

















Developing the skills base

success of the project. Rather than the application
of those values being the purpose of the work as
might be seen from an educational perspective,
the young people came to define and judge the
success of their own creativity by the values
themselves.

Such projects have implications for wider
society in the future because, for it to work, the
cultural democracy outlined by David Lammy
demands the recognition of a new set of values
associated with creative production. The
democratic element of creativity hinges on the
individuality and opinions that the work
produced represents. Creative work is both a
means of expression and a means of reading the
expression of others.

As we have seen, the growing emphasis on
creativity in work, in society in general and in our
everyday lives means that these forms of
expression are both vital to getting ahead, and are
encountered more and more frequently. We need
to develop young people’s skills in reflecting and
critiquing product in ways that respond to both
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of these changes. How is it that young people will
come to learn the value of creative expression,
and how will they come to accommodate the
expression of others? We need to provide now for
a future in which people can recognise in the
objects, images, sounds, performances and
choices that they encounter the opinions,
outlooks, preferences, concerns and personalities
of others.

As Tim Bailey has put it, ‘product is a result,
something to see, touch, show off and use.
Product is the end of a journey of learning,
experimentation and creativity and the beginning
of a sense of ownership.52 Creative Partnerships
has developed a way of thinking about this (figure
1). It allows for a more open discussion of quality
of product. As we have seen, All Our Futures
provided a means of recognising, defining and
potentially assessing creativity. However, young
people must be encouraged to do this for
themselves.

Product remains the key element of the
process, but within a wider arena. It is the stage at
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Figure 1 Creative Partnerships’ model
of creative learning
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which the meaning that has been created is
brought to life by exposure to an audience. It is
the end point of one cycle of learning, and the
beginning of another.

O  Knowing refers to the articulation of
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purpose. Knowledge gives direction to
the work, and relates to the ends that
are to be pursued and the
conceptualisation of a product that
will meet those ends.

O  Doing refers to the practical
manufacture and design of the
product, and incorporates the social
skills that must be used to achieve the
ends.

O  Showing is the exhibition of the
product, the stage at which its
meaning gains voice and its success as
a creative expression of the young
person’s meaning becomes apparent.
It is also the stage at which the
reactions of those around the young
person become integral in shaping the
values of the product.

O  Reflecting is the process by which the
young person can develop both his or
her practice and his or her potential to
make expressive contributions in the
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contexts of different domains. By
reacting to the response to the
product at the point of exhibition, he
or she is able to develop a sense of the
capacity of product as a means of
expression and articulation. This sense
feeds back as the knowledge that will
provide the basis for future enterprise
and engagement.

All these components are important in shaping
how creative production can be used as a means
of interpretation and expression. The creative
process is cyclical and iterative. On one level,
reflecting back on work gives creative processes
the scope for improvement and, when done from
the point of view of the individual, it allows for
the inflection of personal and particular values on
a given piece of work.

Over and above this, thinking of the model as
outlined above reinforces the values associated
with process. Writing in a different context, Jake
Chapman has said that:
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Systemic learning involves practice and
reflection on one’s own experience; as such
it is often an essential complement to
acquiring new skills and knowledge.
Systemic learning requires people to be
willing to work jointly with those who have
other perspectives, but most importantly it
requires those involved to reflect on
outcomes of their actions and modify their
behaviours, beliefs and interventions on the
basis of that reflection. This type of learning
is a continuous, on-the-job process and is
distinct from the skills and knowledge
learning that require instructors and
attendance at relevant courses.>3

Chapman was writing more widely of the
successful management of organisations, policy-
making and public services. However, his
definition of ‘systems thinking’ — the management
of complex organisations in which ‘introducing
new policies without considering their impact on
the whole system’ can lead to ‘unintended and
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often bizarre consequences’>4 — connects with the
wider understanding of cultural and creative
production that we must now have. Focusing on
the product, and encouraging reflection back on
that product, is crucial in how young people see
their work as sitting within wider contexts and
how it has value. Thinking in these terms is also
vital to the learning process. It enables young
people to relate skills to purpose and thus
animate creative production in the representative
and expressive ways that we have outlined. As we
shall see in the next chapter, alongside audiences
like teachers, the professionals with whom they
collaborate and, as in the case of Theatre Cap-a-
Pie, public audiences, this representation and
expression also draws on values that young people
themselves bring to their work. In light of the
developed expectation that we now have of being
able to shape, influence and comment on the
culture with which we engage, this will become
increasingly important.
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11. Respecting the
young person
and the creative
process

Ken Robinson has said that ‘we have wasted or
destroyed a great deal of what people had to offer
because we couldn’t see the value of it’55 The
value of looking at the process outlined in the
previous chapter is that, although it centres on the
creative product, the stages it describes are
defined from the perspective of the young person
and their reaction to the domains in which the
product sits. As a result, it incorporates both
values that they learn from education and the
experience of working on a project and the values
that they bring from other contexts.

Each of these is fed by reflection. By reflecting
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on their own work, young people can assess value
and make judgements of its practicability,
suitability to purpose and applicability to
contexts. Reflecting in this way on their own work
is also a vital part of the democratic role of
creative engagement because it allows for similar
judgements and contextualisation in relation to
the work of others.

Reflection, however, is a skill, and young
people have to learn how to look at their work in
different ways. In part, this is the consideration of
audience that was mentioned earlier. However,
just like the recognition of value in relation to the
work of others, reflection is also a vital part of the
democratic potential of creativity. In a very
practical way, if creativity is to be given
recognition, its results must be communicated to
the external world.56 By understanding how
others will relate to your work and
accommodating the perspectives that they will
bring, young people will develop the skills with
which they can participate in what is a creative
conversation.
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Conversations are about negotiating identity
and relating to the position and standpoint of
others.57 In a democratic culture, this is essential.
The process of reflecting on your own creative
production in relation to the viewpoint of those
around you and similarly seeing and recognising
the meaning in the creative products that they
encounter will be vital to a cultural and creative
democracy.

Young people must therefore be given the
opportunity to experience and learn to recognise
the different judgements that might be made on
their work and accept, reject and accommodate
them accordingly. As the director of a com-
missioning agency for collaborative projects has
written, ‘from the beginning, the intention is to
prioritise the integrity of the artwork and to
protect and maximise the way it would resonate
in the world’>8

In several ways, respect is vital in maximising
this resonance. Not only must we learn to respect
young people’s creative production in different
ways, but young people must also learn to respect
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the creativity of others as a form of expressing
identity. The sociologist Richard Sennett defines
respect as the capacity to treat the fact of
another’s autonomy as being equal to your own.>
He builds his argument from his own experiences
as a talented young cellist, whose musical career
was cut short by an injury to his left hand. One of
his conclusions is that ‘performing arts like music
reveal the collaborative elements in the expressive
practice of mutual respect’.60

The respect paid to young people in relation to
their creative work and collaboration with
professionals is important in developing the
concept of their own identity, both as creators
and as members of society expressing their own
opinions. Respect is central to the development of
their creative practice and literacy. By reflecting
on the recognition and respect given to their
work, they are able to develop both their skills in
expressing meaning, and their willingness to take
risks in future production.

Sennett also mentions the collaborative
element of creative production and the respect
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due to it. It is like the conversations on which
society is based and, as we have just seen, which
are also so important to a democratic culture. The
young person’s meaning is in part shaped by the
way that others react to it. The symbolism of that
meaning is derived from the understanding that
the young people have of these other parties.

There is respect from the point of view of:

O

the pedagogical context in which the
work is produced: established figures
of authority in the young person’s
educational life, like teachers and — in
learning contexts — parents and other
adults

the professional environment that
makes up the domain of activity:
practitioners with whom the young
person is collaborating

the peer group whose members’
opinions and judgements will shape
the young person’s view of their work:
within the classroom and their
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schools, and other young people
whose creative work they encounter,
or who encounter their work

O the public context that is addressed by
the work: the general public who
might see the work on display.

Each of these parties will bring very different
expectations and approaches. An overall sense of
quality must draw on all of them. Rather than
striving for a model of creative learning that will
meet all the questions put forward by the
different domains in which creativity plays out, it
is better to see it as the capacity to negotiate
between all those values. Figure 2 shows how the
creative process relates to young people and how
different parties can bring different perspectives.
Pedagogy is essential to the process. Initially, it
gives the young person a touchpoint for the
values that can be associated with creative work.
These are the values that relate to the conventions
of education. They relate to the expectations of a
project as stated and defined by teachers. In more

Demos 99



Making Good Work

Figure 2 Critical reflection from
multiple audiences
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corporate terms, these are the ‘hygiene’ factors:
qualities that relate to practice, process and so
forth.

On the other side of the equation are ‘pro-
fessional’ values. In creative collaboration with
practitioners in a particular creative field, young
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people learn to recognise values that are applied
to creative products in general life. In the case of
Mary Lou, for instance, young people came to
recognise that their work had to meet the
expectations and demands of a ticket-buying
audience. From the young person’s point of view,
professional recognition of their work can also
provide a significant and meaningful validation.
If a professional gallerist thinks that a young
person’s work is worthy of sale, just as if a
professional dance company is prepared to stage
young people’s work as did Wayne MacGregor
when he produced Amu at Durham Cathedral
with the young people of Wolsingham School,
then it provides recognition of their creativity in
terms that apply to the general world and from a
recognised authority outside school. In the
context of the creative economy, creativity can be
defined by professionals as being the set of skills
particular to that domain. Tim Bailey, for
instance, encouraged young people to think both
in their own terms and in the professional
contexts of practicality and planning.
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Dancing at Durham Cathedral or watching
their play performed on stage at Theatre Cap-a-
Pie, young people are also conscious of the way
that their peers see their work. As we have seen,
young people today grow up in a culture of
performance. From the nightly experience of
reality TV and voting to judge stars and members
of the public alike, skating, singing, dancing and
performing, through to the self-exposure of
YouTube, MySpace and Bebo, young people are
accustomed to a culture in which performance
and production are tied to identity and the
creation and staging of the self. Values particular
to that peer group will have bearing on
judgements that they make, and the capacity to
apply and respond to these must be factored in to
the way that production is seen in creative
education. In the world in which young people
are leading their lives, creativity is used far more
to speak to peer groups than to teachers.

The fourth audience for young people’s
creative work is the public. Like the professional,
this audience can provide a significant degree of
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recognition and validation. The pupils at Bexhill
Primary School said that they ‘would have been
sad if the people watching did not laugh’ at Mary
Lou and the Ice Cream Pirates. Such human levels
of recognition are important to young people in
gauging the impact of their production. From the
genuine response that their work prompts, they
are able to see that their contribution is
recognised on level terms. The opportunity for
young people to see their work produce such
reaction is important in their development. It
enables them to take further risks. One
participant in the Bexhill production of Mary Lou
said that, next time around, he would like to
produce a play ‘for really big adults. His
confidence and ambition were born of the
enjoyment he had seen in the reception of his
work. At Peases West, a pupil of a similar age said
that he would want to produce another play, this
time without adult supervision. In this way, the
success of the product in contexts beyond
conventional learning structures enables young
people to take risks in future production.
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12. Recommendations

Towards a more creative
education

This pamphlet seeks to describe the different
values that relate to the value of young people’s
creative production and how they might be
supported in working creatively along the lines we
have identified. During the research in Durham
Sunderland, we also developed a series of specific
recommendations that would help practice reflect
the shifts in emphasis and perspective described
above. Respectively, our recommendations focus
on policy and practice in specific areas.

Policy
There may be a potential mismatch between
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Ofsted’s observation of Creative Partnerships’
practice that ‘pupils are often unclear about how
to apply these qualities independently to develop
original ideas and outcomes’¢! and the findings of
Their Space that young people are increasingly
engaged in origination and creative acts in their
lives outside formal education: ‘We have to get
used to it, accept that the flow of knowledge
moves both ways and do our best to ensure that
no one is left behind.62 The question for creative
education is how to combine multiple perspec-
tives on value and give young people the essential
reflective and editorial skills to navigate, arbitrate
and learn to make more from these.

Two recent policy initiatives indicate a
direction for development. First, the Roberts’
Review of Creativity®3 suggested the development
of ‘Creative Portfolios’ for young people to hold
and validate their creative practice both within
and without the formal education system,
including the possibility for peer review. Second,
the Gilbert Review of teaching and learning in
202064 recommended further work on ‘assess-
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ment for learning’ including the establishment of
a group to look at teachers’ use of summative
assessment for diagnostic purposes, metrics for
non-cognitive skills and moves towards pupils
taking more ownership of their own learning.

We suggest that for these initiatives to cohere
alongside the development of a new policy
impetus for the creative economy, we need to find
a mechanism to combine teacher (pedagogical),
peer, public and professional practice summative
judgements of the quality of creative production
in a way that enables young people to reflect and
make their own formative assessments. Bringing
together the development of the Creative Port-
folio with development of assessment for learning
and opportunities for public and professional
review is now entirely possible. Creative Partner-
ships is in an ideal position to act as a catalyst to
make this possibility a reality for young people.

Practice

During the research in Durham Sunderland, we
observed several practices that could inform
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creative collaborations and projects with young
people more generally. Although many are in
wider practice, they should be looked to as a
touchstone in all creative work with young people
in learning contexts. Many relate to the
significance and recognition that are given to the
creative product and also the different ways that it
is seen and how this is related to the learning
process. Primarily, young practitioners must be
able to have or experience the final product, first
to provide tangibility to the work that they have
done, and second as a stimulus to subsequent
learning. Doing so is central to the reflection that
this pamphlet has identified.

The projects that worked particularly well, like
Mary Lou and the Ice Cream Pirates, were those in
which practitioners and teachers working with
young people were conscious to respect and
ensure the integrity of the young people’s
authorship: work should be a matter of negotia-
tion. This is particularly important because, for
young people to recognise the value of the
product in their own terms, realising its potential
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as a way of articulating meaning in wider social
and democratic contexts, the end product must
reflect their purpose and ends.

To reinforce this, the methods of the teacher
and the practitioner should also encourage the
young people to see their work in relation to the
creative learning model of knowing, doing,
showing and reflecting, and encourage them to
see the product as reflecting their purpose, and as
a means of making public the intentions that lie
behind the work. In this way, there is an
obligation on practitioners and teachers working
with young people to open the young people’s
work to critique beyond the curriculum. This can
lead to greater expectations on the part of the
young people, and also provide recognition in the
form of respect paid to their work.

Finally, and in line with the move to a Creative
Portfolio, means should be used to maintain the
biography of product and artefact after the
‘project’ has finished. One such could be a
portfolio or place to ‘hold’ work, first as a
memento and touchstone to the product,
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providing the stimulus for subsequent
development and learning, and second as a record
that could be valuable to the young person in the
sense of being useful as a record of achievement.
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Appendix:
The research

This work is based primarily on a series of
research visits undertaken to schools in the north
east in 2005/06. It was undertaken in association
with Creative Partnerships Durham Sunderland,
which operates over a large geographical area,
covering urban and rural schools.

The schools are located in high-density urban
areas, mainly in Sunderland, and isolated rural
areas around the south and west of Durham
County. There are two infant schools, two special
schools, eight primary schools and six secondary
schools. Each has its own distinct qualities and
challenges, and they are all equally varied in their
experience, expectations and ambitions. However,
they share a commitment and drive to change
how they approach teaching and learning within
their school, and an enthusiasm to work with
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each other and the creative sector to achieve that
change.

We spoke to young people who had worked
with their teachers and professional practitioners
to create work that they had displayed, exhibited,
performed or kept. In writing the pamphlet we
have drawn on a wide range of work; table 2 is an
overview of the main pieces of collaborative work
studied.
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THE WORK (AS DEFINED BELOW) IS PROVIDED UNDER THE TERMS OF THIS
LICENCE (“LICENCE"). THE WORK IS PROTECTED BY COPYRIGHT AND/OR
OTHER APPLICABLE LAW.ANY USE OF THE WORK OTHER THAN AS
AUTHORIZED UNDER THIS LICENCE IS PROHIBITED. BY EXERCISING ANY
RIGHTS TO THE WORK PROVIDED HERE, YOU ACCEPT AND AGREE TO BE
BOUND BY THE TERMS OF THIS LICENCE. DEMOS GRANTS YOU THE RIGHTS
CONTAINED HERE IN CONSIDERATION OF YOUR ACCEPTANCE OF SUCH
TERMS AND CONDITIONS.

1. Definitions

“Collective Work” means a work, such as a periodical issue,
anthology or encyclopedia, in which the Work in its entirety in
unmodified form, along with a number of other contributions,
constituting separate and independent works in themselves, are
assembled into a collective whole. A work that constitutes a
Collective Work will not be considered a Derivative Work (as defined
below) for the purposes of this Licence.

“Derivative Work” means a work based upon the Work or upon the
Work and other pre-existing works, such as a musical arrangement,
dramatization, fictionalization, motion picture version, sound
recording, art reproduction, abridgment, condensation, or any other
form in which the Work may be recast, transformed, or adapted,
except that a work that constitutes a Collective Work or a translation
from English into another language will not be considered a
Derivative Work for the purpose of this Licence.

“Licensor” means the individual or entity that offers the Work under
the terms of this Licence.

“Original Author” means the individual or entity who created the
Work.

“Work” means the copyrightable work of authorship offered under
the terms of this Licence.

“You” means an individual or entity exercising rights under this
Licence who has not previously violated the terms of this Licence with
respect to the Work, or who has received express permission from
DEMOS to exercise rights under this Licence despite a previous
violation.
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2. Fair Use Rights. Nothing in this licence is intended to reduce, limit, or

3

restrict any rights arising from fair use, first sale or other limitations on the

exclusive rights of the copyright owner under copyright law or other

applicable laws.

Licence Grant. Subject to the terms and conditions of this Licence,

Licensor hereby grants You a worldwide, royalty-free, non-exclusive,

perpetual (for the duration of the applicable copyright) licence to

exercise the rights in the Work as stated below:

a toreproduce the Work, to incorporate the Work into one or more
Collective Works, and to reproduce the Work as incorporated in the
Collective Works;

b todistribute copies or phonorecords of, display publicly, perform
publicly, and perform publicly by means of a digital audio
transmission the Work including as incorporated in Collective Works;

The above rights may be exercised in all media and formats whether now

known or hereafter devised.The above rights include the right to make

such modifications as are technically necessary to exercise the rights in
other media and formats. All rights not expressly granted by Licensor are
hereby reserved.

Restrictions. The licence granted in Section 3 above is expressly made

subject to and limited by the following restrictions:

a You may distribute, publicly display, publicly perform, or publicly
digitally perform the Work only under the terms of this Licence,and
You must include a copy of, or the Uniform Resource Identifier for, this
Licence with every copy or phonorecord of the Work You distribute,
publicly display, publicly perform, or publicly digitally perform.You
may not offer or impose any terms on the Work that alter or restrict
the terms of this Licence or the recipients’ exercise of the rights
granted hereunder.You may not sublicence the Work.You must keep
intact all notices that refer to this Licence and to the disclaimer of
warranties.You may not distribute, publicly display, publicly perform,
or publicly digitally perform the Work with any technological
measures that control access or use of the Work in a manner
inconsistent with the terms of this Licence Agreement.The above
applies to the Work as incorporated in a Collective Work, but this
does not require the Collective Work apart from the Work itself to be
made subject to the terms of this Licence. If You create a Collective
Work, upon notice from any Licencor You must, to the extent
practicable, remove from the Collective Work any reference to such
Licensor or the Original Author, as requested.
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b You may not exercise any of the rights granted to You in Section 3

above in any manner that is primarily intended for or directed toward
commercial advantage or private monetary compensation.The
exchange of the Work for other copyrighted works by means of
digital file-sharing or otherwise shall not be considered to be
intended for or directed toward commercial advantage or private
monetary compensation, provided there is no payment of any
monetary compensation in connection with the exchange of
copyrighted works.

If you distribute, publicly display, publicly perform, or publicly
digitally perform the Work or any Collective Works, You must keep
intact all copyright notices for the Work and give the Original Author
credit reasonable to the medium or means You are utilizing by
conveying the name (or pseudonym if applicable) of the Original
Author if supplied; the title of the Work if supplied. Such credit may
be implemented in any reasonable manner; provided, however, that
in the case of a Collective Work, at a minimum such credit will appear
where any other comparable authorship credit appears and in a
manner at least as prominent as such other comparable authorship
credit.

5. Representations, Warranties and Disclaimer

By offering the Work for public release under this Licence, Licensor
represents and warrants that, to the best of Licensor’s knowledge
after reasonable inquiry:

i Licensor has secured all rights in the Work necessary to grant the
licence rights hereunder and to permit the lawful exercise of the
rights granted hereunder without You having any obligation to
pay any royalties, compulsory licence fees, residuals or any other
payments;

The Work does not infringe the copyright, trademark, publicity
rights, common law rights or any other right of any third party or
constitute defamation, invasion of privacy or other tortious injury
to any third party.

EXCEPT AS EXPRESSLY STATED IN THIS LICENCE OR OTHERWISE
AGREED IN WRITING OR REQUIRED BY APPLICABLE LAW, THE WORK IS
LICENCED ON AN“AS IS"BASIS, WITHOUT WARRANTIES OF ANY KIND,
EITHER EXPRESS OR IMPLIED INCLUDING, WITHOUT LIMITATION, ANY
WARRANTIES REGARDING THE CONTENTS OR ACCURACY OF THE
WORK.
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6. Limitation on Liability. EXCEPT TO THE EXTENT REQUIRED BY
APPLICABLE LAW, AND EXCEPT FOR DAMAGES ARISING FROM LIABILITY
TO ATHIRD PARTY RESULTING FROM BREACH OF THE WARRANTIES IN
SECTION 5, IN NO EVENT WILL LICENSOR BE LIABLE TO YOU ON ANY
LEGALTHEORY FOR ANY SPECIAL, INCIDENTAL, CONSEQUENTIAL,
PUNITIVE OR EXEMPLARY DAMAGES ARISING OUT OF THIS LICENCE OR
THE USE OF THE WORK, EVEN IF LICENSOR HAS BEEN ADVISED OF THE
POSSIBILITY OF SUCH DAMAGES.

7. Termination
a This Licence and the rights granted hereunder will terminate

automatically upon any breach by You of the terms of this Licence.
Individuals or entities who have received Collective Works from You
under this Licence, however, will not have their licences terminated
provided such individuals or entities remain in full compliance with
those licences. Sections 1,2,5,6,7,and 8 will survive any termination
of this Licence.

Subject to the above terms and conditions, the licence granted here
is perpetual (for the duration of the applicable copyright in the
Work). Notwithstanding the above, Licensor reserves the right to
release the Work under different licence terms or to stop distributing
the Work at any time; provided, however that any such election will
not serve to withdraw this Licence (or any other licence that has
been, or is required to be, granted under the terms of this Licence),
and this Licence will continue in full force and effect unless
terminated as stated above.

8. Miscellaneous
a Each time You distribute or publicly digitally perform the Work or a
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Collective Work, DEMOS offers to the recipient a licence to the Work
on the same terms and conditions as the licence granted to You
under this Licence.

If any provision of this Licence is invalid or unenforceable under
applicable law, it shall not affect the validity or enforceability of the
remainder of the terms of this Licence, and without further action by
the parties to this agreement, such provision shall be reformed to the
minimum extent necessary to make such provision valid and
enforceable.

No term or provision of this Licence shall be deemed waived and no
breach consented to unless such waiver or consent shall be in writing
and signed by the party to be charged with such waiver or consent.
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d This Licence constitutes the entire agreement between the parties
with respect to the Work licensed here.There are no understandings,
agreements or representations with respect to the Work not
specified here. Licensor shall not be bound by any additional
provisions that may appear in any communication from You.This
Licence may not be modified without the mutual written agreement
of DEMOS and You.
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