objectives, namely:

c) to establish dance within schools — both in curriculum and in
OOSH - as a vital learning tool for every young person, and an
essential component of a holistic and rounded education

d) to establish more visible pathways of opportunity for young
people with exceptional artistic talent, enabling them to access
the support and knowledge that will help them develop their
talents to their fullest potential.

The potential benefits to the dance company/dance artists

o Better quality rehearsal space; with potentially bespoke ‘dance’
spaces with sprung floors, sound system and video/DVD facilities

o A semi-permanent company base adding stability and identity.

o Use of office space and on-line connection

o Access to other material resources; e.g. library; music recording
facilities; video editing facilities; gymnasium equipment for training

o Access to a range of learning resources; library; information packs;
and enhanced learning resources such as interactive whiteboards,
offering opportunities for continued professional development for
professional artists within a school context.

o Teaching expertise; opportunity for artists to draw on the teaching
experience and best practice of school teachers

o Raise the profile of the company within the community including
regular engagement with younger people and more occasional
engagement with associated adults, teachers and families

o Opportunities for feedback and engagement during the research and
development or rehearsal phase of a new work

o Contact with groups of young people who already have an interest in
dance both as participants and as viewers
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o Potential new audiences, including young people, teachers and
families

o Increased potential for building new partnerships through the school
links

o The chance for the company members to sustain work in between
rehearsal and touring periods, or off-contract periods, by teaching in
schools

o Potential for professional artists to support an out of school hours
dance club or youth dance company or even junior company
associated with the main professional company

o Offering further periods of employment and more stable conditions to
dance artist increases the likelihood that they will stay longer within
the profession. Greater retention, particularly as dancers get to mid-
career

o The Company could build new relationships nationally and
internationally through the networks of the SSAT

Possible Outcomes

The exact nature and content of a dance company in residence is best
left to be determined by the partners. However those wishing to build
such partnerships could bear in mind the following potential outcomes:

(There is inevitable overlap with the list of potential benefits)

1. The presence of Professional dance artists working in close
partnership with the school staff and students raises profile and
status of dance within school and encourages widening of
participation

2. Dance artists strengthen the dance workforce in the school
(especially in those were there is no specialist dance provision)

3. Dance artists support CPD for school teachers and equally benefit
from the skills schoolteachers have in return.

4. Professional dance artists work directly with students and teachers
to develop their skills and practice

5. Professional artists and Specialist School teachers share and
develop pedagogy and learning skills
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6. Professional dance artists work with schoolteachers to support
curriculum provision

7. Dance artist and teachers together explore enhancement of
Personal Learning and teaching skills (PLTS)

8. Professional dance artists work with schoolteachers to support
OOSH provision

9. Professional dance artists work alongside schoolteachers to
supporting the identification and nurturing of exceptional talent and
provide recommendations to Centres for Advanced Training through
the You've been spotted initiative (developed by The Place and
being adopted by the Music & Dance Scheme) (MDS)

10. Professional dance artists help advise the school on appropriately
resourced spaces for dance.

11.Professional dance artists support dance appreciation
12.Professional dance artists support career development

13.Professional dance artists work with schoolteachers to explore and
encourage cross-curricular links

14.Professional dance artists work with sports teachers to explore
cross-training ideas

15. Professional dance artists help strengthen links between school and
other dance companies, key organisations (e.g. YDE, NDTA, The
Place) and regional networks

16.Professional dance artists introduce other artists into the school
environment, (e.g. collaborators such as lighting designers or
composers)

17. The Dance Company leads specific projects with specific outcomes
e.g. working with students towards a performance of created work
and working in partnership with the schoolteachers towards optimum
all round learning.

18.Dance Company performs in the school

19.Dance Company delivers lecture demonstrations or masterclasses.

20.Students and schoolteachers observe professional practice:
company class (training), rehearsal and preparation for performance

21.Students and schoolteachers see their ‘adopted’ Dance Company
perform in a public venue
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22.A shared platform of professional and student work — performed
either in the school or in public venue; encouraging new audiences
and future participants

23.Dance Company offers work placements to students, e.g. behind the
scenes roles such as general administration, marketing and PR,
lighting and design, sound, wardrobe etc.

24.Dance Company offers role models, especially male ones, to
encourage more boys into dance

25.Dance Company establishes an office base in the school

26.Dance Company builds further relationships nationally and
internationally through the SSAT and other school networks, building
its profile and potential new audiences

27. A school could develop partnerships with more than one dance
company/artist; increasing the diversity of input into school dance
provision and sharing the responsibility of delivery within curriculum
and out of school hours provision more widely

28. A dance company could establish residency type partnerships with
more than one school, in order to broaden their reach and enable
them to access other resources and develop different models of
partnership and learning

29. Key Government objectives are met as

a) dance becomes imbedded in the culture of the schools
across the country, both within the curriculum and in out of
school hours provision, and is established as a vital
learning tool and an essential component of a rounded
and holistic education for every young person and

b) visible pathways of opportunity are established, enabling
young people with exceptional dance talent to access the
support, knowledge and training that will help hem develop
their talents to their fullest potential.

c) dance in schools encourages more young people to adopt
active and healthy lifestyles, especially those who
currently have no interest in sporting activities.

30. Further research evaluates the benefits of dance company
partnerships and residencies in schools, in order to secure further
investment and create a lasting legacy of high quality dance
provision in schools.

31.Notions of artist/teacher identity are re-shaped, strengthening and
re-defining both roles and fundamentally altering the Educational
model.

32.With greater interest, knowledge and appreciation of dance than
ever before, the art form flourishes; Britain becomes a ‘dancing
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nation’ and a model - revered worldwide — of integrated Education
and artistic excellence
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Challenges

During the course of this paper | have highlighted many positive
changes and developments in thinking, in Government policy, in trends
etc, all of which amount to a set changing conditions that make the idea
of a dance company in close and sustained partnership with a school,

by being ‘in residence’, seem both desirable and possible.

At the same time it has become evident that in pursuing such an
outcome, there are a likely range of challenges to overcome. The nature
of these challenges varies from the large number which are practical
and logistical, many of them to do with the likely competing demands of
a dance company in a school setting; challenges which | suspect are
solvable with enough enthusiasm, good will, imaginative thinking and
sufficient give and take, although some may be more intractable. Others
challenges are more to do with the ingrained cultural habits and
expectations of each sector, and yet again another set are more to do

with political and structural elements that can either support or hinder.

Many of the challenges are either obvious, or somewhat mundane, but
whether they are all as easy to solve, as they are to identify remains to
be seen. Perhaps the hardest challenges to overcome are the grey
areas, where sometimes subtle and at other moments more
fundamental ideological differences may arise; at times the clash of
cultures between different sectors, at others tensions within the same
sector. The overarching hope however is that there will be enough key
elements in alignment to create a momentum that is strong enough to

carry beyond any temporary obstacles.

| would be an impossible task to attempt to identify each and every
challenge, but | will at least try and articulate sufficient content as to
hopefully give some balance to my own enthusiastic arguments.
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Quite a number of the thoughts listed below, though not all of them,
arose from my conversation with Linda Jasper, Director of Youth
Dance England, who helped to identify some key challenges. | am very

grateful for her input.

In general terms, some of the very practical challenges to overcome are

and are likely to be to do with time, space and resource:

o Competition for use of the dance space between school and
company, within curriculum time

o The difficultly for the school of being able to guarantee sufficient
blocks of uninterrupted time for the company during term time,
especially if this coincides with the demands of a main company
rehearsal period

o Periods when a company is on tour, (length and timing vary with
each company and with each tour) would mean unavoidable gaps in
the company’s presence in school and would limit their direct input
into curricular learning during certain periods. This is potentially one
of the most intractable problems. School timetables are set far in
advance. Input relating to curriculum study would have to be fulfilled
within strict time limits and most probably, built into a unit of work It is
hard to ask a company to schedule their tour dates around the
school timetable, and although companies try to plan far ahead,
sometimes the insecurities of not knowing whether funding will come
through or not can put planning in limbo until the last minute. Other
colleagues have suggested this as a likely significant problem area.
It may mean that the only solution is for the company to have less
direct input into the curriculum study but add valuable contextual
support alongside, and do more to support out of school hours
provision.

o Not all artists however would be available to work out of school
hours, especially those with family commitments, and some who
juggle other work as well.

o The nature of small companies mean that rehearsal periods are
usually short and very intense, involving all the dancers most of the
time, and so even if a company were able to be in residence during
this period, the company dancers are likely to be too busy to deliver
significant amounts of dance provision. However this does not
preclude opportunities for things such as open rehearsals or
elements that do not divert the company from their main
preoccupation at that time.

o Companies on the whole want a focussed and often private
environment free from distraction and away from the public eye.
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Though they may chose to have specific moments when the
rehearsal process is open to viewers, (and indeed may benefit from
these) the needs and demands generally are for uninterrupted
privacy and focus. This may be extremely hard to come by in a
school environment.

More effective signposting of dance opportunities for young people —
that are visible to young people, (not just their parents or teachers) is
still badly needed and is perhaps the most fundamental need when
considering dance provision for young people according to Jasper

Ensuring sufficient numbers of professional dance artists are
adequately trained and qualified to work in school settings. Non-
dance specialists currently deliver much of the dance provision in
Specialist Secondary Schools within the PE curriculum

In the move to attain appropriate qualifications there is a danger that
we may end up with a variety of things as opposed to something
unified and easily understood. If teachers are to engage with
professional dance artists they need some benchmark that they trust
and which allows them to feel confident in bringing artists into school
settings

At the same time, others worry that in the rush to attain a set of
standardised competencies, we may also be in danger of robbing
educational professionals of their own ability to develop their practice
in response to their environment

Ensuring that the best and most effective partnerships are developed

With the move to bring professional dance expertise into schools, the
model and structure that is being built is through existing sports hubs.
Specialist Sports School (such as Barking Abbey School, a Specialist
Sports and Humanities School, with a separate dance department)
are key. YDE however identified gaps in knowledge, where for
example, many dance organisations are unaware of their local
Specialist Secondary School.

Part of the solution to this lies in Dance Links, the programme run
jointly by the National Dance Teachers Association (NDTA) and
Youth Dance England (YDE) to create more opportunities for children
and young people to dance and to build capacity in the dance sector
and increase links between schools and out of school providers. In
July 2008 Dance Links received confirmation of further investment of
£100,000, enabling it to run a series of training events in nine regions
across England in 2008/9, commencing in the autumn 2008. Despite
this, here is still a marked need for such significant initiatives to join

up.

Sustained joined-up thinking is needed from Government, schools
sector (e.g. SSAT) and key organisations and individuals in the
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dance sector to ensure that maximum benefit is gained from
increased Government investment. Welcome evidence of joined-up
thinking came in the Government response to the Tony Hall Dance
Review

o Results from a Research Report in August 2007, identified within
Creative Partnerships, a range of ‘enabling and hindering factors’ to
sharing creative teaching and learning. The report highlighted the
places to intervene to enhance the effectiveness of sharing. ‘In
particular, these include: greater provision of opportunities for
teachers to take risks in a supportive environment, encouraging a
professional learning culture and demonstrating the impact of
creative teaching and learning.’®

o Although | would not want to undermine the hugely significant role
that Creative Partnerships has played in bringing artists and schools
together, | believe a gap still exists is in the effective communication
of the role of Creative Partnerships throughout all the relevant
sectors. Many dance artists are not sufficiently attuned to the
agendas of Creative Partnerships, nor understand how best to
engage with it. In general, it is certainly not something one hears
them talk about with excitement.

The foreword to a recent series of commissioned reports for Creative
Partnerships indeed says that:

‘As a flagship project, Creative Partnerships can have maximum
impact if teachers, parents, children, youth and creative practitioners
learn from the experience and activities that are delivered through
the programme. For this reason one of the most significant legacies
of Creative Partnerships will be the product of its research and
evaluation and how that is effectively communicated to
stakeholders.’ &'

The process of writing this paper has revealed no shortage of
research reports relating to the interface of arts practitioners in
school settings. | am certain however that most dance artists do not
sit and read such reports, nor perhaps should we expect them to.
Therefore what is needed is a simple but effective mechanism that
easily highlights key messages to those artists, identifying in the
simplest and boldest terms, the opportunities that exist and how best
engage with them. This is a role that could be effectively played by
Arts Council England, but | would urge strongly that something more
is needed than a further glossy piece of print, if the dance sector,
most especially the artists, are to take note.

o Whilst Specialist Schools are more likely to have already developed

80 Downing, D., Jones,M., Lord, P., Martin, K, and Springate, I. (2007), Study of Creative Partnerships
Local Sharing of Practice and Learning, NFER

81 Parker, D, Dr (Creative Partnerships), Sefton-Green, J. Dr (Creative Partnerships) (November 2007)
Foreword to The Cultural and Creative Industries: A Review of the Literature, O’'Connor, J. Professor
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links with professional artists and companies, very few relationships
however, will be on the kind of sustained basis this paper is
suggesting. Added to which, the strength of practice in schools and
the forging of external relationships with artists tends to happen
largely as the result of the efforts of key individuals, within a school,
as opposed to a more embedded organisational drive. This can
mean that when a key individual leaves, the whole practice of dance
within the school can be put at real risk of being compromised.
Whilst this is less likely to happen in Specialist Schools, the need to
imbed dance firmly within the structures of Education are still ever
present.

The impact that highly experienced, and highly skilled professional
dance artists can make in schools, especially those who perform at
the highest level, is second to none. This is one of the fundamental
reasons for suggesting a company is in residence as opposed to an
individual artist — the impact that they can make may be much
greater. It would be the equivalent of having a team of Olympic
athletes training regularly on the school running track. Having said
that, being a top level performer does not automatically lead to one
being a good teacher, but equally a professional artist who is
committed to teaching, but who has little or no ongoing performance
experience to draw on is not going to bring with them the depth or
breadth or quality of experience that comes with being a seasoned
performer. The question therefore is can we create structures that
allow artists to be both performers and teachers, with the kind of
flexibility to switch between the two roles, and that reflects the likely
pattern of their employment?

In addition, can we ensure much more effective retention of senior
artists in the sector who would also bring with them the knowledge
and experience of a rich and varied performing career, and who wish
to focus on teaching at a later stage in their careers? Those that do
so currently, mostly end up working either as freelance teachers or in
a full or part-time post in a vocational school. Very few, if any of
such artists currently end up firmly embedded in Secondary School
settings. How can we entice them into those settings?

There is plenty of evidence to support the benefits of arts
practitioners in schools. NFER for example has, as indicated,
focussed considerable energy in researching and documenting the
‘effectiveness of arts education. Yet Linda Jasper and others have
suggested that there is still a clash of two cultures, though some
might prefer to express this in less loaded terms, as ‘a meeting'.
Nevertheless the implementation of my proposal to place dance
companies in residence in Specialist Schools would inevitably face
challenges. Linda Jasper suggested that ‘this kind of idea will work
best in schools where there a dedicated and enthusiastic dance
department who really understand the cultural differences between a
school and a professional dance company. They would also have to
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be sufficiently hungry for this kind of professional input in order to
take on the inevitable challenges.’

Further Recommendations

o ACE - in consultation with the sector - could look to establishing a
clearer and less confusing definition of small-scale, small to middle
scale, middle-scale and large scale dance companies by defining the
scale of the companies separately to the scale of the venues they
perform in. The current system creates anomalies where two
dancers performing on stage in a large-scale venue are defined as a
large scale company. Better surely to say that this is a small-scale
company performing in a large-scale venue. This would avoid
confusion, as dance seeks to place itself more widely in Educational
settings and build its audience nationally and internationally.

o ACE could undertake an audit of the needs of small-scale dance
companies and Independent artists as part of a follow-up to
Independent Dance Review now 10 years old. We now have an
audit of dance provision in schools but are lacking evidence about
the real sate of play in amongst professionals in the sector. The
anecdotal evidence needs to be backed up with some hard facts.

o In 2004 ACE published a very useful short report that could be a
useful reference and starting point for artists and schools wanting to
develop partnerships. As it was published in 2004, | do not know if it
will still be readily available in hard copy, but perhaps ACE could
consider re-issuing it or ensure that it is still available for download
as a pdf file:

Orfali, Ann. (2004) Artists working in partnership with schools:
Quality indicators and advice for planning, commissioning and
delivery. London. A Report on behalf on Arts Council England.

o Links into the Specialist Schools and Academies networks could be
brokered and supported by ACE, YDE, NDTA and SSAT, though
establishing a clear lead organisation would help to avoid confusion
both within and beyond the sector.

o The drive to get more dance specialists into schools could be taken
up as a national campaign by Arts Council England, Youth Dance
England, the National Dance Teachers Association and the national
Campaign for the Arts. Many people behind the scenes or at a
higher level know this is a key ambition, but individual artists are far
less aware of this, something that could have an impact on their
career choices in the future.
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o NFER’s research on the effectiveness of arts education®
recommends that ‘for the full canon of effects from arts education to
be available to all pupils, all of the artforms need to be provided in
the school curriculum.” In recognition of this, the Arts sector should
unite to argue more strongly for the full spectrum of arts provision to
become central to Government targets rather than each art form
fighting its own battle. NFER is a body that undertakes significant
research, yet again | am certain few dance artists are aware enough
of this growing body of evidence regarding arts practice in schools
for it to shape their own thinking about how they might wish to
operate in these settings.

o Since beginning this research, | have taken up appointment as Chief
Executive of The Place. Within this organisation and in my role | am
well placed to focus the strengths and expertise of this organisation
on key issues. Creating opportunities to engage and inform our large
network of artists is already part of our work. The Place with its track
record and range of expertise and activity is well placed to support
important initiatives such as increased dance specialist input in
schools, and indeed The Place has already played a key role in
some of the key developments supporting dance for young people;
The Centres of Advanced Training, of which we were one of the very
first, and our Primary School’s programme A New Place for Dance,
helping teachers to develop a multi-sensory cross-curricular
approach that uses dance to teach other subjects, (such as
Science), are just two such examples. At The Place we are
committed to staying alive to the ways in which we can continue to
be of service to and through dance.

o The dance sector should ensure that dance is established in the
context of the Government’s Find your talent initiative. | have already
talked about The Place’s You've been spotted, talent identification
initiative, developed for our Centre for Advanced Training
programme, that is being adopted nationally by the Government
funded Music & Dance Scheme.

o Key players in the sector, such as: Janet Archer (ACE) Linda Jasper
(YDE) Veronica Jobbins (Laban/NDTAA) Caroline Miller (Dance UK)
Veronica Lewis (LCDS,The Place), Alastair Spalding (Sadler's
Wells/Dance UK). Ken Bartlett, (Foundation for Community Dance),
Jeanette Siddall (Independent dance consultant), Theresa Beattie,
(Independent Dance consultant/currently part-time maternity cover at
ACE), Chris Thomson (The Place); should stay connected to ensure
we stay targeted on attaining appropriate qualifications for
professional dance artists to teach in schools, and lobby key players
in Government:  Andy Burnham, Robin Keil, Andrew Adonis,

82 Citation of full report
HARLAND, J., KINDER, K., LORD, P., STOTT, A., SCHAGEN, I. and HAYNES, J. with
CUSWORTH, L., WHITE, R. and PAOLA, R. (2000). Arts Education in Secondary Schools: Effects
and Effectiveness. Slough: NFER.
From: http://www.nfer.ac.uk/research-areas/pims-data/summaries/eaj-effectiveness-of-arts-education-iii.cfm
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Margaret Hodge where we feel we need particular support, and
ensure the work of the new Programme Board as outlined in the
Government stays closely connected to the sector.

The dance and arts sectors need to ensure sustained investment
from Government on key initiatives. The British success at the
Beijing Olympics evidenced the results of targeted, sustained
investment. Yet The Independent on Sunday (17.08.08) reported
that money diverted to pay for spiralling costs of the Olympics is
robbing children of entitlement to more hours of sport in schools and
flies in the face Olympic ambitions and government targets.

We need to make sure make professional dance artists are aware
and up to date with the kind of political and structural changes, that
may impact on their work and in which they may wish to contribute,
such as Find your talent, the Five Hours cultural offer, Extended
Learning and the Out of School Hours provision. Again, key bodies
and organisations such as Youth Dance England, Dance UK and
The Place could join forces to send ensure key messages reach the
dance artists.

New research is underway, such as the Dance Partners for
Creativity research at Exeter University, mentioned earlier in the
paper. Again, key organisations such as Laban and The Place can
help create a context for such research, once completed,
encouraging debate and drawing attention to the key findings within
the sector.

My hope is that, this research may stimulate — if only for myself —
further exploration, development and discussion around the key
issues of improving the provision of dance for young people in
England and strengthening the role of dance in Education.
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Conclusions

Can this work?

Of all the arts forms — and | try to say this with a degree of objectivity
despite an obvious bias — dancers and dance artists seem consistently
to be the most adaptable, resilient, and on the whole, great team-
players. They are inventive, multi-skilled and good at seeking out and
developing new opportunities; they are also invariably the kind of people
with the capacity to work imaginatively, creatively and with ambition,
often under enormous pressure and within very limited constraints, few
resources and ability to meet tight deadlines. They learn to live with a
high degree of uncertainty about the future, often unable to plan far
ahead, and at the same time always carrying the expectation of success
and the pressure to succeed, whilst remaining vulnerable, often only
one step away from failure as far as critics are concerned — and all the
time operating in a highly competitive funding climate when it can seem

increasingly that there is little room for taking risks.

Why is all this relevant? Because it means that where an opportunity for
new partnerships emerges, that may imply radical changes in working
patterns or approach, of all the art forms, dance and dance artists are, in
my opinion, perhaps most ready to meet those challenges with courage,
with creativity and with enthusiasm; somehow they will make it work. So
whilst it is important to be brutally realistic and honest about the things
which may exist as a direct threat to the success of this proposition, and
whilst there will no doubt be many challenges in taking these ideas from
fanciful thought to reality, | nevertheless remain optimistic that there will
be dance artists out there only too ready to seize the opportunity and
make a go of it, given the chance.

Establishing role of the arts as an undisputed part of a holistic and

rounded Education is | believe a fundamental tool in preparing young
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people for the kinds of lives and careers that they will be living in the

218t century.

When | read the following statement by Anthony Storr in his book Music
and The Mind my immediate thought was that one could just as easily
substitute dance for music or put it alongside, and the statement would

ring just as true.

‘| find it unsurprising that musical education has a good effect upon
studying other subjects; but this is not generally appreciated by
educational planners and politicians. My guess is that future research
will disclose that those who have been lucky enough to receive a
musical education in early life are better integrated in every way when
they reach maturity; and are therefore likely to be happier and more

effective.’s3

We still hear many complaints about music not receiving the level of
support it deserves in school settings, and whilst this may be true, music
as a whole has consistently received significantly more funding than
dance hitherto. Since Storr wrote this however, | believe that dance has
undergone an amazing journey. So much has happened recently, in a
short space of time, although the build up to that has most probably
been the result of persistent and pioneering work over the last forty
years. | believe that both politicians and Education planners are more
alive than ever to the many positive things that dance can offer to young

people.

If we want to take full advantage of this, then | believe we need to have
the courage to explore entirely new or re-configured ways of
approaching formal Education, and seek ways to strengthen the positive
impact that the arts can have in these settings. Strengthening
partnerships between the dance sector and schools, finding ways to
bring professional dance specialists into schools, and exploring the

potential benefits of having Dance Companies and professional dance

83 Storr, A, Music and The Mind, (1992) Harper Collins Publishing, page124
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artists in residence in schools could all be the beginnings of a paradigm

shift in the way we approach and value the arts in Educational settings.

As | said in my introduction, what happens next is more important to me
than reaching a point of absolute certainty or finality at this stage. It
remains to be seen if Government, Schools and the dance sector are all
sufficiently hungry, and sufficiently attuned for this kind of development,
and whether they all have sufficient understanding of and commitment
to the potential benefits, in order to take on and overcome the inevitable

challenges that lie ahead.

Kenneth Olumuyiwa Tharp
Clore Fellow 2005/6

August 2008.
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Appendix i

Response to questionnaire: Choreographer Bawren Tavaziva.
28" August 2007

KOT:

BT:

KOT:

BT:

KOT:

BT:

KOT:

BT:

KT:

What is the name of your company?
Tavaziva Dance

How many dancers do you currently employ?
6 dancers plus myself [Choreographer and Artistic
Director]

[Tavaziva Dance has been in receipt of RFO funding since
2005, but does not employ dancers on full-time contracts.]

Can you give me an idea of your rough pattern of work
throughout a year (even if it may not always be the same)
.i.e. When you are most likely to be:

d) rehearsing?

e) touring and performing?

f) undertaking Education & Outreach work? And
g) Off contract?

Rehearsals - July, Aug, Sept. Touring & Rehearsals Oct
& Nov. Rehearsals - Jan, Feb. Touring & Rehearsals
March, April. Education & Outreach is generally focussed
around the performing period and | do a lot when the
dancers are off contract (ie Summer). We don't do
workshops during the rehearsal only period as we are
preparing the show. | also like to keep the dancers in
rehearsal during the touring period so we keep the work at
the right level. December is generally off contract for
everyone.

What are your greatest needs and challenges as a
company?

Earning enough income and funding to support adequate
rehearsal time to deliver the level of performance | want
along with all the admin. Having a base which includes a
decent size studio that we are resident at along with a
small office space at the same location (We currently run
the two separately which does cause communication
breakdown at times and causes a lot of extra unnecessary
time & money spent on meetings and travelling)

How easy is it for you to find rehearsal space?



BT:

KT:

BT:

KT:

BT:

KOT:

BT:

KOT:

BT:

KOT:

BT:

101

Appendix i

At the moment we are using council space in Hounslow
(i.e. town hall, local theatre) as it is reasonably priced and
can get it fairly regularly. However, we do have to make
way for weddings, baby classes etc, which are pre-booked
so much further in advance than we can arrange. If we
are not in Hounslow we have to find random space
anywhere in London which is pricey and not always large
enough.

Have you ever used rehearsal space in a school? If so
what was your experience?

No we haven’t rehearsed in a school.

Does the notion of forming a sustained relationship, of
being * Company in Residence with a suitable secondary
school interest you?

Yes. For the company it would build an audience, and
having a base with decent space would be a huge benefit
to the quality of our work - allowing the company to focus
on rehearsal and not be distracted by new spaces,
travelling difficulties etc. For the school: | would be happy
to run workshops, teach dance classes, have [groups] sit -
in on rehearsal; they could study the choreographer and
his styles as part of their curriculum; there is also a cultural
aspect of having an African dance company based in the
school. We could support a junior company, providing
performing opportunities for young people, such as
curtain-raisers etc, students would learn that to be a
dancer is a proper professional job, so they grow up with a
good understanding of what a dancer’s career involves.

What do you think the benefits might be to you and your
company?

No response

What do you think you’d bring to the school?

As above

Would you consider working after school hours in order to
access rehearsal space?

No - both my dancers and myself have families and
responsibilities so working out of hours on a regular basis
is difficult and not always an option



KOT:

BT:

KOT:

BT:

KOT:

BT:

KOT:

Appendix i

What excites you about the possibility of being a Company
in Residence in a school?

Knowing we have a decent space to rehearse in and that
we can go regularly to one place where our administration
is also based. The possibility of a junior company also is
interesting.

What do you think might not work and where you think
tensions might exist in this kind of partnership?

Taking second priority i.e. if the school decides they need
the space when we have already been booked. Teaching
demands during rehearsal periods, unless within the
partnership we could fund one extra education post, who
could then take on this responsibility as a member of
Tavaziva Dance and | would then just teach master
classes.

Do you have any other comments or suggestions?

No.

Thank you for your time and input.

102
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Appendix ii

Interview with Linda Jasper, Director of Youth Dance England

August 2007.

| have recorded the questions as asked and paraphrased the responses from
my notes. Where occasional direct quotes are used they are made clear by
quote marks and italics.

KOT:

LJ:

| understand you are currently mapping youth dance provision in
England. Is that process complete and what have you learnt most
significantly so far?

Yes we are. Youth Dance England’s Regional Co-ordinators, of
which there are nine, have been undertaking an audit, which is
now almost finished. They are now able to update our statistics
on an ongoing basis.

They pulled together some of those statistics for the YDE
conference in Liverpool in April 2007

| [Linda Jasper] also wrote a briefing document for the new
Minister [of Culture, James Purnell]

This mapping of provision focuses on ‘out of school’ provision
and not the whole picture.

‘We know that we are only uncovering the tip of the iceberg but
we are now able to come up with specific data such as the
average size of dance classes or groups, and people can now
post their information on our database.” LJ

Another area of YDE’s focus and activity that covers both in
school and out of school activity is Dance Links. Dance Links is
a joint DfES/DCMS project under the PE Schools Sport Club
Links Programme (PESSCL). Youth Dance England (YDE) and
the National Dance Teachers Association (NDTA) are working
together to facilitate the links between schools and specialist
dance providers and practitioners

The key roles in this will be the development of Partnership
Development Managers (PDMs).Similar to the Sport model. The
PDMs will be centred in a key school around which there will be a
cluster of other schools. The idea is that from 2008 every school
will be in one of these partnerships. Currently Specialist Sports
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Schools are governed by the Youth Sports Trust, as opposed to
the Specialist Schools Trust. 8

Dance Links can potentially make a big contribution to ‘out of
school’ dance provision. The importance of the contribution is
that the PDMs - as is the current role of YDE and the NDTA -
will provide:

a) Information

b) Ensure professional dance artists are adequately trained to
work in schools

c) Ensure the best and most appropriate links and
partnerships are developed.

d) Dance Links is funded through the PE, School Sport and
Club Links Strategy (PESSCL).

Dance Links is in its second phase of development (2006—2008).
The programme aims to create more opportunities for children and
young people to dance and to build the capacity in the dance
sector to develop relationships with schools.

YDE and NDTA are implementing the recommendations of Dance
Links through: Making Links. Key partners are uniting to deliver
training courses nationwide, designed to arm dance practitioners
with the skills needed to teach in schools. In London, for example,
London Youth Dance and the Royal Academy of Dance have
joined forces to deliver the National Dance Teachers
Association / Youth Dance England Dance Links: Making Links
courses.

In term of bringing professional dance expertise into schools, there
is already a model and a structure that is being built through Sport.
In terms of beginning to make the appropriate links between the
dance and sport sectors however, YDE identified some clear gaps
in knowledge. When dance organisations were asked to name
their local Specialist Sports School, for example, very few were
able to do so.

Whilst many of the Sports Specialist Schools deliver dance within
the PE curriculum, they tend to lack — with notable exceptions —
dance specialists to deliver and lead the work.

Significantly, whilst it would be natural to assume a helpful degree
of homogeny amongst Specialist Schools, (co-coordinated by The

84 Tony Hall’'s commissioned Dance Review for DCMS (published March 2008) recommends that each
of the 450 School Sport Partnerships should establish a dedicated dance co-ordinator just as they
have partnership development managers (PDMs) at the moment for sport.
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Specialist Schools Trust), Performing Arts Specialist Schools are
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notably different from Sports Schools in that they are not
networked in the same way as Sports Schools; they don’t have
the same network or clusters of schools; and the amount and the
precise nature and content of the Outreach work they each
deliver is not so tightly governed. Whilst this gives them a certain
freedom, at the same time there is huge disparity between
different schools in terms of the nature and quality of the
provision.

In terms of provision of dance for young people as a whole, what
in your opinion is the biggest need?

The biggest need is for co-ordination of what’s already there;
signposting and quality assurance.

‘There are so many different deliveries initiatives and
organisations that for parents, teachers and children, the process
of finding access to the provision that already exists is not only ad
hoc, but a potential minefield. How do they know where to look if
they want to progress their interest in dance?’ LJ

The need for teacher training is paramount. At a local level there
are few places that can offer appropriate training of sufficient
quality. And there are no national standards by which employers
can easily assess teachers.

These are the immediate needs. but in the longer term, thinking
of the perspective of a young person, then the needs are to do
with signposting, and with quality; every young person should be
able to access the best quality provision; therefore it is about co-
ordinating the offerings, making them visible and available, and
about developing clear and workable standards that ensure true
quality.

You are overseeing the regional dance co-ordinators. Are
they linked to the PESCCL hubs?

The Dance Partnership Development Managers, share a similar
function and purpose to Youth Dance England’s nine Regional
Co-ordinators in terms of co-ordinating provision. The major
difference is that the PDMs are focussed completely on school
club links, and in developing particular clusters of linked schools,
whereas the Regional Co-ordinators have a broader agenda.

The key tasks for the Regional Coordinator are:

to improve networking, communication and information services
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to work with other agencies to develop more opportunities for
showcasing work around the region
Appendix ii

to provide more opportunities for training at local level

to raise the profile of youth dance

to improve links between the education and community sectors
and to support fundraising for youth dance initiatives

Other recommendations include:

setting up a regional youth dance network linked to the
coordinator,

with other key individuals or agencies providing a link to sub-
regional

youth dance forums

the development of a network of key people around the region to
work with the youth dance network and coordinator

a biennial regional youth dance event or conference, to bring
together all the region’s youth dance organisations

an annual programme of five or six showcase events (possibly
themed) at venues around the region, open to groups from all
over the West Midlands

Do you have any particular thoughts on structure and delivery?
From what you are saying it would seem essential to ensure first
and foremost that the right structures are put in place?

Ensuring the right structures of support are in place is key. This
will lead most importantly, to more paid work.

We have many dance graduates emerging from the dance
colleges each year with skills and qualifications [Mostly BA Hons,
and some Professional Diplomas], but we have a difficulty in
retaining high quality people in work, and in the sector.

So much of the work in the sector, whether it be performing or
teaching, is on a short-term or project basis, and most of the
teaching outside full-time vocational dance schools, is delivered
by part-time, freelance teachers. Developing the right structures
sufficiently could lead to the development of more full-time posts.

Who are best people to deliver this excellence (in dance) in
schools? Do we have teachers with the right skills?
“Yes we do, but not enough of them.”

This is echoed by directors of National Dance Agencies for
example, who say they struggle to find teachers of sufficient
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calibre and expertise to deliver meet the demand and to whom
they feel they can comfortably entrust their young students.
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There have been instances when organisations have struggled to
find teachers with appropriate skills and experience. An advert in
The Times Educational Supplement (TES) for dance teachers
failed to attract more than just a few suitable applicants.

We could do with an appropriate PGCE qualification for Dance.

One of the dangers we face in trying to draw together these
different strands is that one Government Department does not
always seem to know what the other is doing. The current
system is not sensitive enough to recognise where there may a
particular emphasis of need in one area that may not be reflected
in others. Middlesex University for example recently lost its
Dance PGCE course as a result of this. With fewer training
opportunities it will be harder to match the needs and provide
both sufficient quantity and quality of teachers. Again this
demonstrates the need for joined-up thinking. The positive and
negative impact of policy decisions needs to be understood
across Government departments.

Do you feel the notion of a professional company in residence in
schools is relevant? If so, who or what would be the best
mechanism for bringing these kinds of partnerships together?

| think this depends totally on the particular individuals involved.
We already know how hard it is to make this kind of thing work.
We have tried it many times before. These difficulties arise
because it's essentially a collision of two completely different
cultures. The school day, and an artist or company’s day do not
necessarily coincide. The remit of both entities are both so
different. Simple yet fundamental obstacles would need to be
overcome, such as the likely need to engage the school
caretaker or cleaning staff if a company is working after normal
school hours for example. The school may not have the budget to
staff this extra demand.

Surely this will impact then on the current desire to implement
Extended Learning and Learning Outside The Classroom
initiatives?

Indeed.

| think this kind if idea will work best in schools where there is
a dedicated and enthusiastic Dance department who really
understand the cultural differences between a school and a
professional dance company. They would also have to be
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sufficiently hungry for this kind of professional input in order to
take on the inevitable challenges. | think we are looking ideally
at the top end of a secondary school.

Appendix ii

| chose to target this idea within Specialist Schools because | felt
they were best placed both to benefit from this professional level
of expertise, and to be able to offer in return the appropriate level
of resources and support. | can see that timetabling will be a big
challenge. Even if a company chooses to work during school
holidays, this is the time when the school is likely to be
undertaking redecoration and essential maintenance.

The ideal and most workable scenario is where there is an
autonomous Performing Arts Department with its own designated
space(s) that it has freedom to timetable as it wishes. | can see it
being difficult to plan the periods of work otherwise.

Even - as you suggest - for a group of students to watch
company class or rehearsal — means less contact time for
teachers with that class. Any contact time between students and
the professional artists would most likely have to be built into a
unit of work. It is not as simple or as flexible as one might hope
for.

Might | deduce from what you are saying that this kind of
relationship would be more easily managed if it were focussed on
Extended Learning or Learning Outside the Classroom?

Yes | think so.

In summary, the key areas of tension are to do with: access,
understanding and timetabling.

It might be useful from the company perspective, if they were to
develop relationships with a number of key schools in an area
rather than put all their eggs in one basket so to speak. A
relationship with a small cluster of schools might usefully dilute
their dependency on one particular school. At the same time it
may also help them access more money or offer opportunities for
performances.

The over-dependency on one school can create a particular kind
of vulnerability to the relationship; so often success relies on the
wholehearted support of a key member of staff. When that
person leaves or moves on, the whole circumstance can change
radically and particular commitments to certain kinds of activity
can evaporate all to quickly.
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As for other models or examples, in the past we tried to get
Phoenix Dance Theatre into Bracknell. Back in the 70’s and 80’s
a number of companies such as Extemporary and Phoenix, were
placed in schools for more than a term. The venture was funded
by the Arts Council and a report on Dance Artists in Education
Appendix ii

was written by Sandra Hockey, (now Alexander Carter).

Currently there is an interesting model in Hextable Dance in
terms of the interface between professional and community
dance.

I’'m certainly interested to know about other models, where ever
they are, although one of the key reasons | chose to focus my
enquiry on London was because this is where the majority of
dance companies are based and as a result where there is also
greatest competition for space, and the greatest paucity of
suitable and affordable rehearsal spaces.

Do you think professional artists aware of the kind of political and
structural changes we’ve been talking about? What discussions
do you think need to happen? Who else needs to be at the table?
How can we join the dots?

In general, | think professional artists perhaps are not aware of

these kinds of things. At the same time Making Links however is
specifically targeting at artists who are interested and have made
a commitment to leading work in school and community settings.

That makes perfect sense. Although | suspect I'm trying to focus
more on the professional companies whose primary focus is
performance, but who may also, as a company have a
commitment to learning, and to sharing, and bringing their
knowledge and expertise, as high level exponents of their art
form, into schools and community settings.

| am keen to arrive at some recommendations for policy or for
further research. | suspect | won’t be able to create a water-tight
case at this stage. But | am most keen for this to lead to further
exploration and to find the best ways to share these thoughts and
move this agenda forward in a wider arena.

You might arrive at a point for example where you might
recommend a ‘double-act’ seminar. Dance UK and YDE might
invite artists and companies for a briefing and discussion.

That’s a good thought. What role is Arts Council England playing
in all of this? Who is taking the lead on developing a National
strategy for dance — one that includes all these things?
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It seems at the moment that they [ACE] don’t want single art form
strategies.

Appendix item ii

At the same time, | know that Janet [Archer, new Director of
Dance Strategy] is very committed to making these kinds of links.
[Janet Archer was till recently Director of Dance City, National
Dance Agency (NDA) in Newcastle].

Dance UK has just released a briefing paper relating to the recent
announcement by Gordon Brown.

Linda thank you very much for being so generous with your time
and thoughts.

Don’t mention it.
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Example of a Dance Company in Residence

London Contemporary Dance Theatre

Whilst the growth of contemporary dance in this country can seem
inevitable from where we stand now, that was by no means the case if
we turn the clock back to 1963, when the late Robin Howard CBE
persuaded his friend Lord Harewood, Director of the Edinburgh Festival,
to bring the American Modern Dance pioneer Martha Graham and her
Company from New York to perform firstly in Edinburgh and then in
London. The Martha Graham Company had not been to the UK since
1954 as their tour to Europe the previous year had not included Britain.
Robert Cohan, who was dancing with the Graham Company then as

one of the principal dancers and partners to Martha, recalled that

Whereas the first tour was a critical success but an audience disaster,
the second tour was a huge success, and he [Robin Howard] was in
great part responsible for that happening. &

It is true that in the 1960’s the dance landscape was completely different
to the one we have now. There was an enormous task of educating the
British public to a new form of contemporary dance imported from
America, by disciples of the American Modern Dance pioneer Martha
Graham. Through the extraordinary vision and support of Robin Howard
CBE, the Contemporary Dance Trust was founded in 1969, along with
the London School of Contemporary Dance (as it was then called) and
the company London Contemporary Dance Theatre, with both company
and school housed at The Place, near Euston with its own theatre
space. Invited by Howard to head this artistic venture was Robert
Cohan CBE, who became the founding artistic director of London

Contemporary Dance Theatre and its school.

85 Cohan, R. (2004). Society for Dance Research, Edinburgh University Press. Reminiscences and
Reflections at Eighty. Dance Research, Volume 22.2, Winter 2004. p.119
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Cohan recalls:

As a way of encouraging awareness of contemporary dance in the
early years, we formed small demonstration groups to go round the
country, to small arts centres — not necessarily proper theatres

Further perspective on these early LCDT residencies comes from Judy

Smith, former head of dance, Liverpool John Moores, | quote:

‘In 1974 Irene returned to Liverpool, where the forward thinking head of
Dance at IM Marsh College, Lorn Primrose, recognised the potential
impact on her students' professional dance training, of adding a dance
artist to her staff. She invited her to take some classes, and in 1975
Irene was appointed as a full-time dance lecturer where she remained
until her retirement in 1993. Lorn Primrose's foresight soon became a
reality - IM Marsh found itself at the centre of a debate that has since
been seen as a pivotal point in the development of dance education, ie.
the relationship between young people's experience of dance in school
and the then new contemporary dance that was sparking the
enthusiasm of the many teachers who saw London Contemporary
Dance Theatre on stage. Irene's expertise and training, both as a
professional artist and teacher, placed her in an ideal position from
which to help bridge what was, in the late 1970s an enormous gap
between these two groups of people.’ &’

‘In 1976 she was centrally involved in coordinating one of the pioneering
residencies of London Contemporary Dance Theatre (LCDT) at IM
Marsh. She was instrumental in designing a programme whereby
members of the company (ie. Robert North, Christopher Bannerman,
Patrick Harding-Irmer, Kate Harrison, Celia Hulton, Tom Jobe, Sally
Estep and Anca Frankenhaeuser) worked with students daily on
repertoire such as Robert Cohen's Hunter of Angels rehearsing and
choreographing them as if they were part of the company. Concurrently
and crucially LCDT members introduced children in local schools to
Graham work, a format which today is only too familiar but which was
then unheard of.’ 8

‘Whilst, for all involved, this was an exciting challenge it flagged up
another area of debate - ie. matching expectations of company

% ibid

87 Smith, J. ( 07 November 2002) Silent Revolution. Animated magazine. Foundation for Community
Dance. [Tribute to Irene Dilkes]
From: http://www.communitydance.org.uk/metadot/index.pl?id=22261&isa=DBRow&op=show&dbview id=17860

8 ibid
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members and teachers as to what constituted a good dance
experience. They differed dramatically. But for the students who were
Appendix iii

involved in the residency this was to provide a blueprint for their future
professional practice as dance artists, animateurs, choreographers
and teachers.’ &°

By the early 1980’s the LCDT Residency model had evolved further.
Often taking place early in the year in between January and March, the
company of 18-21 dancers would sometimes divide into two distinct
groups. This allowed either for two groups to be located in residence in
different parts of the country simultaneously, or for one half of the
company to be away teaching, whilst the other half rehearsed new
works in London. Whilst LCDT developed a separate Education
department that supported the work of the company throughout the
year, delivering classes and workshops across the country, what was
particularly unusual was for all the dancers in the company, especially
one of this size to be involved this kind of teaching and outreach. (LCDT
and Rambert Dance Company were far smaller than the maijor classical
companies in the UK, but b far the largest and best resourced

contemporary companies).

On my first residency, the whole company came down to Hampshire for
several days to be present in a school, allowing audiences to observe
daily company class and watch rehearsals, and sometimes either a
lecture demonstration or a performance. The residency even drew
media attention and a short documentary news item was broadcast by
local BBC TV. After he initial few days most of the company moved on
leaving a small team of two dancers and a musician to work in a school.
On this occasion there were two such teams working in the same area.
It is worth noting that the LCDT model exemplified a helpful way of
integrating a younger less experienced dancer like myself by pairing
them with an older more experienced dancer and teacher. This was an
effectively allowed a less experienced dancer to gradually acquire the

necessary skills, knowledge and practical experience to develop their

89 ibid
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teaching practice, without giving them too much immediate
responsibility.
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The focus of the residencies was geared around giving a rich creative
and physical experience to young schoolchildren who may have had
limited dance experience. The goal was to train every day, starting with
class (warm-up) and then work creatively towards a making a piece of
dance for performance at the end of the residency. We had the luxury of
working with experienced dance accompanists who would play for class
and create the score for the performance work. The use of live music
added considerable value to the process. The schoolchildren had often
never worked with live music before. Sometimes it would be a pianist or
a percussionist, or occasionally a multi-instrumentalist musician capable
of play all sorts of combinations of instruments, sometimes
simultaneously. Being able to co-create the music and dance organically
allowed far greater flexibility and no doubt a much richer experience for
the students than being tied to pre-recorded music. (Before CDs,
winding a tape cassette forward and back was a time costly and
laborious process which cold easily destroy the momentum and pace of
a class or rehearsal. During class, it allowed for subtle or dramatic
changes in tempo that would be impossible working with pre-recorded

music.

Many of today’s mature artists and dance professionals attest to the
impact that the LCD residencies had in building interest and an
audience for contemporary dance. In the case of some individuals it was
what led them to take up dance training. Choreographer Jonathan Lunn
is one such example, whose talent was spotted and enthusiasm
sparked during a LCDT residency in Hull, and who went on to train at
the London Contemporary Dance School, before eventually joining
LCDT as a full-time company member. We should be grateful to those
early pioneers in LCDT, in particular Robin Howard CBE and Robert
Cohan CBE, whose efforts paved the way for much of what we take for
granted now in contemporary dance, and also in Education and

Outreach work.
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Example of a Dance Artist in Residence

Dancer in Residence, Queens’ College Cambridge.

In 1998, | was appointed as Dancer in Residence at Queens’ College
Cambridge. The President of the College, Lord John Eatwell, though an
economist by profession, had been an avid dance supporter for years,
involved on the Boards of Directors of various dance companies at
different times including London Contemporary Dance Theatre and The
Royal Opera House, home of The Royal Ballet. It was a post | held for
eight years, having inherited it from my predecessor Sarah Matthews, (
an ex-Rambert Dance Company dancer) and which is still continuing
under the direction of Adele Thompson, meaning that the post of Dancer
in Residence has now been in existence for a full twelve years. What
makes it particularly unusual is that the generous and sustained support
the college has been able to give is for extra-curricular activity, as

Queens’ does not offer dance as part of its curriculum.

The vision that has led to having a Dancer in Residence at Queens' is
unusual, perhaps because - at the risk of cliché - the university
environment, seems to be a place where agility and flexibility of mind
come first and foremost and that of the body second. It is also an
environment where despite an obvious wealth of sporting activity, the
demands of college life along with this perceived hierarchy of mind over
body might perhaps encourage some to ignore their physical and

creative existence to their overall detriment.

As Dancer in Residence | had responsibility for overseeing and
delivering the dance programme, and where necessary engaging other
professionals to support the delivery of regular classes and workshops.
| reported directly to The President of the College and liaised with

president of the Contemporary Dance Society.
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Regular classes took place during term-time. Despite being based in
London | would travel to Cambridge once a week, and stay overnight.
On Friday afternoons | would lead both a beginners an advanced class
in contemporary dance. The college was generous enough to support
an accompanist, and we were consistently fortunate enough to engage
experienced dance accompanists who travelled from either Ipswich or
London. On Saturday mornings | led a two and a half hour creative
workshop. | inaugurated an annual platform for student choreography
entitled ‘Sprung! that is still continuing; this allowed us to invite guest
companies to the College such as Sadler's Wells Youth Dance
Company and the National Youth Dance Company, performing the work
of choreographers such as Wayne McGregor or in the case of the
Sadler's Wells Youth Dance Company, performing the results of their
own collaborations with post-graduate composers from the Royal
Academy of Music. There were also frequent opportunities for myself
and students to collaborate with the College Musician, (also a freelance
professional). The classes were open not only to students of Queens’
College but also to students studying at other colleges and local

residents.

Originally classes were conceived to take place only in the first two
terms of the academic year as it was felt that students would be too
preoccupied with exams in the final term. As it was, over time there was
even greater demand from some students to have a creative and
physical outlet during the build-up to exams and we were able to run

classes for the first 5 weeks of the exam term.

During the Year 2000 with support from the Arts Council’s Year of the
Artist, composer Simon Redfern and | conducted an 8-day residency at
Queens, as co-directors of Artyfartyarts, a multidisciplinary arts group.
Entitled “Meetings by the River’, the residency comprised hosting a
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series of ‘unlikely meetings’ and workshops to explore themes of ‘time’
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with a mix of professionals that included a theatre director, a cognitive
psychologist, a theoretical physicist, a music therapist, a dance
archaeologist, composer, choreographer and three professional
dancers. Though designed primarily as a research and development
process a public showing of work in progress was held at the end of the
8-days. These meetings had lasting impact on quite a number of the
participants in ways that could have not have been predicted. It was
unusual a) in bringing such seemingly unlikely collaborators from such
radically different disciplines together and b) for it to take place in the
environment of Queen’s College, who allowed us to inhabit all manner
of spaces during the eight days, from squash courts to ancient dining
hall.

One further element of artistic activity, which was made possible
through philanthropic support from an individual benefactor, was an
annual performance of new music and dance each year, for three years,
entitled ‘Vigani’s Chemistry Cabinet’. This allowed for four commissions
from professional composers, mentored by a senior composer of
pedigree such as Michael Finnissy and Diana Burrell. During the first
year one of the compositions was a commission for a new dance piece,
which | choreographed, working with five professional dancers and
composer and Queens’ graduate Dylan Pugh. This process allowed
student dancers within the college to participate in daily company class,
observe the rehearsal process, performance and filming of the work and
engage in dialogue with the artists about during the creative process, a
dialogue which was of benefit to us as creative artists as the result of
having outside eyes and ears and engagement with an articulate and

interested audience.

Earlier in the same year | was also able to benefit from generous
amounts of rehearsal space within the college whilst | undertook the
making of a solo for myself and a duet for two other professional
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dancers to be performed at The Place Theatre in London as part of the
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Resolution! Season. As an artist this was a gift, as in London | would
have struggled to find available space that | could have afforded and
which was conducive to working creatively. The added bonus of being at
Queens’ was that there were two spaces to choose from: one was a
large and expansive hall with a sprung wooden floor that operated either
as theatre auditorium when the seats were extended or else as a dance
studio or badminton court when the sets were closed; the other was a
much smaller studio, but nevertheless plenty big enough and flooded
with natural light from large glass windows on three sides that
overlooked green lawns and in the autumn opened up onto a fabulous
vista of ruddy colours from the surrounding trees. It was an inspiring
space to work in, with few distractions or disturbances; and the

ambience of the space was a real bonus for which | was very grateful.

One of the achievements of this post was | believe over time to raise the
standards, the profile and the scope of dance within the college
environment of Queens’. As dance became more established and better
known, its reputation was such that some students applied specifically
for courses at Queens’ because they knew dance existed there. In one
year, two regular attendees of the classes at Queens’ graduated from
Cambridge University to undertake full-time study on the BA Honours
course at the London Contemporary Dance School. The principal of the
School, Veronica Lewis MBE noted the positive impact that two such
students could have on the rest of their cohort, bringing with them a
maturity of approach and a strong background of independent learning
and study. In subsequent years other attending students have also gone

on to full-time dance courses at other institutions.

Unfortunately this is something that is now under threat with the
introduction of new Government policy relating to Equivalent or Lower
qualifications, essentially meaning that students who have already

undertaken a BA course of study in one subject will no longer receive
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funding to undertake another subject on a course with the equivalent or
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lower qualification. Sadly this threatens to impoverish the quality and

range of applicants who may apply to schools such as the London
Contemporary Dance School. Quite a few of our most notable dance
artists and choreographers — such as Richard Alston, Siobhan Davies
and Kim Brandstrup had al studied other subjects before moving into
dance, and | have little doubt it is this rich and diverse background that
has led to each of them being such uniquely talented and distinguished

creative artists.

To turn attention again finally to the role of Dancer in residence at
Queens’ it still strikes me as unexpected and remarkable, that the
University environment should be the place that offered something of an
oasis for creativity and artistic pursuit, and which allowed professional
artists to truly pursue their own creative needs with few strings attached,
where such time and space was not readily available elsewhere and by
so doing furthering their art form and encouraging dialogue and
interaction with a different audience. In return the impact of professional
artists in this particular setting gave further inspiration and impetus and
direct support to all the creative talent and artistic activity that already
existed within the University environment. This is indeed something to
celebrate, and something that | have no doubt has served to make
Queens’ noteworthy by its example amongst other colleges and

Universities.
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Example of a Partnership between a Vocational Dance School and

a Specialist Secondary School

The Royal Ballet School Dance Partnership & Access

Programme

The Royal Ballet School is one of the world’s leading vocational ballet
schools and the school’s mission is: To train and educate outstanding
classical ballet dancers for The Royal Ballet, Birmingham Royal Ballet
and other top international dance companies. Each year it trains just
over 200 students from the ages 11 to 19 at its two schools in London:
at the lower school in Richmond Park and at the upper school in Covent

Garden.

Four years ago it embarked upon a totally new strand of work and
inaugurated a new department in the school: The Dance Partnership &
Access Programme. This was launched at the behest of and with
generous support from the DfES, (now DCSF) recognising the potential
of The Royal Ballet School as a leading national resource, not only for
training and educating outstanding classical ballet dancers, but also as
a vehicle to support the development of excellence in dance throughout
the country; the aim was to achieve this by opening up access to the
unique body of knowledge, expertise and resources of the Royal Ballet
School to members of the public, students, teachers and other dance

organisations.

The Royal Ballet School sought to meet this objective through the

steady development and growth of a number of key initiatives:

e The Specialist Schools Programme -aDvVANCE

e The Primary School Programme — primary STEPS

e Access to our newly designed Permanent Exhibition/ Special
Collections and Public Open Days

e Chance to observe classes, rehearsals and performances

e Non-residential and residential days at White Lodge offering
workshops for children

e Development of Distance learning

e The development of a Post Graduate Dance in Education course,
designed with The Royal Opera House Education Department
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When it began, the department was headed by Jay Jolley, the Assistant
Director of the school, by Ginny Brown, the Programme Manager, and
by myself, as Artistic Advisor and Lead Artist. As well as helping to plan
and oversee the programme and develop the programme’s overall
artistic policy. | was also involved in delivering a large part of the hands-
on work along with a small but extremely dedicated team of dance
artists. | was also responsible for contributing to training and mentoring
of other dance leaders; advising on national initiatives relevant to the
department ; ensuring the criteria for the DfES Dance Partnership
Scheme and GLA were met and not least for leading, on the large scale

choreographic partnership projects with State Specialist Schools.

The ethos supporting the work is:

o that ballet: is for everyone, regardless of socio-economic or
ethnic background;
o that ballet can be engaging and relevant to young people;
¢ and that ballet can provide a rich context for creative exploration.
I'd like to highlight two key areas of the work: the Primary Schools

Programme and the Specialist Schools Programme

It is probably fair to say that outside the private dance schools, there are
extraordinarily few opportunities for children and young people to

engage with or participate in classical ballet.

primarySTEPS

The new Primary School programme primarySTEPS, was targeted at
Year 3 pupils, and aimed to provide them with a positive introduction to
ballet. primarySTEPS focuses around a cluster of up to 5 primary
schools in one area and is designed to run over a 3-year period. Initially
pupils receive a series of creative dance workshops introducing
elements of ballet and the chance to watch a lecture-demonstration on
ballet training given by Royal Ballet School students (including some of

our younger Junior Associate students).
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Following on from this is the opportunity for selected pupils to join a
regular primarySTEPS class. This development allows up to 25 Year 3
pupils, to attend weekly ballet classes that provide initial ballet training
for children who would not otherwise have the opportunity. Pupils also
have opportunities to see Royal Ballet School students in performance.
These classes continue to run weekly for students throughout Years 3, 4
and 5. The idea is to leave a lasting legacy, and once established in an
area, the primarySTEPS dance class will continue as long as funding
allows. (NEXT)

With primarySTEPS the Royal Ballet School was piloting a new
approach to introductory ballet training, starting first by engaging
children’s’ natural movement skills and creative movement ability and
then gradually fusing these skills with formal ballet training. In this way
they aimed to make ballet accessible and relevant to a broader range of
children. In order to achieve social and cultural diversity,
primarySTEPS is established in areas where the majority of children do
not already have access to private dance classes and the aim is to

involve an equal number of boys and girls.

On completion of the primarySTEPS course, the RBS aims to find
suitable progression routes for all children. These may include the RBS
junior associate programme, CAT'’s, local youth dance groups and local
Gifted & Talented groups. Ultimately the aim of the programme is to
provide a positive introduction to dance via ballet, rather than to identify
talent for vocational ballet training — although this may be a positive

spin- off.

primarySTEPS was piloted in Suffolk in 2005/2006 and the programme

was officially launched in Dagenham, East London in October 2006.
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aDvANCE

The other key area of this work that I'd like to highlight is the aDvANCE
programme, which is the name given to the RBS’s Specialist Schools
initiative. This programme is designed for GCSE or A Level dance pupils

or equivalent gifted and talented dance groups.

Participating schools are invited to select from a menu of activities
designed to introduce pupils to ballet and The Royal Ballet School,

which include:

e A visit to the Royal Ballet School

¢ A demonstration of ballet training by pupils of The Royal Ballet
School

e A creative dance workshop at their school exploring aspects of
the ballet genre

¢ Anintroductory/taster ballet class

e A chance to see The Royal Ballet School students and local
Specialist School pupils in performance

Choreographic Projects (as part of the aDvANCE programme)

One very significant element of the aDvVANCE programme is that
schools may also apply to be selected for a longer choreographic
project. These projects are perhaps the most ambitious part of the work
and consist — and in essence consist of a series of practical sessions
held over 12 weeks, led by a Royal Ballet School dance artist, who
works creatively with students from the Specialist school to develop a
large dance piece that is created and performed jointly with Royal Ballet
School students. In one such project there was a cast of about 50

dancers.

The first 12-week choreographic aDvANCE project was a collaboration
between the first year students at The Royal Ballet Upper School and

students from two partner schools in East London: Dagenham Park &



125

Barking Abbey. It culminated in performances at the Broadway Theatre
Barking, The Royal Ballet Upper School in Covent Garden and shortly
Appendix v

afterwards at the Specialist Schools Conference held at The Barbican in
February 2006.

Key Comments and Observations

In establishing the Partnership & Access programme the department
thought carefully about what the RBS could specifically offer to state
schools and to community settings. One of the unique features is the
potential for young people with very different experiences to meet and
work together. Additionally, as a school itself, the RBS felt that it was
important that this work was of equal benefit to its own students as for

the students they engage with on these projects.

In fact one of the most welcome discoveries in delivering this
programme, has been to see just how much the RBS students gain from

these initiatives. It provides them with:

e Opportunities to engage with a broader range of life experiences —
something that can aid their development as dancers, and offer
excellent preparation for involvement in education activities as a
professional dancer.

e |t offers then a unique opportunity for creative development and

e The chance to share their hard won expertise and knowledge with
other young people

In return, schoolteachers say that their students benefit by:

e Opportunities to experience the level of discipline and commitment
required of ballet students to reach the highest standard

e Meeting and working with peer group helps their students to ‘raise
their game’ and aspire to achieve their very best, often resulting in
greatly increased confidence, (not only in relation to dance) and
students taking huge pride in their achievements.

e At least two Specialist School students from the first partnership
project went on to take full-time dance courses.

During another London partnership project, a school in South London

had an unusually diverse group of students. Half of the group
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comprised refugees from countries including Angola, Iran, Guinea,

China, Kazakhstan and Mali. These students conducted their normal

Appendix v

school lessons separately to the rest of the school, but this project
offered a chance to integrate them with the other students. The
opportunity for intercultural learning was extremely high, and during a
visit of The Royal Ballet Students to this school | remember feeling
enormously privileged to have the opportunity to help facilitate a
discussion amongst a mixed group of students about dance in these

various countries.

It is also important to point out very simply that these projects do not aim
to turn the Specialist School students into ballet dancers in twelve
weeks; although they may be immensely challenged, it was not
expected that they would attain the physical perfection that can take at
least ten years for a classical dancer to acquire. But rather the aim was
to inform the students about ballet, and to use ballet both as a strong
base of physical knowledge, and as a springboard for the students’
creative exploration of dance. The creativity of the students is at the
heart of the process and in the final performance work, it is the students

themselves who have made almost all the movement material.

This approach encourages students to make many creative,
autonomous decisions; and in challenging them both creatively as well
as physically, it helps them to take real ownership. This is of enormous
value to them, regardless of whether or not they are likely to go on to
pursue a career in dance. Despite the two groups of students coming
mostly from such different backgrounds and such different experiences
in dance, I've witnessed huge mutual respect for each other’s skill, craft
and creativity as well as the sheer pleasure of mixing with other young
people who also share a passion for dance.
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These partnerships projects also offer a huge opportunity for all the
students to move outside their familiar world and beyond their comfort
zone, both inside and outside the dance studio. For some of the East
London students in the first project, even coming to London’s West End
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was a new experience, and they had never been into an environment
like the Royal Opera House or the Royal Ballet School. Likewise, few of
the students

at the RBS - who are used to 12-14 students in a class - are very
unlikely to have been into a comprehensive school in East London that
has over 1800 pupils and where some students may spend as many
hours a day training in basketball as the RBS students spend training in
classical ballet. When else would Antoinette from Somerset work
alongside with Ahmed from Albania or Yoshi from Japan work with Sean

from Nigeria?

Classical ballet demands exceptional talent, determination and many
years of training to become even a member of the corps de ballet in a
major classical company. In this sense classical ballet is an elite art form
and this sense it is also just like football. Many people play but only a
few reach the premier league. Unlike ballet however, most people feel
they understand football, even if they don't participate. | think this has to
do with familiarity. The RBS Dance Partnership & Access programme

aims to develop and enhance that same familiarity with ballet.

In setting this work up the Partnership department tried to look firstly at
what it could uniquely bring to the table as The Royal Ballet School, and
secondly, looked very closely at other initiatives and at the bigger
picture, in an effort to ensure that what was set up complemented rather
than duplicated provision that already existed, working closely with
regional and national dance organisations and funding bodies in the
development and delivery of the work.

One of the things that | believe to be most distinctive about this work

was the bringing together of full-time vocational dance students with
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their peers in non-vocational settings to work on a sustained creative
project and perform together. There were times in performance when
the groups integrated so successfully that even a trained eye could

forget that these students came from such different starting points.
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The work has moved a long way in a short space of time. It is becoming
well established and is greatly valued by the partner schools and
organisations, that are developing nationally as well as in London. In
turn this new work is also giving the Royal Ballet School much food for
thought in thinking about how it may best train the dance artists of

tomorrow.
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