ArtWorks 
Arts organisations and support for artists working in participatory settings 

This note provides an overview of some of the main points from a discussion held at the  Barbican Guildhall on 17th January 2013. In addition a full transcript of the discussion is available.
Introduction

The discussion was designed to engage London based arts organisations in a debate about how they currently support artists and practitioners working in participatory settings and consider the scope for collaboration in  delivering training and development to artists. It follows on from discussions the Barbican Guildhall  organised with artists and practitioners in 2012 and will feed into the outcome of the London ArtWorks programme which is being led by the  Barbican Guildhall and is funded by Paul Hamlyn. In advance of the meeting participants were sent a set of case studies which considered the approach to training and development of artists of five London based organisations (Link online).

Artists, curator perspective 

The discussion lasted two and a half hours and started with a presentation from Neville Gabie and Sam Wilkinson. Nevile comes from a visual arts (sculpture) background and develops site specific work. He recently completed a two year residency at the Olympic Park in Stratford. He also worked for three years as artist in residence at a large commercial shopping development (in the building phase) in Bristol. Sam is the co-director of InSite Arts, who worked in partnership with Neville to realise both the Bristol and Stratford projects. Their presentations are available online. They discussed:
· The challenges of working with clients who want clear outcomes to be spelt out at the beginning of projects (in direct conflict with the development of a participatory process of engagement with people in context), 
· The need to have people like Sam enabling projects and  giving the artists space and room to maintain their activity and the integrity of their idea, 
· The lack of a critical framework for participatory arts and the way in which this constrains the development for the work and the capacity for greater learning and collaboration. 
Concepts that emerged from their presentation which were reflected in the discussion:
Trust and integrity – enabling artists to have the courage of their convictions and not be overly constrained – this is a challenge when working with partners in schools, healthcare etc who may need hard outcomes to justify their investment. Organisations can support the artists in this brokerage. 
Risk and failure – artistic practice is bound up with the idea of risk, but this can be very challenging for clients. Also – do arts organisations really embrace risk? Or at least frame projects in such a way that the artist can take risks with the creative process but the framework of the activity is structured
Neville and Sam’s recommendations for supporting and training practitioners were:
· Live projects are where you learn – can you bring students and less experienced practitioners into this?
· Can we develop a critical framework for this work. This will feed in to CPD 
Amanda Smethurst (the Chair) set out some key points for the debate. 
Recognition that most artists work in a freelance capacity – does this present particular challenges for formalised professional development? What role do employers of freelancers have in terms of supporting their development? Also in the context of this kind of work the line between ‘artist’ and ‘participant’ could be blurred – what are the development and progression issues for participants?

The main debate started by considering – what works?

· Shadowing and mentoring – re-enforcing the point that ‘on the job’ is more relevant in this context than study based courses etc 

· Providing space for reflection – especially for freelancers who might otherwise simply move on to the next project. Reflection on what worked and what did not after and during activity
· Developing any CPD offer ‘with artists not ‘for’ artists’ 
· Weekend training sessions for artists, where groups of artists can come together to discuss their practice 

· One to one support

· Ensuring freelancers feel part of the organisation they work for  

· Learning from observation and ‘disruption’ exposure to new experiences. Important that more experienced practitioners can share these opportunities with less experienced  ones 

· Providing artists with a personal training bursary – they then choose where to spend it 

Higher education and accreditation
There was debate about the role of HE in training artists. This has been the traditional route of many artists in participatory settings and beyond. The point was made that this will need to be re-considered as more young people are put off going to university by higher fees. As Stella Barnes said – ‘at the same time as our communities are becoming more diverse our work force is becoming less diverse’ .  This is a problem for organisations wanting to connect with the people around them and work in participatory settings. Can we develop a credible alternative pathway to HE?

It was pointed out that the HE route for disabled young people can be very fraught and therefore new pathways have to be found. 

Some organisations felt that qualifications in themselves are irrelevant to this work – when employing an artist they need to see that they can connect with people and learn from them. Therefore an accredited qualification might not be that useful. ‘Accreditation does not equal value’ in this context.
Polly from East London Dance said they don’t perceive a demand from artists for more accreditation. But commissioners increasingly do want evidence that an artist is of quality and has been through some kind of accredited training (this is particularly true in schools). With the numbers of commissioners diminishing will this become more pressing and is there a need to push artists to go down this route so they are prepared?
Liza from Studio 3 talked about artist wanting ‘smarts’ to get on in the sector - which is different to accreditation. They need help with projecting themselves effectively for different kinds of clients, commissioners and funders. The role of the go-between type organisation can be crucial here. 

Many arts organisations are wary of accreditation because of the ‘paperwork involved’ and it was noted that the Arts Council’s emphasis on the new practitioner qualifications might not be effective. However this does leave a gap in terms of how people then show they have competence.
Stave Moffitt pointed out that young people (in a general sense) do tend to want qualifications because it is a tangible thing that helps them feel less anxious about how to navigate the increasingly difficult territory of moving into employment. 

Proposals

· Can we accredit prior learning rather than focussing on ‘doing’ courses?

· Are the current qualifications that exist really fit for purpose? Can this be addressed?

· Is there value in developing a ‘pool’ of high quality freelancers and sharing this information in some way? With the proviso that we don’t want to create a members club

· Are there ‘tactical’ areas (how to get a CRB and health and safety compliant, how to do basic compliance) that are common and could be worked on as part of a framework and other more ‘strategic’ skills – like issues in terms of collaboration and exchange that need to be addressed in a different way? 
Networking and collaboration

The idea of thinking about these issues as a network of organisations and the fact that pressure on traditional funding routes will mean people need to be entrepreneurial and work in different ways was discussed. This could consider:-

· Progression routes for artists between different organisations 

· Cross art form sharing – really focussing on the need of participants
· Multi-age – not just about working with young people or old people

· Thinking about the specific needs of inner and outer London and how some of these boundaries might be crossed 

· Debating the new accreditation frameworks – can we come up with better?

· Thinking about how to influence HE – give them what they need and perhaps utilise more of their knowledge too 
· Developing a new kind of critical framework and provide a way for the participatory work to gain status 

NEXT STEPS

The Barbican Guildhall discussed their idea of a ‘Collaborative Fellowship’. This would consist of a jointly developed and delivered set of training modules and experiences. It would give the artists the advantage of experiencing different working practices and different settings. It would give the arts organisations the advantage of specialising in the aspects of training delivery that they know best and sharing resources for common elements.  It would give the funder the advantage of a branded project. It could contribute to giving the sector a higher profile and status.
The Barbican Guildhall is piloting two critical debate sessions (salons) with the ICA. These will be held on 15th February and 1st March at 3pm. It already has contact with 278 artists, who were consulted during the early stages of ArtWorks, who will be surveyed for their opinions about the need for, and possible subjects for, critical debate. 
Please can everyone fill in a brief questionnaire online to tell us your views of the next stage and whether/how you would like to be involved: http://www.surveymonkey.com/s/ArtWorksLondonSeminar  
