





Guidelines for Artists

Setting up

Before you approach schools
and others working with young
people, think about why you
want to work in this area and
what you can offer.

Think about:

¢ Any specialist settings or groups
which interest you and why.

* What learning or other benefits
these might bring for young
people.

You might also consider:

* Any other relevant accreditation
you may have.

You may wish to refer to the
table ‘Experience of working
with children and young people’
in Appendix 5 which provides a
useful checklist.

Also think about what
skills you bring:

e Your educational or
facilitation skills.

* Refer to the tables ‘Art
form expertise’ and ‘Skills
and specialist expertise’ in
Appendices 3 and 4 which
provide checklists.

Consider how you would
like to work and how often:

* Repeated contracts, over
a number of weeks, or
more intensively.

* Process-led projects.

*Try to provide potential

commissioners with enough
information about your work

to inform their decision to
work with you.

Getting noticed

There are many ways for
commissioners and artists to find
each other. All the methods here
have proved to be successful for
sourcing artists and finding work
for them.

To make the process easier for
both parties, Fabric has set up
www.creativebradford.co.uk - an
online directory of artists with all
kinds of experience working with
groups in different settings. Our
intention with the site is to make
sure it becomes the first place
commissioners go when looking
for artists.

There are a number of other
organisations and agencies

in the Bradford area helping
commissioners to find artists.
These include Artworks Creative

Communities, Education Bradford

(for schools) and Kala Sangam
(for artists with an interest in
South Asian arts). You'll find

a comprehensive list and more
information about the pros and
cons of using an agency in
Appendix 1.

Before working with an
organisation or agency you
should do a little research to
find out what they offer and
what their conditions are - not
least how much they will charge
the commissioner in addition

to your fee.

Other ways of getting

noticed include:

e Recommendation or word of
mouth - the most popular and
successful method.
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¢ Using existing contacts and
track record - this takes a while

to establish but is very effective.

* Your own website - can be
expensive and relies on people
finding you on the web.

« Fliers, mailshots and business
cards - surprisingly effective
if well-produced.

* Press and media publicity -
useful for short-term exposure.

* Networking - good for
establishing contacts but
can be time-consuming.

» Cold-calling - probably the
least successful.



Secure a booking

Get yourself noticed and you’re
halfway there. The next challenge
is to make sure you get a booking,
and you’ll only achieve this if you
fit what the project needs and
you can back that up. All the
points below have been asked

for by commissioners.

Remember, you can include
all this information on your
own page on
www.creativebradford.co.uk

¢ A list of any certificates you
hold, including qualifications,
training and accreditation,
but keep it relevant.

* Insurance, CRB disclosure
certificates. You must be able
to show these when asked.

* Examples which demonstrate
your work with children and

young people. Make these as

visual and lively as possible.

Commissioners love to see

pictures or video of you at work.
« If you can, include contact

details and references from

previous clients who are

willing to vouch for the

quality of your work.

Details of your:

* Fee structure.

e Preferred working
conditions.

* Where you have
worked previously.

e How you can be
contacted.

You may also include:

* A sample of your session
planning.

e Areas of the curriculum, ‘Every
Child Matters’ outcomes, issue-
based work or other outcomes
you are comfortable to work
towards.

* A sample of the feedback or
evaluation tools you use.

* Examples of products or project
outcomes.

e Feedback from staff and
participants you’'ve worked with.

Preparation, practical
and legal stuff

Fees

It is important to give
commissioners some idea of the
fee you expect. Fees for artists
working in Bradford vary widely
depending on the costs they
carry, their experience and level
of expertise. Be careful not to
undervalue your skKills, and try
to be consistent in what you
feel is a fair rate for your time.

Your total fee will usually be

a combination of your rate for
the actual contact time involved,
along with any other costs

you need to cover on top -

for example:

* Development time spent with
the commissioner.

* Pre-meetings and discussions.

* Preparation time (sourcing
and preparing materials,
session planning).

e Equipment (sourcing, hiring,
transporting).

e Travel time, travel expenses.

* Materials costs.

e Finishing, editing or preparing
work for showing.

* Review or evaluation meetings,
reporting, other paperwork.

You may prefer to quote only for
your contact time and add other
costs later through discussion and
agreement before a project starts.
This will keep your quote low, but
should be handled carefully so as
not to provide any unwelcome
surprises for commissioners.

* The average and most frequently
guoted daily fee at the time of
writing is £150-£250 per day per
artist, including some, but not
many additional costs.

With an agency fee on top, the
cost can be significantly higher,
as project management services
may be included in the total.
Some artists use the benchmark
of a supply teacher’s rate, which
can be £225-£250 per day, or
the FE lecturer rates of between
£16 and £30 per hour.

Fees charged by companies

are higher to cover greater
overheads, often with more than
one artist involved in delivery.
Some organisations work to a
total budget, rather than quoting
daily rates.
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¢ If you find you are charging

a lot less than the average,

ask yourself whether you’re

undervaluing your time or skills.
* Your fees may be low, or you
may be volunteering, because
you feel you have little
experience. Or you may be
experienced but adding new
elements to your offer. In either
case, you may need to explain
your position, so you don’t
appear to deliberately undercut
other artists.
You shouldn’t be expected to
work for less than the fee you
quote. If it’s too expensive for a
commissioner, they shouldn’t try
to negotiate you down. You may
want to be flexible over costs,
but in the end, it’s your living
and your call.
There is no absolute check for
‘best value’; commissioners will
make a decision based on their
understanding of what’s
included in your fees.

- -~
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Safety First

When working with children and
young people, child protection
and safety come above all other
considerations. It’'s up to you to
make sure you’re up to date with
all the issues; or better still, to
undergo some training.

e Order or download the ACE
publication, ‘Keeping Arts Safe’,
which was developed with the
NSPCC. It’s available free from
their website.*

e See the section ‘Ground rules
and safeguards’ in Appendix 6
for more details on CRB
disclosures, insurance and
sharing responsibility for
minimising risk.

Judging Quality

As a creative practitioner working
with children or young people,
you need to deliver a high quality
experience and make sure that
young people are:

* Feeling supported, being
adequately, clearly and
appropriately led.

-~

_____

e Active participants - practically
involved and imaginatively
engaged.

e Equally included, feeling valued
and recognised as individuals.

e Stimulated to explore new ideas
and diverse perspectives.

e Challenged and stretched to
explore and develop new skills.

* Encouraged to respond and
give feed back to you.

You should be able to recognise
where quality can be improved,
and be able to work out what
the issues are, focusing on

your own contribution first, then
on other factors. If you’re not
sure where the problems lie,
there are a few things you can
do to check quality:

e Consult the ACE publication
‘Quality Assurance - Providing
the Best’.*

* Ask for clear feedback from
commissioners to help gauge
how well you’re doing.

* Seek professional training or
mentoring, or ‘shadow’ someone
you respect.

*www.artscouncil.org.uk

~

Pre-Meetings

Before the project begins, discuss
the details with the commissioner.
It is important that you and the
commissioner have clear and
appropriate expectations for

the project. If the commissioner
requests several meetings, it’s
reasonable to ask that your time
is paid for.

Roles

It’s important to establish who
is responsible for what within
the project. For example, you
need to find out whether, during
the sessions themselves, you're
expected to lead only in your
area of specialism or to lead in
other ways too. Here are a few
questions you should ask:

* Who will determine and set up
the layout of the space and clear
up afterwards?

*Who opens and closes the
session?

* Who takes the lead on behaviour
and group dynamics?

*Who sets the ground rules with
participants and makes sure they
are respected?

* What specific responsibilities
will each adult in the room have?

_____

Communication

Healthy communication is the
making of a successful project -
before, during and after activities.
It’s a good idea to agree:

*How and when you prefer to

be contacted (email, phone, etc).

* How regularly you will be in
touch during the project.

*Who else to contact about
specific aspects (venue,
technical, pastoral).

*Who to contact in your place
(your back-up) and how to
reach them.

Making contact after each
session as well as at the end
of a project is good practice
to reflect on progress as well
as the partnership.

Working Conditions

The truth is that things don’t
always go according to plan. You
may find yourself having to adapt
when working conditions aren’t
quite what you expect. In these
circumstances, taking a flexible
approach will prove to be a
valuable skill. As you gain more
experience, you'll be less affected
by unpredictable events.

-—

*Some artists reckon back-up or
contingency plans are essential.
Others prefer to improvise

- especially experienced and
confident practitioners.
According to research, as many
as 70% of all sessions don’t

turn out quite as expected.
Appropriate and clear objectives
and good communications will
help promote creative learning.
If conditions are putting you
under undue pressure, cancelling
or postponing the session may
be the only solution. It may not
feel like a positive step, but it
may help to build a stronger

partnership by setting standards.

If safety is compromised,

you have a responsibility to
postpone or cancel the session
and discuss your concerns with
your partners.
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Your Contract or Letter

of Agreement

This is a very important piece of
paper. It sets out the boundaries
for the project, provides a written
record of all discussions and
agreements, and offers clarity
for all parties. Without it, there’s
a risk of failed communication
and disappointment; with it,
there’s a greater chance that
everyone involved will have a
positive experience.

If a full contract seems excessive,
the alternative is a letter of
agreement, which captures all
relevant details and provides an
opportunity to spot differing
expectations in advance.

To find out how to draw up these
documents and what they should
cover, see the ‘Contracts and
Letters of Agreement - a
Checklist’ in Appendix 7.
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Delivery

Being Professional

We’ve mentioned before how
a good reputation can help
get your name about and earn
bookings for you. Building a
good reputation is really all
about being professional.

Conversely, one of the most
common reasons commissioners
give for not repeating a booking
is a lack of professionalism. Often
they won’t raise any issues with
the artist; they simply won’t work
with them again.

These are just a few of the
reasons commissioners have
given for dissatisfaction:

e Arriving late or not arriving
at all. Leaving early or simply
disappearing from a session.
Cancelling at the last minute
without explanation.

* Poor time management -
usually overrunning. Offering
no process or facilitation of
any kind.

e Arriving unprepared, without
proper materials or equipment,
or without planning. Unable to
deliver to a brief - i.e. around
a theme, issue, curriculum area.

e Inappropriate activity for a
group or age-group. Dull or
repetitive activity.

* Being moody, rude, aggressive
or impatient - either with staff,
or worse still, with children.

* Using inappropriate language.
Criticising partners to other
parties.

* Using a mobile phone during
sessions.

* Scruffiness or unsuitable
personal presentation. Personal
hygiene issues (‘BO so bad the
children couldn’t concentrate!’).

As a creative practitioner your
reputation is paramount, and

to build a good track record or
secure repeat bookings you need
to be professional at all times.

« 4O ARE

A
W =
o) 7 \f\"
4@}

NP

CI

Guidelines for Artists

2"
NG pp

oM

=




10 Guidelines for Artists

06

Reviewing, refining,
evaluating, feedback

Evaluation is a cycle of reflection,
review and action. Going back
over a session to see what worked
best, what refinements need to
be made, and what difference

it made to children’s or young
people’s experience - this is an
important part of the process.

It’s an opportunity for you to gain
valuable feedback and to make
your performance even better.

Immediately after a session, or as
soon as possible, you should try
to review its success together
with the commissioner - even
just 10 minutes to talk through
strengths, weaknesses, learning
points and any improvements
that could be made. Think about:

* |s everyone sharing responsibility
for the outcomes of the session?

¢ |s everyone open to negative
and positive points, offering
constructive criticism?

* Have you had enough time
to review or do you need to
continue the dialogue?

Of course, evaluation should take
place throughout the project, not
just at the end. Your partnership
with the commissioner also
benefits from regular health
checks. It’s a good idea to include
these issues in review meetings:

*How is the partnership working?

¢ |s it balanced and supporting the
whole team?

* What could improve it?

If no feedback is given by the
commissioner, it is wise to ask
for some - possibly in response
to specific questions.

Feedback from participants
Creative practitioners need to
develop techniques for gathering
and understanding feedback
from children and young people
themselves. Finishing the session
with a discussion is useful or
including a reflection tool of
some kind to give participants
the chance to tell you what could
make your practice even better
is good practice, and only fair

to groups.

Showing, Rewarding, Celebrating
Creative sessions have greater
impact, and they become more
memorable, if everyone involved
has the opportunity to show

what they’ve made, learnt or
experienced and to feel it is
valued.

* How, where and when will
outcomes be shown?

* Do participants feel rewarded
and celebrated for their
achievements?

* Have you yourself been
celebrated for your contribution
- named credits, positive
feedback passed on, invitations
to shows or events?

Hallmarks of a high

quality session

« Participants are focused,
engaged, motivated and lively.

* They are curious, questioning,
solving problems creatively.

* Confident about offering their
own ideas, challenging and
stretching themselves, proud
to demonstrate new skills and
new thinking.

¢ Respecting ground rules,
trusting leadership, moderating
their own behaviour and that
of their peers.

* Respecting each other’s
contributions, showing
teamwork, collaboration,
mutual support.

* Reluctant to end the session,
keen to continue developing
their work, happy to miss
break time.
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Hallmarks of a slipping session

e Group losing focus, growing
bored and restless, eventual
disorder.

« Participants becoming confused,
unable to follow and frustrated.

« Participants becoming
uncooperative or withdrawn.

« Participants criticising each other.

e Group not trusting you, the
creative practitioner, to lead.

« Participants disregarding or
challenging agreed ground rules.

The Dreaded Paperwork
Paperwork probably seems like
the least appealing aspect of the
project, but all initiatives use it,
and most funders won’t pay up
without it. As an artist, you need
to take this in your stride and
be prepared to ‘close the lid’

on a project by completing the
required paperwork. Again, this
all contributes to your profile

as a true professional.

UFY
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Further information

Essential reading:

‘Keeping Arts Safe’ - child safety and

protection guidance
http://www.artscouncil.org.uk/documents/
publications/keepingsafepdf_phpS4UNyh.pdf
‘Providing the Best’ - quality assurance guidance
http://www.artscouncil.org.uk/documents/
publications/providingthebestpdf_phpJgODJ9.pdf

Useful information:

Creative Bradford
http://www.creativebradford.co.uk
‘Partnerships for Learning: a guide to evaluating
arts education projects’
http://www.artscouncil.org.uk/documents/
publications/phpLYOOMa.pdf

‘Self Evaluation’ - for artists and arts organisations
http://www.artscouncil.org.uk/documents/
information/phpUNJ6nw.pdf

‘Positive Pointers for Artists - using the arts

to engage young people at risk’
http://www.artscouncil.org.uk/documents/
information/Positivepointers_phpYxvOwt.doc
‘Reflect and Review: the arts and creativity

in the early years’
http://www.artscouncil.org.uk/documents/
publications/reflectandreview_php6880Sj.pdf
Arts Awards
http://www.artsaward.org.uk/site/?id=64

Arts Education Information pack, via

ACE Yorkshire Education and Learning Officer

Further copies

Further copies of this publication can be purchased
from Fabric, email fabric@bradfordcollege.ac.uk or
phone 01274 438966.
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Appendices

Getting noticed

As well as posting your details on
www.creativebradford.co.uk, there are
other ways commissioners and artists can
find each other. All the methods listed below
have been successfully used to get work.

Agencies and arts organisations - who
may commission or contract you to deliver
a project on their behalf or with their

core team.

Pros - if you are in their ‘pool’ or on their

‘panel or list’ they may:

e Offer you a quality mark for the benefit
of commissioners.

¢ Organise CRB checks for artists, offer
training, publicise your work.

e Gain contracts for you which wouldn’t
otherwise materialise. Commissioners often
call on agencies and arts organisations to
save time and to give them a degree of
quality assurance. So, you may benefit from
being on their lists/panels or in their pools.

¢ Offer project and partnership management,
liaison, etc.

¢ Administer all partnership arrangements
on your behalf.

¢ Include you as part of a package which
they market to commissioners.

Cons -

e [t may be difficult to join these lists/pools.
Many are closed most of the time. Some
have strict procedures for being selected.
You have to keep your ear to the ground,
and follow their procedures carefully.

¢ Getting into a ‘pool’ may not get you any
work, and it may feel like a waste of effort.

® They may pay you less than if you have
a direct contact or contract out your
services to include an additional fee which
covers their own costs (the size of this
added cost varies - find out how much
it will be and what it covers).

® They may administer all the partnership
arrangements on your behalf, which means
you have less control.

* They may be less flexible than you might
be as an independent practitioner.

* They may be uneasy or unhappy about you
forging independent links and going direct.
Again this varies enormously. Explore their
position on this before joining their pool.

e Working for them, you may be seen as part
of their organisation, not as a practitioner
with your own, independent identity.

In Bradford you could contact the
following organisations, this is not
a comprehensive list:

Artworks Creative Communities
www.artworksbradford.org.uk
Cartwright Hall
www.bradfordmuseums.org/cartwrighthall/
index.htm

Education Bradford
www.educationbradford.com

Fabric

www.fabric-artsforum.org.uk

Kala Sangam

www.kalasangam.org

Kirkgate Studios and Workshops
www.kirkgatestudiosandworkshops.org.uk
Oriental Arts
www.orientalarts.org.uk
Mind-the-Gap
www.mind-the-gap.org.uk

Bradford Museums and Galleries
www.bradfordmuseums.org

Schools Linking Project
www.schoolslinkingnetwork.org.uk

Lists and databases

e Check they have up to date information
on your offer.

® Check whether they charge you to hold
or display your details.

* Most settings said they will definitely
use Creative Bradford site to look for
practitioners.

a-n The Artists’ Information Company
WWww.a-n.co.uk

Arts Council England (Yorkshire) directory
of community practitioners
www.artscouncil.org.uk

Axis artists’ network, based in Sheffield
www.axisweb.org

Creative Bradford
www.creativebradford.co.uk

Early Arts Network

www.earlyarts.co.uk

Children’s Information Link — a growing
central information hub on resources,
services and activities available for children
and young people in Bradford District
www.bradford.gov.uk/health_well-being_and_
care/care/earlyyears/cil

Vibe

www.bradfordvisualartists.com

YPO (Yorkshire Purchasing Organisation) runs
a wide programme of in-service training for
teachers — see under ‘services’ and ‘INSET’
WWW.Yp0.co.uk

Recommendations, word of mouth

The most popular and successful source

of work for artists in the District

° Recommendations are taken all the
time from peers, commissioners and
arts organisations.

* Artists also pass on each other’s names
and contacts.

Tried and tested contacts

¢ Existing contacts, successful track record,
being asked back.

* Takes time to build up but leads to lasting
partnerships with many settings, who prefer
to stick to who they know.

Demonstrations / volunteering
e Several artists use loss leaders to be seen.

Website
* Expensive initially, and needs upkeep,
but very common.

Fliers, mailshots

e Surprisingly common for schools to
respond to these. They collect and
store them.

* Sometimes feels colder than a cold call!

e Good way to publicise subsidised offers
or special opportunities.

Press and media publicity

e Stunts, TV or radio appearances, press
coverage can have a certain cachet,
but seldom mentioned as a route for
finding practitioners.

Myspace, other web profile

e Cheaper than a website and less work.
Reaches some targets well, but seldom
formal settings.

Networking, business cards
* Most people have one. Schools
collect them.
* Worthwhile spotting events where the
most likely commissioners may congregate.
e Some found it effective to go for strategic
level networking, lobbying or advocacy
work, but this is time-consuming.

Friendly personal contacts

e Settings are not afraid of calling in personal
contacts, friends, ex-colleagues who they
know are now working in the arts. It’s worth
keeping these connections.

Cold calls

e | east successful method, as most settings
don’t like them. But has worked for some.

* Does initiate an immediate contact and
dialogue.
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Personal qualities

e Great rapport with children and
young people.

® Able to see children and young people
as artists in their own right.

® Open-minded, non-judgemental,
no prejudices.

¢ Respectful and positive, but not patronising.

¢ Well-organised - in planning and
paperwork, communication and
timekeeping.

 Professional - reliable, delivering quality,
committed to finishing off a project.

¢ Creative and flexible in approach.

e Easy going personal manner, upbeat, fun.

e Strong and grounded, even under pressure.
e Firm, strong on discipline and ground rules.

¢ Diplomatic, good negotiation skills.

e Openness, ability to be yourself and to
share honestly.

* Passionate about your own field of work.

e Confidence — self-assured in your
own practice.

* Humility about your own achievements,
willing to share self-critique.

¢ Specific cultural background or knowledge.

® Youth culture-literate, aware of
current trends.

e ‘Street’ image, ‘cool’.

¢ Tidy personal presentation, clean and neat,
not too casual.

e Other specific qualities.

3.

Skills and specialist expertise

Skills: able to:

e Connect with young people on their level.

e Communicate appropriately with a specific
group or age.

® Hold attention and focus.

¢ Facilitate through doing, not explaining.

e Communicate your own interest
with passion.

e Offer a variety of art forms and options.

e Offer constructive criticism and guidance.

* Adapt to unexpected circumstances.

* Demonstrate strong session planning.

e Complete paperwork on time.

e Other specific skills.

Specialist expertise:
® Process-led approach.
¢ Facilitating children and young people
as a leader.
* Background in teaching or youth work.
¢ High level of artistic or creative skill -
wide recognition, advanced training
or qualifications.
e Knowledge of cutting-edge techniques,
ideas and practice.
o Staff training/professional development.
* Awareness of National Curriculum
Key Stages.
* Awareness of current youth work agendas.
e Other specialism outside the arts - science,
environmental issues, for example.

4.

Art form expertise

Think about the areas where you can
offer expertise:

Visual arts

e Painting, drawing, sketching.

e Spray can art, graffiti art.

* Photography.

e Sculpture, making 3D work, witheys.
e [nstallation.

e Design, set design.

® Mask, costume, puppet-making.
e Print-making, etching.

e Fashion design.

e Calligraphy.

e Other visual art form.

Digital arts / new media

e Graphic design.

e Animation.

e Video, film and moving image.
e Digital photography.

¢ Digital art, web design.

e Other IT-based art form.

Performing arts

® Dance - traditional and contemporary,
urban or world dance forms.

e Choreography.

* Drama and theatre - acting, directing,
backstage or technical.

e Performance art.

* Music - instrumental, vocal, digital, live,
studio recording, music technology/
production, composition.

e DJ-ing, rapping/MC-ing.

e Spoken word - live/performance poetry.

e Circus arts, clowning.

® Puppetry.

e Storytelling.

e Other performance-based art form.

Literature

e Play writing.

e Poetry.

e Story writing.

e Anything with words.

Craft

e Pottery, ceramics.

e Wood carving.

e Textiles - weaving, felt work, batik,
patchwork, embroidery.

e Glass work.

* Mosaic.

e Furniture design and creation.

¢ Jewellery design and making.

e Metal work.

e Other craft-based art form.

Combined arts
Carnival arts

Festival or ritual making

5.

Experience of working with
children and young people

Proven experience of working in:

e Youth work and informal education settings.
* Schools and formal education settings.

e Community settings.

e Health settings.

® Youth justice settings.

Specific age groups. For example:

¢ \Very young children (also known as 0-5s,
early years, foundation stage or nursery).

e Children aged 5 to 11 (primary age, Key
Stage 1&2).

* Young people aged 11 to 16 (secondary
age, Key Stage 3 & 4).

* Young people aged 16 or over (Key Stage
5, Sixth Form, and other age-specific
brackets).

Specific support services, communities

or networks. For example:

e | earning disabled and other disabled young
people - with hearing or visual difficulties,
physical or mobility difficulties.

® Young people with challenging behaviour
and related special needs.

¢ Vulnerable children and young
people facing life challenges such
as homelessness, surviving abuse,
or looked-after young people.

* Young people with health or mental health
needs dependant on support or care
services, or in hospital settings.

¢ Young offenders, those at risk of offending,
or young people in custody.

¢ Young refugees, asylum seekers, and
others away from home, or with no
English language.

e Other groups.

6.
I

Ground rules and safeguards

The safety and well-being of children and
young people are top priorities in any project.

Commissioning organisations should have
strong policies and procedures in place
to protect children and young people.

As a creative practitioner, you share in this
responsibility. You need to make yourself
aware of these practices and seek further
training if you need support in this area.

For specific guidance on child protection

in arts projects, you should refer to the ACE
publication, ‘Keeping Arts Safe’, produced in
collaboration with the NSPCC, available from
the ACE website www.artscouncil.org.uk.

It covers:

e Safety in recruitment.

¢ Disclosure (CRB) checks and refers to ‘The
Code of Practice’ at www.disclosure.gov.uk

e Legal requirements of working
accompanied: ‘As with all projects involving
children, young people or vulnerable adults,
a legally responsible staff member from the
setting should always be present’.

e Policies and procedures.

e Good practice in child safety.

® Risk assessment.

Some commissioners, schools or
organisations set stricter standards on risk
assessment or CRB disclosures. They may,
for example, require a fresh enhanced CRB
disclosure certificate for every project.

The picture is varied and the different rules
and conditions should always be explored.
Allow time in your planning to process

CRB disclosures for visiting artists if your
commissioning organisation has strict rules.

The cost of multiple CRB disclosures can
be a heavy burden for individuals or arts
organisations. If a commissioner can’t or
won’t accept a recent, valid disclosure
certificate, it is reasonable for you to build
the cost of a new disclosure into your fees.

Always check the insurance requirements
and conditions at your setting — what’s
covered and what’s not? As a creative
practitioner, you should always have public
liability insurance, and professional indemnity
insurance to cover yourself against claims.
Policies should provide detailed information
on any additional risks and restrictions

you need to take on board. Sometimes an
activity not covered by the commissioner’s
insurance may be covered by your insurance,
or vice versa.
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Contracts and Letters of
Agreement - a checklist

When preparing a letter of agreement,
it’s worth including the following:

Named contacts

Contact details for:

® The project co-ordinator -
the lead person responsible
for practical arrangements,
communication, queries.

¢ Contact details for the artist.

Fees

Do the fees cover anything beyond

direct delivery/contact time? For

example:

® Development time, either with the
commissioner or separately.

® Pre-meetings and discussions.

® Preparation time - sourcing and

preparing materials, session planning.

® Equipment - sourcing, hiring,
transporting.

¢ Travel time, travel expenses.

e Cost of materials.

¢ Finishing, editing or preparing work
for showing.

* Review or evaluation meetings,
reporting, other paperwork.

® Does a stated hourly or session rate
include a lunch break?

* How much contact time is indicated
by ‘half day session’ or ‘full day
session’?

If not, what is the arrangement for
covering these additional items? Who
pays for them, and at which stage?

Session practical arrangements:

Set out:

¢ Dates and times.

e \/enue(s), address and contact
details, directions, parking
arrangements.

e Length of contact time with each
group (especially if rotating short
sessions).

e Specifications for the space you
require - size, access, facilities such
as tables, or sinks.

® Equipment requirements and
specifications - such as IT, and
software compatibility.

e Materials needed, and who will
provide them.

e Health and safety requirements
for artists.

People

Provide:

e Names and contact details of all
support staff.

¢ Nature of support roles - pastoral
or care, behaviour support,
participating, co-delivering,
first aider.

e Group size for each session
and ratio of adults to children/
young people.

¢ Regularity of contact with same
group - is it a one-off or repeat
session?

® Any information on group, individual
needs of children/young people.

NB: Negotiating group size is a difficult
area for many artists. To ensure quality
and safety, be specific about the
maximum group size your activity

can accommodate.

Administration

Who is responsible and what are the

requirements for:

* Registers, collecting monitoring
information.

e Managing materials budget, if any.

e Advance publicity, if any.

¢ Running feedback activities with
participants.

* Documenting or recording sessions -
photos, video, or other.

Expected outcomes

What outcomes are expected from

the project?

* Accredited outcomes - Arts Award,
OCN (Open College Network),
ASDAN (Social and Personal
Development Awards), or other.

¢ Specific learning outcomes -
curriculum area, knowledge, skills
and so on.

¢ Soft/developmental outcomes
for the group or individuals.

* New experiences.

* A finished product.

* How will outcomes be judged, and
who by? Participants themselves,
staff, external audiences?

NB: Commissioners, artists,

young people and staff may judge
outcomes very differently. For
example an outcome that staff might
be inclined to dismiss, might be seen
to have real value by the participants.
Here, it’s important to manage
expectations carefully.

Certification required from artists
Will you need to provide:

* CRB number.

e Insurance.

e Other.

Payment Arrangements

e Payment on invoice - details of
who to invoice and where to send
it, along with any purchase order
numbers.

e Payment of any part in advance.

e Cash or petty cash payments.

e Any conditions of payment -
submitting finished work, paperwork
or evaluations, for example.

* How soon you expect payment
to be completed.

Signed Artist

Signed Commissioner
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Hello

Creativity is a positive power for change
among children and young people. By
introducing creative practitioners into
the learning environment, it’s possible

to inspire children, to stimulate new
ideas, improve communication and build
confidence. Creative collaborations

work for children and young people in

all settings and can have an especially
powerful impact among those who are
vulnerable or disadvantaged. They provide
unique learning experiences - lasting, and
life-enhancing. And that’s what this guide
is all about. About making it happen.
About making a positive difference for
children and young people.

L~
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Commissioners - people and
organisations who wish to use
the skills of artists and arts
organisations to help them
reach their objectives. This
guide will help commissioners
find, commission and arrange
contracts with artists.

Artists - creative practitioners
who have skills both in artistic
practice and helping groups

and individuals to meet their
objectives. This guide will help
artists define what they can offer
and increase their opportunities
for work.

For both parties, the guide
provides ideas about how to
develop effective partnerships,
clarify expectations and deliver
successful outcomes.

The arts development
organisation Fabric recently
commissioned research into
artists working with young
people in a number of settings.
The purpose of this research
was to find out:

* How are artists recruited?

* What do young people want
from such collaboration?

This guide is based on that
research and also follows
conversations with young people
about what they want from

this kind of activity. While the
research was specific to settings*
involving young people, many

of the findings are relevant to
commissioners from other
sectors too.

*Settings are defined as places,
organisations and commissioners
known to be enabling children

or young people to experience
working directly with artists.

Guidelines for Commissioners

This research and publication
were funded by Creative
Partnerships Bradford. Creative
Partnerships is the Government’s
flagship creativity programme,
designed to develop the skills

of young people across England,
raising their aspirations and
achievements, and equipping
them for their futures.

Creative Partnerships support
thousands of innovative,
long-term partnerships
between schools and creative
professionals, who inspire
teachers and young people
to challenge how they work
and to experiment with new
ideas in all subject areas. This
world-leading programme is
transforming learning.

Creative Partnerships is managed
by Arts Council England and
funded by the Department for
Culture, Media and Sport (DCMS)
with additional support from the
Department for Children, Schools
and Families (DCSF).

If you would like a copy of the
full research publication it is
available from Fabric, email
fabric@bradfordcollege.ac.uk
or call on 01274 438966
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Preparation

Creativity is a positive power

for change among children and
young people. By introducing
creative practitioners into

the learning environment, it’s
possible to inspire children, to
stimulate new ideas, improve
communication and build
confidence. However, before
starting a project in collaboration
with an artist there are a number
of questions you should ask

and several important planning
and preparation stages.

Conceiving and planning

Value - What are the benefits
you aim to gain by inviting an
artist in?

Map out:

* The key objectives of the project
- your idea and what you want
to achieve.

e Potential learning outcomes.

* What value artists would bring
to your group’s experience or
learning beyond what you
already offer.

* What working with artists could
offer staff.

Resources - How will you find
the resources for the project?

Map out:

* Where you will find money
for fees, materials, planning.

* Any conditions attached to
this funding.

* How much you can expect
to find - the maximum and
the potential minimum.

* Where you could find reliable
support in kind - such as
materials, volunteers, space.

Partnership - How will you
support and make the most
of the opportunity?

Map out:
* How much time you and your

team can put into a partnership.

*What role you expect to play.
* How you will maintain contact
with the artists throughout.

Timing - What timescale
is realistic?

Map out:

* How long it will take to achieve
your learning objectives.

*How long you will need to
raise funds and prepare.

* How long you will need to
ensure your setting’s CRB
disclosure policies are followed.

* Where it fits into your calendar
or timetable.

With this information, you’re
now ready to start searching...

J
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Searching for practitioners

To meet your objectives for

the project, you need to look as
widely as possible for suitable
creative practitioners. There are
several options.

A good starting point is

- an online directory of artists
developed by Fabric which
includes creative practitioners
with all kinds of experience
working with groups in different
settings. Fabric can help you

with your search if you are unsure
what you are looking for. Contact

There are also organisations and
agencies that can help you find
artists to work with, as well as
other directories and databases
and, of course, recommendations
from colleagues.

In the Bradford area, there are
a number of other organisations
and agencies helping

commissioners to find artists.
These include Artworks Creative
Communities, Education Bradford
(for schools) and Kala Sangam
(for artists with an interest in
South Asian arts). Before using
an organisation or agency you
should carry out some research
and find out what they offer.
You’ll find a comprehensive list
and more information about the
pros and cons of using an agency
in Appendix 1.




Finding agood match

There are many issues to
consider when choosing an
artist to work with your group,
making sure they have the
necessary skills, experience
and personal qualities. To get
a good match, it is important
to be clear about what
attributes you think are
needed, based on your
knowledge of the group

and the setting.

Appendices 2 to 5 at the back
of this guide list the attributes
given by a range of
commissioners and young
people seen as important

in different settings.

Referring to your project
objectives:

*Pick out the key criteria from
the tables and put them in
order of priority, according
to what’s most important
to you.

*Look for evidence of these
attributes in the information
you have on artists.

¢|t is worth matching tried
and trusted contacts against
the lists too, to see how well
new contacts measure up.

At this stage, you might
find it useful to talk with
colleagues in other settings
who may have worked with
artists, to find out more.

Guidelines for Commissioners

Preparation, practical
and legal stuff

Understanding what’s on offer
You’re now ready to match
your objectives with what
creative practitioners offer.
They may outline:

* Their skills and experience.

e Training and gqualifications.

* Example projects.

 Details of quality and safety
certification.

Try and match what they’re
offering against your priority
attributes.

2. Never take safety or quality
for granted - artists will expect
you to ask for evidence.

4. Bear in mind any additional
costs they are meeting as part
of their fees; if not sure, ask.
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Fee structures

Fee structures for different
creative practitioners working
in Bradford vary quite widely
depending mainly on the range
of costs they are carrying, as
well as on experience and level
of expertise.

* The average, and most
frequently quoted daily fee
at the time of writing is £150
-£250 per day per artist,
including some, but not
many, additional costs.

* With an agency fee on top, the
cost can be significantly higher,
as project management services
may be included in the total.

* Some artists use the benchmark
of a supply teacher’s rate, which
can be £225-£250 per day, or
the FE lecturer rates of between
£16 and £30 per hour.

e Fees charged by companies
are higher to cover greater
overheads, often with more
than one artist involved in
delivery. Some organisations
work to a total budget, rather
than quoting daily rates.

e Artists who are developing new
skills or adding new elements
to their portfolio may charge
less initially.

* No artist should be expected to
work for less than the fees they
guote. If it’s too expensive for
you, don’t expect to negotiate
them down.

e Some practitioners may offer
flexibility, particularly for longer-
term arrangements, but that’s
their call.

* A number of professional bodies
represent different art form
areas and suggest fair payment
rates for artists; Arts Council
England has a list of these,
www.artscouncil.org.uk.

* There is no absolute check
for ‘best value’; based on
your best understanding of
what’s included in a creative
practitioner’s fees, the decision
is yours.

The approach

Freelance artists or organisations
will welcome your approach, as
long as the intention is clear. They
need to know whether this is:

* A firm approach for a specific
project, already secure.

¢ A firm approach for a specific
project, yet to be confirmed.

* A brief for tender - the artist
is one of several and needs to
express interest formally or
informally. If so, what must
they do next?

¢ A tentative ‘availability check’,
‘putting out feelers’ or soliciting
of ‘in principle’ interest.

Not surprisingly, artists may

be disappointed if they receive
too many of the latter proposals
for projects that never seem to
materialise. It’s better to go in
with a firm proposal, if possible.
Artists may also want to know
how many others have been
approached for the same project,
and what criteria will be used to
decide who will be booked.

NB Without a formal tender
process, or without some
payment, artists should not be
asked for detailed ideas. These
are the artist’s intellectual
property and regrettably, theft
of ideas is rife.

Pre-meetings

After making an approach, the
next step is to arrange a meeting.
This is needed because:

* You should check CRB
certificates and other
safety issues.

* You need to discuss and clarify
the details of a Letter of
Agreement - see Appendix 8.

» A face-to-face discussion is the
most effective way to resolve
any questions you or the artist
may have.

e Your project will be richer if
you’ve discussed and planned
it together.

* It’s an opportunity to begin
a working relationship.

* The creative practitioner will
benefit from seeing the setting.

* If it is not possible to meet face-
to-face, at least try to have the
same discussion on the phone
or via email.

* Remember, dialogue is crucial
to a strong and successful
partnership.

Roles

In any partnership between two
parties the roles taken by each
party need to be clearly-defined
and agreed. It is useful to work
out:

* Whether, during the sessions
themselves, you expect the
artist to lead only in their area
of practice.

* Who will determine and set
up the layout of the space?

* Who opens and closes the
session?

* Who takes the lead on behaviour
and group dynamics? Who
sets the ground rules with
participants and makes sure
they are respected?

* What specific responsibilities
will each adult in the room have?

* Who will clear up the space?

)

Contracts and Letters

of Agreement

This is a very important piece of
paper. It sets out the boundaries
for the project, provides a written
record of all discussions and
agreements, and offers clarity
for all parties. Without it, there’s
a risk of failed communication
and disappointment; with it,
there’s a greater chance that
everyone involved will have a
positive experience.

If a full contract seems excessive,
the alternative is a letter of
agreement, which captures all
details and requirements, and
provides an opportunity to spot
differing expectations in advance.

To find out how to draw up these
documents and what they should
cover, see the ‘Contracts and
Letters of Agreement - a
Checklist’ in Appendix 8.

NB If you nheed more than one
pre-meeting you should consider
paying the artist for their time. Y
K > >
v
>
>
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Delivery

To get the best out of creative
practitioners, there are a few
golden rules you should follow.
Always do your best to honour
your side of the Letter of
Agreement and double

check that:

* The timings of sessions are
still possible as planned,
without clashing with other
events or commitments - lunch
arrangements for example!

* The space, facilities and
necessary equipment are
booked for the whole session,
and will still be available
and accessible.

* The number of participants will
be no larger than agreed - for
quality and safety reasons.

« Participants have been informed,
and will be where they’re
expected at agreed times.

» Staff members are aware that
the session is taking place, they
understand their roles and will
be present throughout.

e Parents or carers are aware, and
safety and permissions are in
place - regarding photos, health,
risk, collection arrangements
and so on.

* Expectations of the outcomes
for the sessions are still as
agreed and have not ‘expanded’.

VIS

You should respect the right

of the creative practitioner not
to run the session if any of the
agreed conditions are not in
place. Also remember that their

time has a value and if the session

can’t take place as planned, they
may still expect to be paid.

Communication
Healthy communication is the
making of a successful project -

before, during and after activities.

It’s a good idea to agree:

* The different ways you prefer to
be contacted (email addresses,
phone and mobile numbers,
MSN addresses and so on).

* The times you can be contacted.

* How regularly you will be in
touch during the project.

*Who else to contact about
specific aspects (venue,
technical, pastoral).

* Who to contact in your place
(your back-up) and how to
reach them.

* A final contact before sessions
is a good idea, to check
everything’s ready.

* A brief contact after each
session is essential just to check

that everything went as planned.

* Reflecting on the partnership
itself is also good practice, at
the end of a project as well as
during its progress.

DON'T BOOK AN ‘OFF
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Helping
and supporting

Before the session, make sure
you have agreed roles which
support each other. During the
session be prepared to stretch your
contribution if it will help achieve a
high quality experience. Afterwards,
be honest, open and constructive
in your review and be prepared
to refine original roles if that
will make the next session
work better.

You know your group better
than anyone, which means your
knowledge and skills could be
instrumental in achieving a high quality
experience. During each session, ask
yourself whether the session feels
positive for the group. Are there ways
you could support the session
further and achieve a more
positive outcome?

Remember, a rewarding session
for participants is the
aim, a responsibility you
share with the creative
practitioner.

Judging quality

A creative practitioner with a
good track record should be
able to deliver a high quality
experience. From our discussions
with children and young people, this
is what they, and you, should expect:

¢ Feeling safe and supported
and adequately, clearly and
appropriately led.
¢ Active participants - practically
involved and imaginatively facilitated.
e Equally included, feeling valued and
recognised as individuals.
e Stimulated or inspired to explore new
ideas and diverse perspectives.
¢ Challenged and stretched to explore
and develop new skills.
* Encouraged to respond and
provide feedback.

If any of these areas is weak in delivery,
the session can begin to slip; if the
building blocks for quality are sound,
the session will be a rich and
transforming experience for
participants. For more
information on a
good session, see
Appendix 7.
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Reviewing, refining, evaluating

Evaluation

Evaluation is a cycle of reflection,
review and action. Going back
over a session to see what
worked best, what refinements
need to be made, and what
difference it made to children’s
or young people’s experience is
an important part of the process.
It’s an opportunity for you to give
valuable feedback and to make
future sessions even better.

As soon as possible after a
session, you should, with the
artist, review its success, talk
through strengths, weaknesses,
learning points and make
improvements. Think about:

¢ |s everyone open to negative
and positive points, offering
constructive criticism?

Of course, evaluation should take
place throughout the project, not
just at the end.

Reflecting on the partnership
Your partnership with the creative
practitioner also benefits from
regular health checks to build
positively from session to session.
Check and discuss:

* |s the balance of roles
comfortable and effective?

* Does either party feel they need
something else from the other?

Sessions should allow participants
the chance to tell you how valuable
it was for them. This may raise
issues that you need to address

- for example organisational
improvements, your own role

and its impact, the style or aims
of the session.

Sharing feedback with

Creative Practitioners

Creative Practitioners need
feedback to inform any changes
they make to their practice.
Consider:

*How can we raise concerns
constructively?

¢ Can you contribute any thoughts
to improvement or refinement?

Showing, rewarding, celebrating
Creative sessions have greater
impact, and they become more
memorable, if everyone involved
has the opportunity to show what
they’ve experienced, and to feel

it is valued.

* Do participants feel rewarded
and celebrated for their
achievements?

* Have you yourself been
acknowledged and rewarded
by your organisation?

Tying up the paperwork
Paperwork may feel like the least
appealing aspect of the project,
but all initiatives use it, and most
funders won’t pay up without

it. To round off the project,

make sure you’ve completed

any evaluations, processed any
invoices and documented any
outcomes.
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Further information

Essential reading:

‘Keeping Arts Safe’ - child safety and

protection guidance

Appendices

Alternative ways to find creative
practitioners

As an alternative to using
www.creativebradford.co.uk you may wish
to use an agency or alternative organisation
to find a suitable creative practitioner.

In Bradford you could contact:

Artworks Creative Communities
www.artworksbradford.org.uk

Cartwright Hall
www.bradfordmuseums.org/cartwrighthall/
index.htm

Education Bradford
www.educationbradford.com

Agencies and arts organisations
There are pros and cons to using a third party
to find a creative partner.

Pros - they may:

¢ Offer specialist expertise and guidance.
* Have a strong reputation.

* Have trained their artists.

* Have unique, specialist contacts.

e Offer quality assurance.

* Organise CRB checks and ensure safety.
e Offer project management and liaison.

® Take the pressure off you.

e Enable strong partnerships to sustain.

Cons - they may:
e Cost you more.

Tried and tested contacts

Pros -

* You know what they can do.

e Can build up a longer term relationship
with artists.

Cons -
e Staying with a safe option can be repetitive.
e Can limit vision of what'’s possible

and available.

Fliers, mailings

Pros -

e Can introduce a valuable wild card.

® Brings in a breath of fresh air.

e May flag up subsidised offers, tours,
packages.

http://www.artscouncil.org.uk/documents/ Fabric
publications/keepingsafepdf_phpS4UNyh.pdf ‘}’(VV‘lfWgab”C'a”Sfomm-Ofg-Uk
‘Providing the Best’ - quality assurance guidance st?v_kzrl‘fér:gam_org
http://www.artscouncil.org.uk/documents/

* Have a limited list of artists.
e Set their own conditions for artists’ practice Cons —
or for partnership. ¢ No guarantees on quality/safety.

publications/providingthebestpdf_phpJqODJ9.pdf

Useful information:
Creative Bradford
http://www.creativebradford.co.uk

Kirkgate Studios and Workshops
www.kirkgatestudiosandworkshops.org.uk
Oriental Arts

www.orientalarts.org.uk

Mind-the-Gap

www.mind-the-gap.org.uk

Bradford Museums and Galleries
www.bradfordmuseums.org

You may prefer to have:
* A free choice of artists.
¢ Direct contact/ liaison with artists.
e Control in organisation and management.
* Responsibility for quality judgement/
control and do your own safety and
CRB checks.

¢ Needs careful checking.
¢ Publicity may be seductive.

Web search

Pros -

e May give valuable information about their
offer, skills, experience.

® Sense of achievement in discovering new

‘Partnerships for Learning: a guide to evaluating v
arts education projects’
http://www.artscouncil.org.uk/documents/
publications/phpLYOOMa.pdf
‘Self Evaluation’ - for artists and arts organisations
http://www.artscouncil.org.uk/documents/
information/phpUNJ6nw.pdf
‘Positive Pointers for Artists - using the arts
to engage young people at risk’
http://www.artscouncil.org.uk/documents/
information/Positivepointers_phpYxvOwt.doc
‘Reflect and Review: the arts and creativity
in the early years’
http://www.artscouncil.org.uk/documents/ Cons - they may
publications/reflectandreview_php6880Sj.pdf  Not have safety or quality guarantees
Arts Awards and so —
http://vvvvvv.artsavvard.org.uk/site/?id:64 o Require extensive background checks.
Arts Education Information pack, via * Take time to look through.

* Be out of date!
ACE Yorkshire Education and Learning Officer

Schools Linking Project contacts.
www.schoolslinkingnetwork.org.uk Action: research the agency/organisation;
discuss what they offer, and their conditions. Cons -
e Time consuming.
Alternatives to using a third party agency or ¢ No guarantees on quality/safety.
organisation include: * Needs careful checking.
* Web profile may be seductive.

Lists and databases
Pros - they may Cold calls
¢ Include a very wide range of artists/options. Pros —
® Open up further ideas, or ¢ Can instigate immediate personal contact.
e Help refine your search.
® Enable direct partnerships with artists Cons -

to emerge. * Needs thorough backup research.

¢ Often timing of calls is difficult.

Action: Check the current status of the list/
database, and whether any guarantees are
made for quality or safety

Recommendations from colleagues

Pros -

* Your peers may be the best reference point.
* You can easily check on experience.
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2.

Personal Qualities

Think about the personal qualities you
would like from a creative practitioner:

e Great rapport with children and
young people.

e Able to see children and young people
as artists in their own right.

e Open-minded, non-judgemental,
no prejudices.

¢ Respectful and positive, but not patronising.

¢ Well-organised - in planning and
paperwork, communication and
timekeeping.

¢ Professional - reliable, delivering quality,
committed to finishing a project off.

¢ Creative and flexible in approach.

e Easy going personal manner, upbeat, fun.

e Strong and grounded, even under pressure.
¢ Firm, strong on discipline and ground rules.

¢ Diplomatic, good negotiation skills.

e Openness, ability to be themselves and to
share honestly.

¢ Passionate about their own field of work.

¢ Confidence — self-assured in their
own practice.

* Humility about their own achievements,
willing to share self-critique.

e Specific cultural background or knowledge.

® Youth culture-literate, aware of
current trends.

e ‘Street’ image, ‘cool’.

¢ Tidy personal presentation, clean and
neat, not too casual.

e Other specific qualities.

3.

Skills and specialist expertise

Think about the skills and specialist
expertise you would like from a
creative practitioner:

Are they able to:

e Connect with young people on their level.

* Communicate appropriately with a specific
group or age.

¢ Hold attention and focus.

¢ Facilitate through doing, not explaining.

e Communicate your own interest
with passion.

e Offer a variety of art forms and options.

e Offer constructive criticism and guidance.

¢ Adapt to unexpected circumstances.

* Demonstrate strong session planning.

e Complete paperwork on time.

e Other specific skills.

Specialist expertise:
¢ Process-led approach.
¢ Facilitating children and young people
as a leader.
e Background in teaching or youth work.
® High level of artistic or creative skill -
wide recognition, advanced training
or qualifications.
¢ Knowledge of cutting-edge techniques,
ideas and practice.
o Staff training/professional development.
e Awareness of National Curriculum.
Key Stages.
* Awareness of current youth work agendas.
¢ Other specialism outside the arts - science,
environmental issues for example.

4.

Art form expertise

Think about the art form area of expertise
you would like from a creative practitioner:

Visual arts

¢ Painting, drawing, sketching.

e Spray can art, graffiti art.

® Photography.

e Sculpture, making 3D work, witheys.
e |nstallation.

e Design, set design.

e Mask, costume, puppet-making.
¢ Print-making, etching.

e Fashion design.

e Calligraphy.

e Other visual art form.

Digital arts / new media

e Graphic design.

e Animation.

¢ Video, film and moving image.
e Digital photography.

¢ Digital art, web design.

e Other IT-based art form.

Performing arts

¢ Dance - traditional and contemporary,
urban or world dance forms.

e Choreography.

e Drama and theatre - acting, directing,
backstage or technical.

e Performance art.

* Music - instrumental, vocal, digital, live,
studio recording, music technology/
production, composition.

e DJ-ing, rapping/MC-ing.

e Spoken word - live/performance poetry.

e Circus arts, clowning.

® Puppetry.

e Storytelling.

e Other performance-based art form.

Literature

e Play writing.

e Poetry.

e Story writing.

e Anything with words.

Craft

e Pottery, ceramics.

e Wood carving.

e Textiles - weaving, felt work, batik,
patchwork, embroidery.

e Glass work.

* Mosaic.

e Furniture design and creation.

¢ Jewellery design and making.

e Metal work.

e Other craft-based art form.

Combined arts
Carnival arts

Festival or ritual making

5.

Experience of working with
children and young people

Proven experience of working in:

e Youth work and informal education settings.
e Schools and formal education settings.

e Community settings.

¢ Health settings.

e Youth justice settings.

Specific age groups. For example:

e \Very young children (also known as 0-5s,
early years, foundation stage or nursery).

e Children aged 5 to 11 (primary age, Key
Stage 1&2).

¢ Young people aged 11 to 16 (secondary
age, Key Stage 3 & 4).

* Young people aged 16 or over (Key Stage
5, Sixth Form, and other age-specific
brackets).

Specific support services, communities

or networks. For example:

¢ Learning disabled and other disabled young
people - with hearing or visual difficulties,
physical or mobility difficulties.

® Young people with challenging behaviour
and related special needs.

e Vulnerable children and young
people facing life challenges such
as homelessness, surviving abuse,
or looked-after young people.

* Young people with health or mental health
needs dependant on support or care
services, or in hospital settings.

® Young offenders, those at risk of offending,
or young people in custody.

* Young refugees, asylum seekers, and
others away from home, or with no
English language.

e Other groups

6.

/s

Ground rules and safeguards

The safety and well-being of children and
young people are top priorities in any project.

Commissioning organisations should have
strong policies and procedures in place
to protect children and young people.

The creative practitioner shares in this
responsibility with you.

For specific guidance on child protection

in arts projects you should refer to the ACE
publication, ‘Keeping Arts Safe’ produced in
collaboration with the NSPCC, available from
the ACE website www.artscouncil.org.uk.

It covers:

e Safety in recruitment.

¢ Disclosure (CRB) checks and refers to ‘The
Code of Practice’ at www.disclosure.gov.uk

¢ | egal requirements of working
accompanied: ‘As with all projects involving
children, young people or vulnerable adults,
a legally responsible staff member from the
setting should always be present’.

e Policies and procedures.

e Good practice in child safety.

* Risk assessment.

Some commissioners, schools or
organisations set stricter standards on risk
assessment or CRB disclosures. They may,
for example, require a fresh enhanced CRB
disclosure certificates for every project.
The picture is varied and the different rules
and conditions should always be explored.
Allow time in your planning to process

CRB disclosures for visiting artists if your
commissioning organisation has strict rules.

The cost of multiple CRB disclosures can

be a heavy burden for individuals or arts
organisations. If a commissioner can’t

or won’t accept a recent, valid disclosure
certificate, it is reasonable for the practitioner
to build the cost of a new disclosure into
their fees.

Always check the insurance requirements
and conditions at your setting — what’s
covered and what’s not? A creative

practitioner should always have public liability

insurance, and professional indemnity
insurance, to cover against claims. Policies
should provide detailed information on any
additional risks and restrictions you need

to take on board. Sometimes an activity not
covered by the commissioner’s insurance
may be covered by insurance, or vice versa.

Hallmarks of a high
quality session

¢ Participants are focused, engaged,
motivated and lively.

e They are curious, questioning, solving
problems creatively.

e Confident about offering their own ideas,
challenging and stretching themselves,
proud to demonstrate new skills and
new thinking.

e Respecting ground rules, trusting
leadership, moderating their own behaviour
and that of their peers.

® Respecting each others contributions,
showing teamwork, collaboration,
mutual support.

¢ Reluctant to end the session, keen to
continue developing their work, happy
to miss break time.

Hallmarks of a slipping session

e Group losing focus, growing bored and
restless, eventual disorder.

¢ Participants becoming confused, unable
to follow and frustrated.

¢ Participants becoming uncooperative
or withdrawn.

e Participants criticising each other.

e Group not trusting you, the creative
practitioner, to lead.

e Participants disregarding or challenging
agreed ground rules.



.Contract

Contracts and Letters of
Agreement - a checklist

When preparing a letter of agreement,
it’s worth including the following:

Named contacts

Contact details for:

® The project co-ordinator -
the lead person, responsible
for practical arrangements,
communication, queries.

e Contact details for the artist.

Fees

Do the fees cover anything beyond

direct delivery/contact time? For

example:

* Development time, either with you
the commissioner or separately.

® Pre-meetings and discussions.

® Preparation time - sourcing and

preparing materials, session planning.

e Equipment - sourcing, hiring,
transporting.

¢ Travel time, travel expenses.

e Cost of materials.

¢ Finishing, editing or preparing work
for showing.

® Review or evaluation meetings,
reporting, other paperwork.

* Does a stated hourly or session rate
include a lunch break?

* How much contact time is indicated
by ‘half day session’ or ‘full day
session’?

If not, what is the arrangement for
covering these additional items? Who
pays for them, and at which stage?

Session practical arrangements:

Set out:

e Dates and times.

e \/enue(s), address and contact
details, directions, parking
arrangements.

e Length of contact time with each
group (especially if rotating short
sessions).

e Specifications for the space you
require - size, access, facilities such
as tables, or sinks.

® Equipment requirements and
specifications - such as IT, and
software compatibility.

e Materials needed, and who will
provide them.

¢ Health and safety requirements
for artists.

People

Provide:

e Names and contact details of all
support staff.

¢ Nature of support roles - pastoral
or care, behaviour support,
participating, co-delivering,
first aider.

e Group size for each session
and ratio of adults to children/
young people.

¢ Regularity of contact with same
group - is it a one-off or repeat
session?

e Any information on group, individual
needs of children/young people.

NB: Negotiating group size is a difficult
area for many artists. To ensure quality
and safety, listen to the artist’s
recommendations on the maximum
group size their activity can
accommodate.

Administration

Who is responsible and what are the

requirements for:

e Registers, collecting monitoring
information.

* Managing materials budget, if any

e Advance publicity, if any.

¢ Running feedback activities with
participants.

e Documenting or recording sessions -
photos, video, or other.

Expected outcomes

What outcomes are expected from

the project?

¢ Accredited outcomes - Arts Award,
OCN (Open College Network),
ASDAN (Social and Personal
Development Awards), or other.

¢ Specific learning outcomes -
curriculum area, knowledge, skills
and so on.

e Soft/developmental outcomes
for the group or individuals.

* New experiences.

e A finished product.

* How will outcomes be judged, and
who by? Participants themselves,
staff, external audiences?

NB: Commissioners, artists,

young people and staff may judge
outcomes very differently. For
example an outcome that staff might
be inclined to dismiss, might be seen
to have real value by the participants.
Here, it’s important to manage
expectations carefully.

Certification required from artists
Will you need to provide:

e CRB number.

e Insurance.

e Other.

Payment Arrangements

e Payment on invoice — details of
who to invoice and where to send
it, along with any purchase order
numbers.

e Payment of any part in advance.

e Cash or petty cash payments.

e Any conditions of payment -
submitting finished work, paperwork
or evaluations, for example.

* How soon you expect payment
to be completed.

Signed Commissioner

Signed Artist






