Making Connections

Tool Kit

Art and artists 

These notes are designed to act as support material for the Continuing Professional Development programme, run by engage and as such are intended for use by gallery educators at the beginning of their career. We hope they will also have relevance for artists, teachers and artist-educators in the field. It is recognised that many gallery educators are artists in their own right, but for the purposes of this document, they will be referred to by their specific role title to distinguish them from a visiting artist.

Each pack has been compiled in consultation with gallery educator engage members to act as pointers to information and issues that may be of interest to practitioners.  It is recognised that situations in art museums and galleries vary hugely, and much information will be familiar to ‘old hands’. We hope those in the early years of their careers will find useful background information and those with more experience will make suggestions for more material/ useful contacts. We would be grateful for all comments and suggestions – please include these with your e-mail evaluation of the seminar – these will help in developing the tool kit for the web. 

The format of each pack is the same and includes:

Food for thought


- issues and points for discussion
Themed sections 
- including suggested reading and website    links
Samples and templates

- of various documents for reference


References in bold italics refer to documents to be found in this pack.

References in italics refer to information/ documents to be found in one of the other subject packs.

Thank you to those organisations who have allowed us to include sample documents and templates, and in particular for this pack to:

engage reading group; Sue Clive, Gallery Education Adviser; Alison Cox, Curator for Family & Community Programmes, Tate Modern; Maria Hayes, Artist-facilitator; Sarah Mossop, Community & Education Manager, MOMA, Oxford; Janice McLaren, Projects Organiser, The Photographer’s Gallery.

Many thanks to the Department for Education and Skills, Arts Council,England, Nemlac, (an) The Artists Information Company, Esmée Fairbairn and Barings Foundation for their support of the Making Connections professional development programme.

Co-ordinated by Venetia Scott.
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A Short Guide for Artists on professional practice when facilitating workshops for a gallery
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Appendix 4 Legal Matters 

The Royal Society of British Sculptors Child Protection Policy

Quality and evaluation

Template for an external evaluation brief

Clore Small Grants Programme – pro forma evaluation reportTables 1 and 9 on evaluation planning and report-writing (Regional Arts Boards & the Arts Council)

Food for thought

What is important and special about learning in/ about/ across the visual arts?

· How do gallery educators promote and communicate the unique experience of learning in a gallery?

· What is special/different about working with historical art, modern art, contemporary art?

· Where is the balance between remaining somehow ‘true’ to the art on display and true to the needs of the audience?

· What is implied by ‘learning through the arts’ and is this different from ‘learning about the arts’?  

· What are the DfES’s and DCMS’s current positions on learning in the arts?

· Who and how should we be lobbying locally, regionally, nationally, in Europe, even globally?

How can we work creatively with different learning needs?

· What different methodologies are there to explore?

· What are the constants and differences between working in a variety of different venues?

· In a collaborative project, how soon are participants involved?

· What can we bring in addition to curriculum requirements?

· How do we best build effective and creative partnerships?

What and how can gallery educators and artists learn from each other?

· What is the role of a gallery educator? (To an institution, to an artist, to visitors, to funders etc?)

· What are the conditions that best enable an artist to explore art with an audience? (eg getting people to look/ consider; justify opinions; speaking; listening; interpreting; writing; making; group work; asking questions)


· Do we always work with the same artists?  What are the reasons for and against this?

· What qualities do you look for in an artist who will be doing gallery education work? (And what relevance has an artist’s own work got to their work in a gallery or on a project?)

· What exactly are artists employed to do by gallery educators? (eg teach skills/ help people to engage with art/ interpret art/ impart knowledge about art/ help people make art or more broadly act as audience developer/ social worker/ critic….)

What would work best in terms of sharing good practice and experience around the country?

· What options are open for evaluation of programmes and which best serve whose purpose? (NB different stakeholders – funders, participants, partners etc)

· How can we encourage funders/ sponsors to see the value in supporting risk-taking projects?

· How best can we look with new eyes at the learning potential of a collection or exhibition?

· What is the relationship between education and marketing?
· What are the main professional development needs of gallery educators?
Themes

Learning

How do people learn, and how can we best use different methods of learning in an art museum or gallery context?

Learning is a process of active engagement with experience. It is what people do when they want to make sense of the world. It may involve increase in or deepening of skills, knowledge, understanding values, feelings, attitudes and the capacity to reflect.  Effective learning leads to change, development and the desire to learn.’ Campaign for Learning.

Museums and galleries offer opportunities for looking, talking, recording, asking questions, problem-solving, investigating, comparing, measuring, thinking, sorting and setting… there will also be opportunities for handling, drama, role-play, experimentation, doing and making.  All of these activities should be responses to real things. Museums and galleries offer students the possibility of engaging with other times and other cultures. (Developing Cross-curricular learning in museums and galleries, see suggested reading below). 

The combination of leisure and learning that museums can offer is a most valuable asset… (Chris Smith and David Blunkett in the foreword to The Learning Power of Museums, 2000).

The strength of galleries as places of learning lies in their ability to change attitudes, evoke feelings, demonstrate processes, convey significant ideas directly and simply, and engage visitors personally and actively in ways that ensure that the experience is remembered long afterwards.  (David Anderson,1999).

I would emphasise the value of discussion as a first stage in setting the framework for learning in the art museum, the valuing of personal opinion and experience, and the need for empathy in order to begin to understand artistic intentions. All these are key to the outcomes that Anderson cites (above), in that all place emphasis on personal development as part of the process of coming to terms with what is on display. Dr Veronica Sekules, Head of Education, Sainsbury Centre for Visual Arts.

Methods of learning

There are many different theories about how people learn.  Study in America into memory retention showed that people tend to remember 10% of what they hear, 30% of what they read, 50% of what they see, but 90% of what they do (Lewis, 1988
).  

The theory of multiple intelligences devised by Howard Gardner proposes seven styles of learning, here is one set of definitions for them: Linguistic, Logical, Spatial, Musical, Body-Kinaesthetic, Inter-personal, Intra-personal. (Thomas Armstrong, 7 Kinds of Smart).  

The theory is that we each have our preferences for how we like to learn, depending on our experiences, cultural background, and the situation we find ourselves in.  It is worth considering each of these styles of learning and how they inter-relate when planning a project.

Visual literacy

What is it exactly?

· Is it a mechanical process? (learning a system of marks and symbols, just as we learn our alphabet and numbers?) 

· Is there only one language? If so, whose is it? How does ‘visual literacy’ differ across cultures and media?

· Is it about having the skills and confidence to approach and explore art and its messages and ambiguities?

· Is it about recognising interesting links?

· Is it about being able to recognise a ‘masterpiece’?

Visual Literacy is used loosely as a term.  Generally it refers to our understanding and responses to what we see in the world around us and the links and meanings we interpret.

The Curriculum

The National Curriculum was introduced in 1986 to set out the knowledge and skills that children should be taught between the ages of 5 and 16. It consists of three main core subjects (English, Maths, Science) and other foundation subjects including Art & Design (which includes Craft).  

· Between 5 and 14 pupils take national tests in English, Maths, and from 10/11, Science.

· Between 14 and 16, students take GCSEs, GNVQs or other national qualifications, based on varied curricula set by a number of different examination boards.  

· Between 16 and18, students take AS and A levels, also set by different examination boards (An AS level followed by an A2 level = an A level).
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(From www.dfes.gov.uk/parents/curriculum).

Programmes of study set out what must be taught in each subject at each key stage. The programmes of study for Art and History mention visits to museums and galleries. 

Schemes of work are developed by the QCA (Qualifications and Curriculum Authority) in England to illustrate ways of teaching programmes of study. One of the latter is called ‘Visiting a museum, gallery or site’.

Attainment targets are a set of standards to use in measuring how each child is doing in each National Curriculum subject. There are two main attainment targets in the Art & Design curriculum:

· Investigating and Making 

· Knowledge and Understanding

Legally, each country looks after its own curriculum, ie it can vary between England (DfES), Scotland (Scottish Education Dept - new name tbc) and Wales (the Welsh Office Education Department) and Northern Ireland (the Department of Education). The last review was made in September 2000. Formal reviews take place when ministers decide it is necessary.  

See the specific attainment targets for Art & Design attached ‘The Level Descriptions’, or at www.ncaction.org.uk

See ‘Collaborations with schools’ tool kit pack for more re the curriculum.

Reading
Visual literacy:

Ways of Seeing, John Berger, 1974, BBC/Penguin, ISBN 140135154

Visual thinking, Roy Prentice 1999, in J Riley and R Prentice (eds) The Curriculum for 7 – 11 year olds, London: Paul Chapman/ Sage.

The Intelligent Eye; Learning to think by looking at art, David N Perkins, 1994, The J Paul Getty Trust

Visual Literacy: issues and debates. A report on the research project ‘Framing Visual and Verbal experience’.  Karen Raney, 1996.  London: Middlesex University.

Visual Paths to Literacy, Understanding the impact of the project on young people’s learning, Dr Pam Meecham with Dr Eileen Carnell, The Institute of Education,  2002; also Visual Paths to Literacy: A Handbook for Gallery Educators and Teachers, ed Colin Grigg, Tate, 2003 (available in Tate bookshops @ £9.99)

Learning in museums and galleries:

All Our Futures, Prof Ken Robinson/ NACCE, 1999, Department for Education and Employment/ Department for Culture, Media and Sport, ISBN 1841850349

A Common Wealth, Museums and Learning in the UK, David Anderson, 1998, London: Department of National Heritage, ISBN 011702337X

Developing Cross-curricular learning in museums and galleries, Sue Wilkinson and Sue Clive, edited by Jennifer Blain, 2001, Trentham Books Ltd, ISBN 1 85856 236 8

Developing Museums for Lifelong Learning, GEM Anthology, ed Gail Durbin, 1996.

Chapters 3 – 7 are short summaries of learning theory eg Piaget, Gardner.

Interpreting Objects and Collections, Susan Pearce, 1994, London: Routledge, ISBN 415112893

The Learning Power of Museums – A vision for museum education, Department for Culture, Media and Sport, 2000, (PP299)

Learning through Culture – the DfES Museum & Galleries Education Programmes, a guide to good practice, 2002, DfES, ISBN 1 898489 24 6

Learning in the Museum, G Hein, 1998, London, Routledge

Motive, Means and Opportunity, Creative Research Review, March 1999 (Download at www.nesta.org.uk/lowfat/kdust_rep.html)

The Museum Experience, J H Falk and L D Dierking, 1992, Washington DC, Whalesback

Learning

Frames of Mind, Howard Gardner, 1983, London, Heinemann

Intelligence Reframed, Howard Gardner, 1999, New York, Basic Books

7 Kinds of Smart, Identifying and Developing your multiple intelligences, Thomas Armstrong, publ Plume 1999 ISBN 0 452 28137 7

Websites

www.nc.uk.net and/ or 

For national curriculum details

www.ncaction.org.uk

www.dfes.gov.uk
The Department for Education and Skills has a site explaining the curriculum for parents www.dfes.gov.uk/parents/curriculum
www.ccea.org.uk 


Northern Ireland Council for the Curriculum

www.elwa.ac.uk


Education and Learning Wales

www.scotland.gov.uk/ed

Scottish Executive Education Department

www.qca.org.uk 
Qualifications and Curriculum Authority provides example schemes of work for each curriculum subject. 

www.vtc.ngfl.gov.uk
 

Virtual Teacher Centre

www.ngfl.gov.uk
National Grid for Learning (links to selected sites with good content)  

www.niace.org.uk


NIACE (promoting adult learning)

www.campaign-for-learning.org.uk Campaign for Learning 

Role of the artist and the artist/educator

A partnership between an artist and gallery-educator can be a powerful tool for helping to engage audiences in exploring art, as well as valuable professional development experience for both parties.  

The strongest partnerships are based on shared goal(s), mutual respect and a clear understanding of respective skills, roles and working methods.

Initial meetings should explore areas of expertise and expectations of the project, and a contract should confirm agreed areas of responsibility.  Some of the areas of expertise and responsibility to consider might be:

Gallery Educator – buck stops here

Givens:

Education/ access expert

· Making the potential for artists to work in an education role

· Understanding of the learning needs of different audiences

· Skill in communicating with different audiences (sponsors, audiences, colleagues, RABs, curators etc) and contact with them

· Knowledge of the show/ schedules/ facilities/ restrictions

· Keeping an eye on the government agenda (DfES, DCMS)

· Networking/ partnerships

· Past experience at the venue

Employer and support for artist

· Project design

· Recruiting, contracting, training, mentoring, evaluating

· Responsibility on site – budget, space, programme, schedule.

· Different level of responsibility when working in partnership or out of the gallery eg, shared with teacher/ youth leader when organising residencies.

· Contact with other colleagues, partners

Further considerations for a gallery educator working with an artist

What are the opportunities for your own creative input?

How fixed are your ideas about how to run sessions?

Would you appreciate new inspiration in working with a collection/ show?

Artist

Givens:

· Creative individual

· Technical skills

· Understanding of art-making process

· Some insight, knowledge, understanding or interest in a period of art or contemporary art

· Potential role model

· Bringing alternative perspectives

Importantly, consider what level of skills and experience the artist has in working with audiences eg: in communicating ideas and in encouraging responses.  How they will draw on their own creative practice and how may their practice relate to the work they will be dealing with? What experience do they have of engaging people in thinking critically about art? Is the artist sympathetic to the educational approach of the gallery?

To find out about training courses for artists working with museums and galleries contact Regional Arts Boards, and see courses advertised in magazines such as the artists’ newsletter magazine [a-n], produced by The artists information company. Further information will follow on www.engage.org.

See documents written from three different view-points:

· Checklist for a contract with an artist (written by a gallery educator)

· A short guide for artists on professional practice (written by an artist for artists) 

· Framework for a project specification (written by a freelancer for freelancers to clarify any unresolved issues with the client, especially if the brief is not clear. From ‘Working well together: guidelines for freelancers and clients’, available from engage.)

Reading

The Art Gallery as Educator: A Collection of Studies as Guides to Practice and Policy, Barbara Newsoms, and Adele Silver (eds) 1978, University of California Press.

Starting Out: Museum Education Consultants and Freelance Educators, Group for Education in Museums Information Sheet.

Educated about Public art, Eileen Adams, published by Commissions East,ISBN 0 9541447 0 8

Cabinets of Curiosity, Art Gallery Education, Sara Selwood, Sue Clive and Diana Irving, 1994, Art & Society for the Arts Council of England & the Calouste Gulbenkian Foundation, ISBN 0 903319 68 3 

We did stir things up: the role of artists in sites for learning, Emily Pringle, Arts Council, 2002 ISBN 07287-0897-3 or downloadable from www.artscouncil.org.uk
Due for publication:

The Practitioner as Teacher: The role of the Artist within Contemporary Gallery Education, Emily Pringle, using Tate Modern as a case study.

Websites

www.axisartists.org.uk
Visual Arts Exchange and Information Services has the largest database of artists in the UK.

www.aliss.org.uk
Artists and Learning Information and Support Service.

www.engage.org
engage has a list of artists, gallery educators and consultants listed under ‘educator locator’.

www.gem.org.uk
The Group for Education in Museums has a database of freelance consultants and educationalists.


www.mla.gov.uk
Museums, Libraries and Archives Council (formerly  Resource) gives details of the nine Single Regional Agencies for museums, libraries and archives.

Venue/ context

Working practice will always vary according to the potential and restrictions of different venues.  It is important to consider these with the artist from the outset and to identify the key person who can put arrangements into practice.

	Venue type eg
	Timing
	Multi-function?
	Access

	Gallery space
	Eg public opening/ quieter times
	Dedicated area or flexible with public
	Logistics with public

	Dedicated workshop
	Other bookings/ flexibility
	Storage facilities
	Access arrangements

	School
	Timetabling options/ subject priorities
	Enables different activities?
	How?  When?

	Public space
	Eg hours of darkness/ busy times
	Use of space


	How?  When?


Each has different health & safety and security implications.

The artist/ educator’s role will also vary at different locations and needs to be agreed.  Eg in a school, the artist and gallery staff are visitors who will need to explore the parameters within which they can work, whereas in a gallery they have more knowledge and control over the environment.

See Arts Council and Heritage Lottery Fund Appendix 4 Legal Matters information;

Sample Child Protection policy for a gallery (Royal Society of British Sculptors).

Reading

The Big Sink – An investigation into the ideal spaces for creative, and specifically visual arts, explorations in schools, galleries and museums, Rick Rogers, Siobhan Edwards, Fiona Godfrey, The Clore Duffield Foundation, 2002 (downloadable from www.art-works.org.uk)

Educated about Public Art, Eileen Adams, 2001, Commissions East, ISBN 0954144708.

Websites

www.doh.gov.uk/scg/childprotect


Department of Health’s site which includes a practical guide to The Protection of Children Act 1999.

www.disclosure.gov.uk and www.dfes.gov.uk





Two sites to visit re the disclosure process.  

www.hse.gov.uk
The Health & Safety Executive which can offer guidance on issues.

www.artscouncil.org.uk
See ‘Keeping Arts Safe’ on Arts Council website giving guidance on child protection issues and on devising policies and procedures.  It is likely that these procedures will become a condition of ACE funding to arts organisations.

www.newaudiences.org.uk
New Audiences Programme, research funded by ACE.

Quality and evaluation

Evaluation is about discovering the value of a project.  Arts projects are notoriously difficult to evaluate in terms of outcomes, because many of the outcomes are personal or emotional responses.  However, it is vitally important to evaluate projects to:

a) monitor successes and failures and discover issues

b) find where quality can be improved in future

c) help in funding applications and reports and/ or to meet sponsor’s/funder’s requirements, ie to show that the financial support has been well used (in most cases evaluation is a condition of funding)

It is far easier to evaluate a project if clear aims are agreed at the outset, and it is possible to monitor the degree to which these are achieved. 

Always bear in mind the differences between documentation, feedback and evaluation.  All three are valuable, but they are not interchangeable.

Documentation
a record of a project, made while it is in progress.  This may show some outcomes achieved.

Feedback 
responses from those involved in a project – ie subjective (questionnaires, interviews, focus groups)

Evaluation
research to discover the value of the project, by looking at:

· Feedback

· Outcomes achieved against aims and measures of success established at the beginning of the project

· Statistics

· and observing responses

Types of evaluation:

Front-end
to discover information needed to develop a project (eg attitudes, skills, need)

Formative

to test elements of a project and inform its development

Summative

final evaluation of a project to inform future projects

Methods of evaluation:

Quantitative 

counts and measures, ie statistical information. (Closed questions)

Qualitative

assesses and describes experiences. (Open questions)

Generally it is good to do both and to evaluate the process as well as the outcomes, eg the changes needed in planning. 

If you are able to employ an outside evaluator, ensure that (s)he is involved from the outset when aims are agreed, so that (s)he is aware of the context and issues. 

At the outset, consider the audiences for evaluation reports (eg LEA, funder etc) as they may have different needs from your own.  It may be appropriate to present your evaluation and outcomes in different ways or formats for different audiences and their needs.  Eg A sponsor may have asked for an exhibition of work and quotes to display in their offices, while you may find a written report useful long-term.   

Finally, bear in mind that it is far easier to collect data than to process it, so set achievable limits to what you plan to do.

See Template for external evaluation brief (prepared by a Gallery Educator), Pro forma Evaluation Report (requirement of a funder to beneficiaries of grants), Templates for evaluation planning and report (Regional Arts Boards & the Arts Council of England.)

Reading

A Guide to Evaluation, Pete Moseley (1999), London: Arts Council of England

Codes of Practice in the Visual Arts, National Artists Association, 1995, London: National Artists Association

Partnerships for Learning, A guide to evaluating arts education projects, Felicity Woolf, 1999, London: Arts Council of England, ISBN 728707918 (free from Marston Books, Tel: 01235 465 500).  A step by step guide to the process of evaluation, including a list of the advantages and disadvantages of different methods of collecting evidence.

The ‘Get it Together’ programme; ‘a very different energy?’, 2003, engage, London, ISBN 0 9536801 2 6.  A report and evaluation of more than 40 small-scale collaborations between museums or galleries and libraries or archives, many involving artists.

Websites 

Organisations
Arts Council England




www.artscouncil.org.uk
engage (National Association for Gallery Education) 

www.engage.org
Group for Education in Museums




www.gem.org.uk
Campaign for Learning through Museums and Galleries
www.clmg.org.uk
Visual Arts and Galleries Association



www.vaga.co.uk
InIVA (Institute of International Visual Arts)


www.iniva.org
Campaign for Museums 24 hr access to museums www.24hourmuseum.org.uk
MLA: Museums, Libraries and Archives Council 

www.mla.gov.uk
National Society for Education in Art & Design


www.nsead.org
� Lewis, W, Interpreting for Park Visitors, Eastern National Park & Monument Association, 1988
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