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H
ow do you become a good community artist? When I was choosing a career I didn't

know such work existed. Now there are recognised courses and opportunities for

professional development, but many of us have come to this work without specific

formal training. In fact a trawl around some of the experienced artists at darts would find a

variety of inroads. In many ways that's a good thing - when I work with a group, for example,

I'm drawing on my teacher training, my voice work, what I learned from studying music, my

song writing, and all my other life experiences. One of the great things about working for

darts is that you can be yourself, and can indeed mine your whole wealth of experience as

you tackle this challenging, inspiring, dangerous and wonderful work.

But is that enough? When I started on this journey it was useful to have help and advice from

people who had travelled similar paths - and it still does, although now I learn not only from

those who've been doing it for years, but also from those who are just beginning and bringing

their own fresh approaches and ideas and questions. And it helps, too, to have ongoing

discussions around what makes a good session, how best to enable a group to be creative,

and other issues of good practice.

So the idea of a handbook was born - a book that would try to make the process transparent,

that would strip this work down to its bare essentials and provide a toolkit for those setting

out, but also inspiration for all of us as we constantly learn and change and adapt and create

ways of working with people.

The book is written in the context of working for darts which has a training strategy, an

induction package for artists and strong support systems in place. However, I have tried to

make it more widely relevant so that you will find it useful whatever the context you are

working in.

It owes its existence to a vast array of artists, support staff and participants at darts and

beyond. It contains contributions from as far away as Vermont, USA, and as near as across

the Hub desk at The Point. And it's unfinished, because it's waiting for ideas from you. It will

ask you questions and invite your comments and stories. We intend it to be regularly updated.

The important thing is that it's born out of real firsthand experience, just as your community

arts practice is.
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W
hy be a community artist? It's important to know what your motives are. If you're in

it to tide you over financially until you can be a “real” artist you won't last long,

which is not to say that some people haven't started like that.

At darts we believe passionately in the value of community arts and feel that the people we

work with deserve nothing less than total commitment from our artists. We will support you

to the hilt if you share our passion and if you have the integrity to turn down any piece of

work which you are not excited by.

You'll be aware of what being an artist means to you, how important it is to be creative. The

philosophy behind community arts work is built on everyone having the right to discover how

that feels. This work has real, well-documented benefits for every type of group you can

imagine. darts' archive is full of success stories to bear witness to this. Put briefly, exposure

to the opportunity to be creative can:

build confidence and self-esteem

bond people together

produce a sense of well-being

encourage a sense of pride in what is produced

improve social skills

improve physical and mental development

aid communication

break down barriers

promote inclusion

and more. To those of us who have been around in this area for a long time, these things

have been rehearsed time and again, but it doesn't hurt to be reminded. When it works, it

works big time, and can really make an impact on people's lives. It can't quite make the lame

walk and the blind see, but small miracles happen, lots of them, every day, and bigger ones

over time. If you care about people, and you are passionate about the arts and what creative

approaches can do, this work is just about as fulfilling as life can get. Never allow cynicism to

cloud your belief in what you're doing. This is important work.

●

●

●

●

●

●

●

●

●
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“It is my belief that art is essential to life, that
without the ability to express the inner being,
the outer being exists only as a wanderer in a
strange land.” Clemma, ceramicist, Vermont

Many community artists simply get a kick out of enabling people to grow and develop

through creative arts activities. Some have a core belief that art should be for everyone:

5



Why bother?

“I suppose I'm really passionate about art not just being big money-making people in London and
obscure elitist stuff in museums and that creativity is really important. I think that everyone can be
creative if they are just given the opportunity. It isn't just about people being able to draw something
perfectly or play a perfect piece of music, or sing with perfect pitch, or dance like a famous ballerina,
it's about finding out where people can be creative in their own right and encourage that.” Jan,
visual artist, Sheffield

“Too many people seem to lead lives that are only influenced by mainstream culture and hardcore
marketing and advertising and it's nice to give them an insight into something else and hopefully
influence the direction of their life in a little way.” Keith, musician, Doncaster

“By doing dance I found a place for me and I have since found that everyone I work with in a creative
context is the same. It's attitude and the way artists think and the way they approach their lives and
the things they find interesting, inspiring, enjoyable and fantastic…It's about the way I want to live
my life. I just love being around creative people and I can't believe we get to do this!”
Louise, dancer, Doncaster

With others it's a case of wanting to broaden people's experience of the arts:

Others find that their community work feeds their work as a solo artist, giving them access to

other artforms and enabling them to work alongside other artists:

…and keeping their feet firmly grounded in the reality of people's lives:

“I enjoy writing on my own but when I do it all
the time I feel like a cannibal, constantly
tearing flesh off my own back to feed what I
do, and I enjoy feeding off other people...
Working both solo and as a community artist
you have a wonderful way into people's lives. I
am thoroughly privileged to do what I do.”
Peter, writer, Leeds
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Another motivation that came up again and again while interviewing artists is the sheer

enjoyment of the job:

“The argument for art and culture being at the centre of our national life is more urgent than ever
before…the arts make a contribution to health, to education, to crime reduction, to strong
communities, to the economy and to the nation's well-being…The arguments for creativity and
innovation are more urgent than they have ever been.”
Estelle Morris MP, Arts Minister

“You're constantly being challenged both
professionally and socially, working with lots
of different groups and using lots of different
skills. You never find that your Monday is
identical to your Tuesday. And I think you can
have a fresh approach and be much more
motivated when you haven't got into a
professional boring rut.”

“Everyone now accepts that the arts can be a
catalyst to turn around whole communities.”

Emma, drama worker, Sheffield

Tessa Jowell MP, Culture Secretary

Increasingly these days there is endorsement for the value of the arts in the fields of

education, health and social change, and the benefits that community artists and their

clients have long been aware of are now being taken seriously by funders and governmental

bodies. Community arts is shedding its former rather crusty image and is now a respected

profession.
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That recognition comes with increased responsibilities for the community artist. As well as

competency in your own artform and the ability to run workshops there is a raft of other

skills, knowledge and understanding relating to specific areas that are now desirable for

anyone undertaking this work. It's not just about giving people a good time. If you're a true

professional you'll be interested in pushing your work to the limit and beyond.

You need to be robust enough, too, to resist the notion that the arts can be a magical cure-all

for all the world's ills - the endorsement of politicians can be a double-edged sword. It's about

being firm in your belief in the arts having the power to transform people, but keeping your

feet on the ground and being aware of the contexts you are working in. Writing a book with

homeless people may raise their self-esteem and others' awareness, but at the end of the day

it'll take a lot more than the arts to get them permanently housed.

So how about you? Why do you want to do this? It can be hard, it will stretch you sometimes

to the limit, and it's not the best-paid work in the world. There will be days when nothing goes

right, when a disturbed teenager tells you you're crap, when a teacher says you've done

nothing she couldn't have done, when a care worker tells you that they'd

rather be playing bingo. Without some core beliefs you can

flounder. So take some time to explore your own

reasons and if it helps, write them down - or

sing them or dance them or paint them or

whatever feels right for you!

8
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T
o rephrase a Zimbabwean proverb, if you have a voice, you can sing; if you can move,

you can dance; if you can make marks, you can make art. This is the foundation of all

that we do with people. What more inspiration could we want?

But one of the biggest challenges in this work, and the thing that drew many of us to it in

the first place, is that you need constantly to be coming up with fresh ideas and approaches.

By all means repeat a favourite format that you know works well but if you find yourself

constantly revisiting old ground you need to pull yourself up and think of something new.

This chapter is devoted to legal shots in the arm.

People are endlessly fascinating and a great wellspring of creative ideas.

Find out what their passions are - go round the circle and ask them to say one thing in

their life they truly love.

Ask them to bring in an object that means a lot to them and tell the story behind it.

You can even do this with something they are wearing - tell us one thing about it.

What's the funniest/most embarrassing/happiest thing that's ever happened to them?

Ask them to describe a place that's really special to them. Do they remember a

“secret” place from childhood?

And so on. Everyone has a story. Use it to create something with your group.

It's essential to keep practising your own artform and expressing your own creativity. This

can get hard to do when you're doing a lot of delivery but the two really can feed off each

other, and at darts we place the highest value on this balance.

Make a creative date with yourself - and write it in your diary so you don't put in

anything else. OK, so being creative to order is a bit artificial, but you expect your

participants to do it! And making yourself get started is the hardest part…

●

●

●

●

●

Be an artist

Be interested in your participants
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· Go and see an exhibition/performance/film, listen to a new piece of music, something

that will take you out of yourself (television not allowed for this one, it's too easy) and

hopefully give you more ideas.

Spend time with other artists, both in your artform and in different ones. Pair up and

dream up a project together, or become creative buddies and encourage each other to

spend time creatively. You could set targets and each promise that the next time you

meet up you'll have moved towards achieving them. If you haven't, challenge each other

and ask why.

Try another artform - go to a dance class, work out a tune on an instrument, write a

poem, draw something… Not only can this open up new avenues for you, you'll also get

some insight into how your own participants feel in your sessions.

Watch other artists deliver sessions. Being aware of someone else's approach, even in

a totally different artform, can give you a new angle on your own work.

Go on a course that you know will be good and inspiring. You'll meet like-minded

people and have fun as well as giving yourself space to try out new things.

Keep up with periodicals, books and websites that deal with your artform. Set yourself

the highest artistic standards.

This may sound a bit cosmic, but we take so much for granted sometimes we don't notice

things. Taking time to just be in the moment can open up your senses and make you really

receptive to the world around you. Meditation can help if that's what you're into, but just

spending some quiet time and not letting the everyday get in the way can be truly

empowering. Even taking a fresh look at the most banal of objects can lead you up a totally

new path. Shutting off one of your senses can be useful, as can concentrating just on one of

them. Give yourself a short time frame - a minute, say, and see (hear, feel, smell…) how many

different things you notice. You may get ideas directly from doing this; if not, the exercise will

open you up to being more receptive to your creativity.

While we're sitting comfortably, let's do this one. Cosmic again, maybe, but hey… This is

about going within yourself occasionally, the sort of state you're in as you lie in bed at the

●

●

●

●

●

Be more aware

Take time to reflect
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Be inspired!

start of the day, but which you can return to in any moments of otherwise dead time - on

public transport, waiting for the dinner to cook, or when you're doing pleasurable things like

going for a walk or whatever turns you on. Let your imagination take you where it will. Some

artists like to have a sketchpad or notebook with them to catch that creative idea before it

fades away.

Coming down to earth, a new piece of equipment can be an inspiration in itself, from

expensive technology to, quite literally, a child's toy. Taking something into a workshop can

really set you going in a completely new direction. Just don't get to rely on it too much - the

reverse is to try and do a session with nothing other than you and the participants, or

something as simple as a blank sheet of paper.

Paint a piece of music, dance a picture, sing a sculpture…

The most mundane of things can set you off. Here's a list to get you started:

%

Newspaper headlines

Stones from the garden

An overheard remark

A view from a window

Food

A postcard

A train ticket

The pattern of bricks on a wall

A doodle on a piece of paper

A receipt

New toys

Using other works of art as stimulus

Using the everyday as stimulus

·
·
·
·
·
·
·
·
·
·
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A theme trail

The darts archive

Talk with other artists

Get out more

Take a break

Over to you

…or thought shower, or mind map, or spidergram or whatever you call it. Write down a word

in the centre of a large piece of paper. Think of associated words and link them to the first

one. Then find links to each of them, and so on… There'll be an idea you can use in there

somewhere! Or you could try and link two seemingly unconnected words.

Trawl through the documentation of past projects, watch the videos, look at the photos,

listen to the CDs. Not to copy, of course, but to be inspired.

One of the biggest benefits of working for darts is that you get to work with a bunch of

highly creative individuals. Make the most of that - bounce ideas off each other, develop a

pet project that you've always wanted to do, embark upon a creative project for yourselves.

Although it may seem so sometimes, darts is not the centre of the universe. You will gain a

far richer experience if you find work elsewhere - it will feed your own practice and will

benefit your work with us.

There may be times when the thought of doing one more workshop fills you with gloom,

when you feel bored and worn out and overwhelmed, and can't think of a single new idea.

Burnout is a real danger in this line of work. There is a strong temptation for a freelancer to

take on everything that comes your way. Paying the bills is important of course but your

long-term health is more so. You will be letting others down, too, if you push yourself so hard

that you're totally drained. So go away if you can afford it or go to bed if you can't, and do all

the self-nurturing things that work for you.

What are your sources of inspiration? How do you get yourself out of a rut and re-energised?

13
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I
am still dogged by self-doubt and have never stopped getting nervous before meeting a

new group. It's times like those that the doubts creep in; were previous successes just

flukes, or down to a colleague I was working with? Am I too old and uncool to work with

young people? How can I presume to know how a person with a disability feels? What do I do

that's so special anyway? Am I just a pale imitation of other, better, more original artists with

more developed personal and artistic skills? And so it goes on…

Just as you need to know what your core beliefs are, exactly why it's important to you that

you work in this field, in order to function as a community artist you also need to cultivate

an unshakeable belief in yourself. That means lots of positive self-talk to deal firmly with

that nagging voice and stop your inner critic getting in the way of you doing the job you're so

keen to do. Which is not to say that you shouldn't be self-critical and constantly committed

to your own development!

What is your style of delivery? What would you like it to be? Perhaps it's easier to assess

other people's style than our own. As I said in an earlier section, we are all unique, and we

all bring a different combination of strengths, interests, life experiences and personality

traits to our delivery role. darts is fortunate to have a pool of artists with widely differing

ages, backgrounds and lifestyles. Exploit this and observe other artists working as often as

you can.

Take some time to think about your own style, how you come across to your groups, what

you bring to this work. Be proud of who you are and of the fact that you're providing them

with a different role model, an exciting alternative. That said, make sure you remain

accessible - if you dress too outrageously, for example, you may put your clients off, or be

seen as conforming to yet another stereotype, so it pays to give it some thought.

Keep a diary of your projects. It doesn't need to be written - you could use a

dictaphone, photographs, a scrapbook of reminders. Not only does it concentrate

your mind, if you're doing a traineeship, on what went right and wrong, but over time

it can become a record of your journey through this territory. If self-belief is a

problem for you, looking back at past achievements can be a valuable resource.

Your personal style

Celebrate your triumphs, learn from your mistakes

●



i

i

i

i

Similarly, look back on how you handled things that went wrong, and how you said

you would do it differently next time.

Build up a dossier of good news stories and excellent advice on how to avoid

repeating bad ones.

Write down and keep any positive comments participants, clients and fellow artists

have made about your sessions. Read them when you have an attack of self-doubt.

Again, if you hate writing, find another way of doing this - anything to jog your

memory.

Generally speaking, the more you can find out about the people you'll be working with,

the better you'll feel.

Talk to whoever has booked you to do the work, talk to the carer/teacher/leader, talk

to other artists who may have worked with them

Do some reading or surfing the net if it's a group with, say, a condition or lifestyle you

have no experience of.

If possible, if it's a group that meets regularly anyway, arrange to visit before your

first session.

Focus on what their needs are and how they will benefit from your session, instead of

worrying about yourself. Remember that they'll very likely be more nervous than you

are, and it's up to you to put them at their ease and ensure that they have a positive

experience.

We all have baggage, issues, personal hotspots that may make us vulnerable.

Identify yours and work on them if you need to. Sometimes it may just be

inappropriate for you to work with specific client groups for a while.

Know your group

Know yourself

Remember your best sessions and relive them. Know exactly what it was that made

them so damn good, and you'll know you can repeat that success.

i

i

i

i
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Sharing the experience of a certain group can be a bonus but it can also be difficult

to the point of being a bad idea for you to work with them. If you've had a mental

illness, say, you will have much insight into the problems of a group of health service

users but it might still be too fresh and raw for you to be able to cope.

Similarly, if you've been on the other side of the fence from your group it may also

present problems. For example if you've been abused you might never feel comfortable

working with a group of sex offenders.

It may just be that you don't fancy working with a specific group - you may feel you haven't

got the appropriate skills, knowledge or confidence, you may just feel uncomfortable,

not necessarily from a particular emotional response or

experience. There's absolutely nothing wrong with focussing on

specific groups or areas of work, and working to your

strengths.

Being conscious of your personal limits and preferences

and being able to accept or turn down work on that basis is

a true sign that you are taking yourself and your work

seriously.

Hopefully this goes without saying, but if you've rehearsed your

songs/games/dance moves, tried out the technique you're going to

use, made sure your equipment is in working order (with a backup

plan for if it suddenly isn't), and planned your session inside out, you'll

know you've done all you can to make sure things go smoothly.

You also need to be clear about what you want the outcome of

your session to be (this of course should be part of your

planning) even if you end up achieving something

totally different!

Know your stuff

Know your purpose

Trust Yourself
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Look and sound confident

Keep interested in your own artistic development

Ask for help

Yes, even if you're not, and this takes some practice. Your tone of voice, the expression on

your face, even the way you sit or stand, will give an air of confidence and quiet authority or

convince the group you don't know what you're talking about.

Watch other artists at work and notice what they do.

Have a picture in your mind of how you would behave if you were really confident and

act in that way.

Simple things like sitting up straight and making eye contact with people will make

you feel more in control.

Decide exactly how you are going to introduce your session. Memorise what you

intend to say and rehearse it in front of a mirror until it becomes second nature.

Ask someone you trust to watch you lead a session. Get them to focus particularly on

how confident you appear. They may identify mannerisms that undermine the way you

want to come across.

Spending a few minutes alone before a session just sitting quietly and focussing on

your breathing, gathering your thoughts, may work for you - if not, find out what your

most effective personal preparatory routine is, and make time to go through it.

Always remember you are an artist. Be passionate about your artform - if you're not, why

should your group be? Do all you can to prevent your practice from becoming stale. Seek out

opportunities to develop and experiment.

If there are aspects of your delivery that you're truly not happy with, talk to someone -

another artist, the person you're working for, anyone whose opinion you value and who knows

you and your work well enough to reassure you or to help you develop. Identifying ways you

have still to improve is a sign of strength, not weakness.

i

i

i

i

i

i
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It may be appropriate to ask to be paired up with a mentor for a while - this is available

through darts and can be a very helpful professional development tool. Never feel you're on

your own.

If you're working as part of a team, plan in some peer support and opportunities to observe

each other.

We all have personal horror stories. Sometimes things happen which are

completely outside your control - no one turns up for your session, they do

turn up but were expecting something else so won't join in, someone

throws a brick through the window in the middle of your session, the

fantastic piece of state of the art technology you have based your

workshop around breaks down…

I once met a musician who had led a session in which somebody

died. Whatever your worst nightmare is, face it and decide what

you would do in that situation. Chances are nobody will die.

No one is as good as you are at being you. You have unique

qualities that will contribute to you being the best you can

be at what you do. The very fact that you get nervous and

are worried about doing a good job is a positive indication

that you care about what you are doing and the people you

are working with. Which is why you were asked to do the

piece of work in the first place. Someone thought you

could do it - who are you to doubt their judgement?!

What techniques do you find useful when your self-

confidence wavers? What advice would you give to a friend?

What's the worst that could happen?

Be yourself

Over to you

20

Trust Yourself



c Accepting the work
Part 5.



22

I
t's vitally important that you take on work for the right reasons - for example because you

are really interested in it, because you think it will stretch you as an artist, because you

love working with that particular client group - rather than just because you need the

money and happen to have a space in your diary. We are aiming to be able to approach artists

before confirming that we can take on a request from a client so that you can have much

more of a say in how you might respond to a brief, roughly how much time you would need

and when you would be free. We want artists to have more ownership of their projects and to

make a better match between an artist and a piece of work. darts' new ambition is to expand

the abilities of every single person we work with - which includes artists as well as

participants.

So, presuming you've now been definitely asked to do a piece of work, perhaps an entire

project, maybe just one session or a few, what do you need to do beforehand?

Listen carefully, and write down exactly what it is you're being asked to do. Ask for

clarification on anything you're unsure about. Your initial conversation, or the one before

the planning session if there is one, should answer the following:

What are the aims of the project? The aims are the broad goals, and answer the

question, “Why are you doing this?” The aim might be something like “to encourage

children to communicate with each other more positively”, or “to demonstrate to care

workers the benefits of creative approaches with their clients”.

Who is the client?

What are they expecting? Are the expectations reasonable?

Who are the participants?

What are their abilities and how am I being asked to expand them?

How many will there be?

How old are they?

Do they have any special needs?

Have we worked with them before? If so, who did?

Who? What?

●

●

●

●

●

●

●

●

●



When?

OK, this is so obvious but believe me, it needs saying and we're covering all our bases here.

When you have a project confirmed, get out your diary and check the dates. Not just to

find out whether you're free (although that helps) but to see what else you've got on

that day and whether it's really feasible to be in Mexborough in the morning,

Rossington in the afternoon and Adwick in the evening. Get real.

Think also about your travel time, your energy levels and whether you can really give it

your best.

Write clearly the time of the session (remembering you'll need to be there at least half

an hour beforehand, more if you have equipment or materials to set up) and when it is

due to finish (giving yourself time to clear away, talk to the client, etc.). You'll need

time for reflection too, formally or otherwise.

●

●

●

.

I'm learning not to overstretch myself. I think
you can do two workshops in a day but no
more than that Helen, visual artist, Doncaster

●

●

●

●

●

●

●

Why have you approached me specifically?

What exactly will my role be?

Will I be on my own or with another artist? If so, who?

Will there be staff support? If so, can I talk to them beforehand?

Is this an established group or are they coming together just for this project?

If the latter, how are they being recruited?

Will there be an end product? If so, will it require more of my time outside the

sessions?

23



Accepting the work

Where

Your next steps

Do you know exactly where you'll be going? If not, you need to find out BEFORE you set

out - ideally, visit it beforehand, or at the very least work out your route.

If you use public transport, leave a wide margin for error - get the bus or train

BEFORE the one that will get you there on time. Double-check that it's the right bus or

train!

If you have bulky equipment/materials to take and you don't drive, check with the

Projects Co-ordinator about using a taxi.

Take with you a list of phone numbers - the person who booked you for the work, the

Projects Co-ordinator, a contact at the venue - so that if the worst happens you can let

them know. If you have a mobile, make sure they all have your number too.

What is the venue like? Is it suitable for your session? Are there any health and safety

issues? Can you get access to it at least half an hour before? Are there facilities,

equipment, materials you can use there, or do you need to take them? Again, a pre-

session visit is the best option but if this isn't possible, find out as much as you can

from the person who booked you.

Talk it all back to the Project Manager or Projects Co-ordinator to check that you have

both understood the same thing.

You're now ready to plan your session, either alone or with a team. This will be covered in

more detail in the “Get a plan” section. For now:

Order any materials in good time, and check whose responsibility it is to collect them.

Complete a risk assessment with the Projects Co-ordinator.

Double-check with the Projects Co-ordinator that everything is in place for the session.

If you can, visit the venue or ring the client to introduce yourself and double-check

that you are expected at the appointed time.

Pick up monitoring sheets and, if in The Point, a walkie-talkie.

Collect everything you need, and, armed with your mobile phone (charged up, in

credit and switched on) if it's an outreach session, proceed to the venue.

●

●

●

●

●

●

●

●

●

●

●
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Part 6.

Get a plan



Y
ou really can't plan too much, especially when you're starting out. Some artists may

look as though they're winging it and they might not have anything written down, but if

they're successful they're probably drawing on years of experience and have a plan (or

two or three) in their heads. Some, however experienced, still write down their session plan in

detail, and that's the course of action I recommend you adopt. How else are you going to

ensure that your session is well-structured, that your aims are clear, that you're not just

repeating something you've done a dozen times before or copying something you've seen

someone else do without thinking through why you're doing it? If you really hate writing, find

another method that works for you: talk it into a dictaphone, storyboard it, whatever.

If you need to, research the topic on which the project is based, shop around for relevant

material, get fired up and interested yourself in whatever it is you're going to present to the

group.

Before you start planning, you need to know what you're aiming for. What are the objectives

that have been agreed? What do you want to have achieved by the end of the project/series of

sessions/this session? If there's to be a product, a performance or other completed piece of

work, you need to work back from it in stages and sketch out where you need to be by when.

If there isn't to be a tangible product, the person booking you will have outlined to you what

the client wants the participants to get out of the experience - increased self-esteem for

example.

This principle can be applied to single sessions too. Each session should have a clear

destination that you map out in your plan.

Run through your activities in your head and consider practical details. Is the activity going to

be messy? Are you dependent on materials, equipment etc. being provided by someone else?

Are you sure you are allowing sufficient time for inexperienced participants to complete what

you are expecting of them?

Do your homework

Start at the end

Reality check
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“
“

A visual artist describes in an extract from the diary he kept during his traineeship a range of

learning opportunities that occurred in an otherwise highly successful project at a junior

school:

It's horrible at the time, but the trainee was able to reflect and say what he would have done

differently, and in the context of the whole project it was not the disaster it no doubt felt at

the time.

It sounds corny, but you need to plan a clear beginning, middle and end for each session.

Once you know what your objectives are, this will become easier and you'll have something to

work towards.

I  was working a full day with one class. The morning session, a foam board printing
workshop, went well and the children produced some really good work. I'd prepared a
screen-printing workshop for the afternoon, and I'd asked the staff the previous week to
ask the children to bring in a picture of themselves from which we could produce
multiple photocopies to use as templates for the different parts of the screen-printing
process.

I had planned to do the photocopying in the lunch break, but after setting up the screen-
printing equipment I only got through a quarter of it. I had to completely revise my plan
for the printing itself as I had asked to borrow equipment from another school and they
had not provided what I was expecting. Clearly I should have gone there myself. This
meant the children couldn't have one silk screen between two, which was my plan, so I'd
spent lunchtime working out how we would do it differently, and as a result the
photocopying didn't get finished.

I talked to the class teacher and we agreed to start working with just a third of the class
finishing their photocopied templates. This worked well so we started printing. Then one
of the children spilled some printing ink and we had to stop because none of the children
had any aprons or old clothes.

Shape up your session
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Get a plan

Make every minute count

Aim for variety

●

●

●

●

●

●

●

●

●

●

●

Don't waste any time - it's precious. You should know exactly why you're choosing to do

every single thing you do from start to finish - it should all be relevant to your final

goal.

Work out how long each activity is going to take so you're neither rushed nor left with

dead time.

Factor in things like settling down and clearing up time.

Ideally, try things out yourself, especially if it's something you've not tried before, to

see how long it takes. If it's a visual arts activity you will then have the added bonus of

an example to show the group.

Have extra activities up your sleeve just in case.

Keep your activities interesting by varying what you choose to do.

Have a balance of group, pair and individual work.

Include some things which are directly taught by you, at least one which depends on

the creativity of the participants, and a bridging activity which is a combination of the

two.

Work on the principle that your participants need to know that there is no right or

wrong way to do things when they are being truly creative, which needs some careful

structuring on your part so that that can happen effectively.

Consider using some activities from a different artform to the main focus of the

session.

Break down a big task into small steps.

Be aware of the group sitting for too long, for example - plan for a change. Getting

them simply to change places (in the context of an activity, if this is appropriate for

them) will break up the session and make them work with someone else.
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Think of the client group

Coming to an end

Keep checking that you are choosing activities which are appropriate for this group but be

prepared for surprises and don't make too many assumptions. I have met in my time an

eighty-year-old who asked if I did any heavy metal, a youth theatre group whose favourite

song was “Don't sit under the apple tree” from World War 2, and a group of adults with

learning difference who wrote some of the most beautiful poetry of all the groups I've worked

with.

Be ready, though, to justify your choices of material and activities. Some people (usually staff

who work with a particular client group rather than the clients themselves) have strong

opinions about age appropriateness. My view is that these are often used to mask other

objections to doing certain activities, often insecurities and embarrassment, or very blinkered

views of what clients are capable of. It's a tough call because you have to be sensitive while

not allowing yourself to be undermined. Be confident that you know why you are including a

particular activity and how it relates to the overall aims of the session.

If your session has involved materials or equipment, make clearing up part of the session.

Then have a winding up activity with the whole group - see the “It's A Wrap” section.



An example

The Very Quiet Cricket
Artists
Client group
Equipment  B
Time

Musician and dancer (Janet and Louise)
Originally designed for a special schools tour, but also adapted for infant schools
ook by Eric Carle, guitar, percussion instruments, cards with illustrations from book

1 hour (less for younger classes)

We did several versions of this but the simplest was as a single session as follows:

Introduction - children in circle on floor with us.

Teach song and put in words suggested by children.

Janet holds up blown up illustrations of each creature as they occur in the story.

Janet teaches a song to go with this section, incorporating the movement and the words.

We divide the class into groups, with the teacher's help. Louise gives each group a card and the
word describing the way that creature moves. (In shorter sessions, we keep the class together and
take suggestions for movements which everyone does together).

Each group performs their piece while Janet plays suitable music (in versions where we did more
than one session, the children made their own music).

We spend a few minutes at the end asking the children to remember the different things they have
done and inviting them to tell us what they have liked most about the session.

Say hello and introduce song “Lots of ways to say hello”. Ask for ideas from the children - what
other words might we say instead of hello?

Louise reads story, in which several creatures say hello in different ways.  Janet sings them as we
go through.

Each time a creature greets the cricket, he tries to reply by rubbing his wings together and the book
says “But nothing happened. Not a sound.” We encourage the children to rub their hands together
and join in with the words.

Louise points out that each creature has a different way of moving, and asks if anyone remembers
any of them.

Each group works on a series of movements suggested by their card. Louise, Janet and the teacher
move around the room helping the groups.

We read through the whole story putting in the songs and movement pieces.
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Get startedc
Part 7.



F
irst impressions count for a lot. How you begin your session will have a huge impact on

how the whole thing will go. This is your chance, while the group is at its most receptive,

to set the tone, engage the participants and stamp your authority on the workshop.

Give some thought to how you will gather people together - most community arts take place

in a circle and there are good reasons for that - everyone can see each other, you as leader

are part of the group, no one can hide, and, well, there's something magical about circles…

Be in the room ready to welcome people as they arrive. Smile and say hello, make small talk

with individuals as they settle - it'll put you all at ease, but don't be tempted to put off

starting once most people have arrived.

Keep your voice steady and your directions clear and precise. Rehearse them beforehand so

they become second nature.

Make it clear that you are ready to start. If people are talking, make eye contact, smile

and say something like, “Shall we get started?”

Don't forget to say who you are! It sounds silly but I've done it sometimes, especially

when I've had a big group and been nervous. Repeat it for any latecomers.

Explain, without going into too much detail, what you're there for, and what you and

the group are going to do today.

Unless you have a VERY large group and you're pushed for time, find out the names of

the participants. The way you do this will depend on the group and what you feel

comfortable with - it might be best to ask some groups just to say their names, in

which case, acknowledge and repeat each one as you go - “Hello Kelly”, “Good to meet

you David”, and so on. It will make them feel included - names are very powerful.

However, this is an arts session, and there is so much more you can do just with people's

names:

Introductions

●

●

●

●
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Use a

simple framework

song into which each

person inserts her/his

name. This could lead to a

more ambitious song

writing activity where

together you create a

song about the group.

Get a rhythm going

e.g. tapping knees and

clapping, get each person

to say their name over the

rhythm, and have the whole

group say it back. This could

lead to singing the names, or

extending it to become the

beginnings of a poem or a rap

(“My name's Ryan and I

like football”)

etc.

Warm-ups

Ask everyone to say

something about their

name - were they named

after someone special, do

they wish they were called

something else, do they get

fed up if someone mis-

spells or pronounces it

wrongly?

Again,

standing in a

circle, person A

makes eye contact with

B and starts walking

towards her/him. B must

say A's name and move

off towards someone

else before A gets

there.

Stand in

a circle. Say a

person's name and

throw a ball to them.

See how quickly the

group can learn each

other's names and

keep the ball

moving.

Do make an

effort to remember

people's names - it

makes them feel they

matter. If you make a

mistake, apologise

and get it right next

time.
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The choice of your

warm-up will depend on

the aim of your session -

try and make it relevant and

redesign your favourite activity

to fit the theme of the project.

Guard against it taking too

much time and make sure it

links with what comes next

- it should never be a

mere time-filler.

Each person says

their name and does

a movement which

everyone copies. This

could become a sequence

of movements which

could be performed

over some music.

Let each person

design their own badge

with their name and a visual

symbol (cut from magazines

if they don't want to draw)

connected with them in

some way. Have them

explain what the image

means to them.

Give the group three

questions, e.g. What did you

notice on the way here today?

What's your favourite place and why?

Tell me something surprising about

yourself. Divide them up into pairs to ask

each other the questions (if you want to be

more ambitious and encourage more

interaction, especially if people don't know

each other, give them two minutes per

question and get them to move on to a

different partner). Then get them to

introduce each other and tell each other's

stories. This could lead to a number of

creative pursuits - a piece of writing,

a song, a collage, clay tiles, a

dance…

Get started



It’s a wrapc
Part 8.



T
he way you round off your session is as important as your start. It needs to be planned

for properly and given adequate time.

It's a difficult one to get right because the natural tendency is to continue your main activity -

usually the creation of an original piece of artwork - right up until the last minute of the

session if need be. But we're talking about getting things right, and this is what you should

aspire to. It will feel very unsatisfactory if you have to send people away abruptly because

you've run out of time.

Like everything else it's down to meticulous planning and good time management during the

session. If you carve up your session into blocks with approximate times for each activity,

you can monitor how it's going and adjust as you go. But however pushed for time you are I

strongly recommend that you do not skimp on an adequate concluding activity.

This is the time when you can really gauge how your session has gone. You can give your

participants, too, the chance to reflect upon work done, and how far they have travelled with

you. You should not underestimate how important your sessions might be to some of your

participants. Often the opportunity to meet and express themselves creatively can become a

lifeline. This makes it all the more important to say a proper goodbye at the end.

It's also your chance to praise the group individually and collectively and thank them for their

commitment and contributions to the session.

Take some time just to review the activities you have covered - a simple memory

exercise to remind the group what they've done.

Go around the circle and ask each participant what s/he has enjoyed about the

session. This could also be where you choose to say something positive about each

person's contribution.

Ask people to chart their journey through the session in terms of how they were

feeling - were they uneasy at the start? How do they feel now? This could be expressed

as a map or another creative way or could just be part of the final chat.

If members of the group have been working on individual or small group pieces, have

a little display or performance and invite positive feedback on each.

If your group meets regularly over a long period of time, you might develop a special

concluding activity, like a ritual, that you always do:

●

●

●

●

●
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When I spent time in Vermont I joined a group
of quite fragile elders in a hospital who met
regularly with Bob, a movement worker. The
sessions had a constant structure with which
the participants were very comfortable, with
space for one new activity per week. While I
was there we created a song that became
their farewell at the end of each session. It
had a chorus which included the name that
they had chosen for the group and verses in
which they would each say what they would
like to bring to the group - popular choices
were love, sunshine, laughter. At the end of
the song we would all join hands and say,
“Until next week.” It never failed to move me.

At the end of a project it is even more important that everyone goes away feeling good about

what they have achieved. You may choose to have a sharing in front of an invited audience,

present each participant with a certificate or some other small recognition of what they've

done, perhaps even have a party. However you choose to do it, give it time and attention - it

really can make or break the experience.
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It’s a wrap
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Just for the recordc
Part 9.



I
f you are embarking on a darts traineeship you will be asked to keep a diary of the

projects you work on and observe. It's a way of reflecting on your practice and will

hopefully prove a useful tool for your development as a community artist. It's up to you

what format it takes and if you don't like writing it's fine to talk into a dictaphone, use photos

with key points as captions or whatever you come up with. Find a format that will motivate

you to keep going and that will be useful to you when you look back on it.

It may be useful to bear in mind the following when you are reflecting on sessions. “The

artist” in the following points could be the person leading the workshop or, later, yourself.

Describe the planning of the workshop. What preparation had the artist done? How

was the workshop structured?

Describe the aims of the project and the objectives of the session. The aims are the

broad goals, and answer the question, “Why are you doing this?” For example an aim

could be “to suggest to participants creative ways of expressing their views on issues

in their community”, or “to encourage participants to work co-operatively”. The

objectives are more specific and answer the question, “How will you do this? What will

the group have achieved by the end of the session?” - for example “write a song about

the good and not so good aspects of the community”, or “produce ideas in pairs for a

design for a graffiti wall”.

Was the space suitable for the purpose and was any preparation necessary? Think

about equipment, materials, seating arrangements.

How were the participants welcomed into the workshop?

How did the artist begin the workshop? Was the aim of the session clearly stated? Was

there a warm-up activity? Did the artist know (or find out) the participants' names?

During the workshop, how did the artist ensure that all participants were actively

engaged in the proceedings?

How well did the artist cater for the varying needs and abilities within the group?

Did the artist have a contingency plan for if things went wrong, or the participants

needed a change of approach?

What is your assessment of the structure of the workshop in terms of the range of

activities? Was there enough contrast and variety?

●

●

●

●

●

●

●

●

●
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?

●

●

●

●

Was it clear each activity was included, in terms of the objectives of the session?

How did the artist wind up the session?

Did the participants have the opportunity to reflect on the session?

Were the aims of the project and objectives of the session met?

why

In addition, here are some questions for you to grapple with - there are no right or wrong

answers, but it'd be good for you to ponder on them throughout your traineeship and jot

down any thoughts in your diary. These questions will continue to exercise you throughout

your working life!

●

●

●

●

●

What is the difference between a community arts

workshop and a lesson or class?

Which is more important in a creative arts workshop,

the process or the product?

How much input should the community artist have into

the product?

What benefits can the creative arts bring to the

individual and the community?

What do you understand by these terms in relation to

community arts:
1. Social Inclusion?

2. Diversity?

3. Equal Opportunities?

4. Community Development?
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c
Part 10.

Setting Boundaries

E
very social situation (that is, any situation involving more than one person) needs its

boundaries, and community arts sessions are no different. True, this is not school

(although you may well do workshops there), and you are not a teacher, but you do

need to be in charge if you are to achieve anything at all. In fact, people, including the most

visibly disengaged young people, feel far more comfortable if they know what is expected of

them, where the boundaries are, what is acceptable and what is not.



It helps if you and the group can come to an agreement at the beginning of your

relationship as to what the ground rules are (be aware, however, that some groups are asked

to do this all the time and there's a danger of boredom and just going through the motions),

but it's your session and you know what sort of conditions you can work in. You can't duck

this responsibility, and however anarchic you prefer your self-image to be you can't run

sessions without a few rules. Knowing what is and what is not acceptable to you is part of

knowing yourself and can be very empowering.

While being yourself is important as I've mentioned earlier, you must also be professional in

all your dealings with people, and this might well mean behaving in a different way to how

you behave in other contexts. Like it or not, you are a role model, and it is vital that you are a

positive one.

Remember, too, that what is acceptable to you may not be in the context in which you are

working. If an organisation stipulates that drug-related images are not to be used in an art

session, for example, you must respect that. If you wish to challenge it, for example if you

are doing a project related to drugs awareness, then the time to do that is away from the

session with the staff, preferably before you plan. Otherwise you are breaking the trust

between you and the client.

So set your stall out - establish boundaries and rules that provide structure and safety for all

the participants and that are grounded in an atmosphere of mutual respect. Then, be

consistent, and don't break the rules yourself.

Remember you're in charge. Don't apologise for that. Organise the space as you want it.
Give clear, firm directions. Let them know what you want. Remember that being funny/liked
is not as important as the participants getting a full and involving experience. You're there
to provide a structure and boundaries, but that doesn't mean you can't be relaxed with a
sense of humour.  Peter, having observed a trainee artist in a school.

There was once an artist who was employed for a one-off session with a challenging group of
young people from a pupil referral unit. He went out of his way to be matey with them and
used several swear words in the course of the conversation. In their subsequent feedback
the young people were very critical of his behaviour and did not rate his session very highly.

44



Behaviour Management

It is very rare that you should find yourself alone with a group - so this should not be your

sole responsibility. However, as I said before, it's your session, and if you can handle a

situation before it escalates, or prevent it happening at all, that's far better than letting the

teacher/carer deal with it.

That said, there are some extreme situations that you should back away from. Never get into

a confrontational situation with a participant, or get between two warring participants, or try

to handle someone in the grip of a fit. Accept that sometimes the person who knows the

group has the advantage of knowing how to deal with them. There is a delicate balance here

between you being in control of your session and the carer being aware of individual

behaviours. Try to work as a team. Pre-planning with the workers so that each of you knows

who is dealing with what is crucial.

In general, if you are challenged in the normal course of a workshop, keep calm, don't let it

get personal, state what you want firmly and repeatedly whilst acknowledging what is

making the person upset. “I know you're angry, but I need you to sit down…I understand

that, but I need you to sit down…I hear what you're saying, but I need you to sit down.” Over

and over again like a broken record, not raising your voice, not getting rattled.

Try to create a positive atmosphere in which participants feel respected and affirmed. Praise

constantly, thank people for each contribution they make, make it a habit to say something

positive to every single person in the room. Some of darts' clients have rarely had this

experience and will not know how to respond at first, but persist and it will pay off.

If a member of the group appears not to be participating, be sensitive to the possible

reasons (fear, embarrassment, lack of confidence, etc.), and be aware that for some just

watching and listening may be enough, at least for now. Be patient, don't draw attention to

them as this could generate conflict or make them feel more insecure. If an opportunity

arises to speak to them away from others in the group you could check that they're OK and

give them an opening to talk to you without directly questioning them, or you could take it

up with a member of staff. There may be reasons for their non-participation that have

nothing to do with the session, or they may simply need time.

Finally, don't feel a failure if despite your best efforts things go awry. Find someone and

talk it through. Get help straight away. Then get back on the horse and carry on..
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Clemma, the ceramicist at the Vermont Arts Exchange, sees her role as enabling the

disturbed young people with whom she works to express their emotions in new ways:

Did I mention that this is difficult work? You can stray on to dangerous territory - some

participants are vulnerable, sometimes damaged people. Sometimes they will get to you;

you'll find yourself getting emotionally involved, because of the caring person you are, and

have to be to be any good at what you do. But as soon as you do that you are putting

yourself at risk.

At darts we have a Code of Practice which is there to protect you. Read it and talk through

any questions you may have with a member of the Development Team. We also have access

to external supervision if you need to talk through any difficult, disturbing experiences with

someone outside the company. But to summarise:

Try never to be on your own with a participant.

Do not accept personal gifts from participants.

Don't meet up socially with participants.

Always keep a professional distance from participants.

If a participant starts to confide in you, tell her/him that you will share the

information with one other person at darts, and take it to a member of the

Development Team. For your protection, there can be no such thing as confidentiality

with an individual worker.

Some of these kids are sitting on so much anger, it's right under the surface, and they get
edgy and lash out. I get caught in the crossfire once in a while, but sometimes, in the best of
moments, I am able to help them get the stuff out in the open in a way that works it out.
They are used to being stifled, but the opportunity to have ground rules and beyond that to
say what's on their mind often silences them in a way telling them to be quiet never
would…The loss of the familiar, even when the familiar sucks, can be scary. Love can look
scarier than misery when all your life has been about is misery…Art is about
communication, and steering someone toward objectifying their emotions, literally, getting
them to create an object and infuse it with intent, this is the goal. This is such a powerful
transition from just making stuff.

Protect yourself

●

●

●

●

●
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Part 11.



M
any of these sections overlap and this has been alluded to before but I feel it

deserves a chapter to itself. It's the quality that really underpins all of what I'm

saying.

I'm not just talking equal opportunities and political correctness here. I'm saying we should

celebrate the diverse needs and potential of each human being we come across, and respect

the ways in which they differ from ourselves and one another.

This means far more than the odd culturally specific project, although of course we should

be constantly striving to achieve a body of work which reflects the make-up of our

communities in Doncaster, and which challenges prejudice in mono-cultural areas. But the

celebration of diversity should be the cornerstone of everything we do.

It is vital within your workshops to create an atmosphere of respect and trust. This is hard to

impose and is better created by example, accepting, affirming and validating all genuine

contributions to discussions and pieces of work. It needs to be the basis of the ground rules

you establish and you need to be prepared to challenge inappropriate language and

behaviours that deny people the respect they deserve.

The responsibility to challenge disrespect is embedded in darts' Code of Practice and our

Equal Opportunities Policy and as an employee you are charged with upholding not just your

own standards but those of the company.

We asked a group of experienced artists how they would handle a situation in which a totally

inappropriate suggestion was made for inclusion in a group creative activity. A long

discussion ensued. I'm going to draw out their main points to give you what I hope will be a

useful list of options. The speakers are not identified here.

Celebrating diversity

A culture of respect

Challenging disrespect in a session

A group from Doncaster Alcohol Services always start their sessions with what they call a “contract
of care” - a set of guidelines agreed by the participants and the artist. It might include appropriate
language for that group, creating a safe space with the opportunity to opt out if necessary, a
commitment to coming back promptly after breaktimes, and so on.
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●

●

●

Make a quick judgement. If you feel the suggestion is truly offensive and

disrespectful, be clear and firm.

If it's appropriate, throw it back to the group…

Know your group and handle it in a way that is appropriate for them.

If it is real bottom line stuff where it just isn't acceptable,
then I think you have to be clear and say we are not going

going to do that and this is why. Sometimes you have to say
that I find that difficult or offensive and you just have to be
that up front sometimes. You have to be very clear about
why it is unacceptable and not let yourself be hijacked.

If you get to know them and a bit about their personalities
then you are in a better position to judge just what sort of
comment it was - whether it was a joke, if it was directed at
derailing the whole process. You can probably handle it in
an appropriate way then yourself, knowing a bit more about
that person and that situation.

Rather than say this is completely inappropriate, ask why
this might be offensive. Then you know whether they think
this is offensive or not. If they don't then it is a serious
suggestion that you have to deal with.
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…But be careful not to cause friction - peer pressure can be a double-edged sword…

…and as we've said before, ultimately you are in charge…

…but you have a responsibility to explain rather than impose…

I think that sometimes in a group you have to defend the
person who made the inappropriate suggestion because the
rest of the group might go, 'That's terrible, what do you
think you are doing?' That person might then be excluded
and not come back, and they might have made that
inappropriate suggestion because they don't know better or
have done it and then realised they had made a mistake.
You have to be quite sensitive.

I think it relates to your position as a whole. If you are with
a group who see you as some kind of role model and then
you say no that is not acceptable, then that is a message to
the whole group saying that's a bit off.

You are a facilitator, you have control, and you can't be
frightened of using that control. They have got to know you
have control, but not using it in a 'you do this' way, using
them like puppets. You are there to help them but also to
set the boundaries and ensure they stay within them.

Respect!
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● Have pre-set guidelines to work to:

…but don't hide behind them; you should not miss the opportunity to
explore these issues more fully:

So it ain't easy, but we didn't get into this for an easy life. The

responsibility is awesome, but we should never forget the privileged

position we are in nor underestimate the power we have to bring about

significant change.

Something that can be kind of helpful is that a
lot of the spaces we work in tend to have almost
house rules. There is a place in Sheffield that
has a notice on the wall that says 'Language
of a racist or sexist nature will not be
tolerated within this building.' That kind of
thing takes the responsibility away from you
and everyone knows that then.

I think if you are working with drama and
making a story, and somebody throws in a
character who is racist then that is a very good
way of exploring what it is like to be that person
and what it is like to have those feelings. So then
you don't just dismiss it, you bind it in, you are
dealing with it rather than trying to avoid the
issue. It's all part of life, and we are about life.
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Respect your own standards

Resist stereotyping

Don't undermine your own or the company's beliefs in an attempt to get a group on your

side. Set yourself high standards and don't apologise for them. Susan, a visual artist, talks

of her experience with a pupil referral unit catering for young people with challenging

emotional and behavioural issues:

All groups are composed of individuals who are just that - individual. It's easy to fall into the

trap of referring to groups of people as if they were all the same. Check this in yourself all

the time, not just while you're in a session but when you're talking to colleagues, or people

outside darts. Set yourself the highest possible standards in this. Labels do have some

shorthand use but beware of taking them for granted. This applies not only to groups that

have traditionally been subjected to various forms of exclusion, but to everyone.

Like it or not, we all have our prejudices - be honest with yourself and own up to yours.

Born-again Christians? Rich people? New Labour? I'm outside my own comfort zone here, but

that's a good thing. If I can work with rapists, I should be able to work with stockbrokers.

There's a person behind every label. No one deserves to be written off, given up on, and we

should all aspire to work at least, if not live, on that basis.

I thought I'd heard all the bad language there is, and I was
shocked, and offended. I realised very quickly that my
standards were actually very old fashioned and traditional.
I began to allow the group to get away with things that Bob
(the Project Manager) wouldn't have done because he
would have picked up on it. I felt I had to be dead easy on
them, that I'd got to change my standards and then it
became an issue. You do have to respect your own
standards and it is very important that you do deal with
things rather than let them get away with it. For me it's a
learning process and very positive.
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Respecting your colleagues

darts is a very broad-based organisation in terms of its workers. Although we share the same

vision, we come at it from a wide variety of backgrounds, and as the company grows we can't

expect to get on socially with everyone. All I want to say here is that we must remain

professional and respect each other's differences as we do with the people we serve.

Inclusion should be at the heart of the company and that goes for conversations in the Hub

as well as in workshops.

Respecting others' artforms and artistic practice

Accessibility

When I was at school & university there was an appalling snobbery around so-called high art

as opposed to popular culture. With my all-embracing love of music I could never understand

that. These days I sometimes see the same sort of prejudice in reverse - that certain forms of

music are OK and others are beyond the pale. This is mirrored in other artforms.

We all have our likes and dislikes and our participants will also express strong opinions on

what is and is not artistically worthy. This is a plea that you be open and aware of that

prejudice and that you challenge any closed-mindedness in yourself, your colleagues and your

groups. Every piece of art is a piece of self-expression and if we don't always like it we

should at least respect it as such.

We need to be constantly aware of access issues in our workshops. Not all special needs are

visible and we need to create an environment in which people feel they are safe and can raise

any difficulties. Respect in this context means making no assumptions - that everyone can

read, that everyone can hear clearly, that everyone can follow instructions, and so on.

Don't assume either, that a person with an access issue will feel comfortable speaking to you

about it. Make it part of your practice to invite each new group to let you know, in private if

they prefer, of any issues they might have, and be sure to create opportunities for them to do

that without drawing attention to themselves from the rest of the group.

Once you know of any access issues, seek help if you need to as to the best way of

addressing them. Your first port of call should be the person her/himself, and if that is not

possible, their carer.
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Making your workshop more accessible might mean:

Typing song sheets in a larger font

Incorporating chair-based activities into a dance session

Being aware of where you are standing or sitting in relationship to participants - if

you stand in front of a window, for example, or walk around while you are talking, a

participant with a hearing impairment may not be able to read your lips

Not relying on flipcharts or visual aids

Collecting spoken rather than written contributions to a words activity

Passing no comment if someone needs to leave the room suddenly

Asking for additional support from a volunteer, for example to sign for a deaf

participant, or describe for a blind person

Moving the time of a workshop to accommodate, say, school times, or people who

find certain times of day difficult

Avoiding mono-cultural references

●

●

●

●

●

●

●

●

●
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c

Check yourself all

the time for words,

phrases, even tone of

voice which is in any

way disrespectful to

anyone.

It may help to take

your time more than

you usually do and not

undermine what you are

saying with too many

asides and funny

remarks.

Don't patronise anyone,

whoever they are. Don't

adopt a special tone of voice

for, for example, a person with

learning difference, a five-

year-old, a hundred-year-old. Be

constantly on your guard against

this because it's easily done,

especially when their

carers do it.

Don't try to impress

young people with your

hip up to the minute

knowledge of in words,

unless you use such words

anyway, or unless you're

happy for them to mock

you mercilessly.

Basically, you

need to be clear,

concise and mindful

of how you are

saying things.

If your natural

tendency is to speak

quickly, breathe

deeply and make a

conscious effort to

slow down.

Look around

constantly and make

eye contact with people;

it will help you know they

can hear you and

understand what you

are saying.

Mind your language!

Respect!
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10
training handbook

6
The magic mix

If you are to work

with a group that you

know includes a deaf

person, ask if it is

possible to have an

interpreter..

Don't swear.

For some groups, it

may be useful to learn

basic British Sign

Language or Makaton, a

much simpler version

devised for people with

learning difference.

Some people in your

group may have hearing

problems. This does not mean

you have to shout, although

“speaking up” is desirable

generally, with a clear,

confident voice, slightly

slower than in normal

conversation. If you know for a

fact that someone has a

hearing problem, sit or

stand in a position that

will allow him or her to

lip-read, and don't

cover your mouth.

Don't give

more than one

instruction at a

time. Break

everything down

into small steps. Don’t use

unnecessarily long

words. Say everything

as simply as you can.

Don't make assumptions

about any group - do

this all the time.
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Team workc
Part 12.



M
any people cite the opportunity to work alongside other artists in their own and

other artforms as one of the perks of working for darts. At its best, working as a

team can:

Enable different working practices

Give artists the opportunity to observe a group under different circumstances

Give participants a richer experience

Spark off creative ideas

Provide an excellent working environment for a trainee

Provide a safe environment for creative risk-taking

Provide mutual support, even peer mentoring

Relieve the pressure of responsibility of working solo

Be a whole lot more fun

One of the team not pulling their weight

Artists being unsure as to who takes responsibility when

Artists getting too comfortable working in this way to the extent that they lose

confidence working on their own

Participants being outnumbered by artists and support staff

On many larger projects darts Development Team members and Project Managers will often

use a lead artist to be in charge of the team. This will hopefully answer some of the

difficulties outlined above. If you don't feel comfortable talking to them or if you feel the

relationship has broken down you should go to the Project Manager/Development Team

member with overall responsibility for the project.

On the whole however most artists find working in this way extremely rewarding. In order to

get the best out of it:

●

●

●

●

●

●

●

●

●

●

●

●

●

Some of the downsides might be:
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●

●

●

●

●

●

●

●

●

●

Be rigorous in your planning.

Be absolutely clear about roles within any given session, dividing it up equally if

possible.

When you are not leading, join in fully with the participants (unless you have agreed

on another role) and support your colleague to the utmost.

Never undermine another member of the team, even in jest.

Take time at the end of sessions to debrief.

Work to create an atmosphere of trust in which everyone feels comfortable and able

to bring up any problems in a professional manner.

If there is a lead artist, don't assume you can leave everything to them. You are still a

key player in the project.

Invite and accept constructive criticism from others.

Give positive, constructive feedback to others, and find non-threatening ways of

offering suggestions for improvement. This is part of your professional development

too.

If you are working with a friend, strive to keep your professional and personal

relationships separate. It really isn't a good idea to have a feedback session in the

pub!

darts is tending more and more to develop teams of artists for specific areas of work. This

will give you scope to build your expertise with particular client groups or settings, and help

you to understand more about the work. It will enable you to take on a specific brief, a

research element monitoring the impact of the work, for example.

If you are approached to be a lead artist on a project, you will have extra responsibilities

over and above your own delivery. You will take responsibility for the overall artistic content

and the quality of experience of the participants.

Taking a lead
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Before the project

You will be expected to:

Carry out research so that you are totally confident with the background issues, the

context for the project, the aims agreed between the Development Manager and the

client and the broad content.

Know what the budget is and discuss any expenditure with the Development Manager

responsible for the project.

Agree on your team of artists with the Development Manager, contact them and book

them verbally, passing on the information to the Projects Co-ordinator who will issue

their formal contracts. Be very careful how you pick your team; you need to feel

confident that they can do the job, that they can work effectively with each other and

that you feel confident about challenging them if there's a problem.

Lead a planning meeting with your team of artists, agreeing on the overall artistic

vision, the content of the sessions and everyone's individual role, and the product/s if

appropriate. Produce a project plan.

Go back to the Development Manager and Projects Co-ordinator with the project plan

and agree with the Projects Co-ordinator on who does what practical tasks.

Make sure you are familiar with, and that your team keeps to, darts' Equal

Opportunities Policy, Code of Practice, and Health and Safety Policy. Make sure Risk

Assessments are completed.

Double check with the Projects Co-ordinator that practical tasks like room bookings,

ordering materials, arranging support and transport are completed.

●

●

●

●

●

●

●

Team work
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You will

be responsible

for managing the

project, reporting

regularly to the

Development

Manager and being

the main point of

contact.

Remember

to praise good

practice and

thank your team

regularly.

During the project

Keep an eye on

the quality of the

work including the final

product if there is one.

Don't be afraid to

challenge other members

of the team if you feel

they are under-

performing.

Make sure

everyone on the

project, artists, support

workers and staff from the

client organisation is clear

about their role and

responsibilities. If these

need to be changed,

negotiate with them.

Keep an

overview of the

whole project and lead

your team sensitively but to

the ruthless high standards -

in delivery practice, attitudes

towards the client, the rest of

the team and participants,

professionalism and

commitment to quality - you

set for yourself.

Address,

and where

possible deal with,

problems as they

arise. If you find

something difficult to

resolve, contact the

Project Manager or

Co-ordinator.
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Organise

regular feedback

sessions with your

team, deal with issues

raised and make sure

the quality of delivery

is maintained.

Listen to and

act upon ongoing

feedback from

clients and

participants.

Keep an open

dialogue going

between artists, the client

and the participants about

all aspects of the project. Be

friendly and approachable

while never compromising

your professional

integrity.

Organise an end

of project evaluation

meeting with your

team. Take the outcomes

of this to a final

evaluation meeting with

the Development

Manager and the

client.

Being a lead

artist isn't a

responsibility to be

taken lightly, but can be

a very rewarding next

step in your

professional

development.

Take

responsibility for all

the documentation

and the collection of

material for monitoring

and evaluation.

62

Team work



Who cares?c
Part 13.



A
t darts we try to ensure that artists are not usually left alone with a group. Often

support is built into the design of a project and we may put in our own volunteers,

support workers or trainees with whom you plan and decide what exactly their role will

be in your session.

should support you in some of the following ways:

Help you set up the space

Help with equipment

Fill in attendance sheets

Give out feedback forms

Take younger children to the toilet

Take part in the workshop alongside the clients

Give simple feedback on your session

may be asked to take on more responsibilities relating directly to the

clients. You may want them specifically to help one or more participants who are more

demanding or needy than the rest of the group. They may also be asked to:

Participate in a planning session

Take on a specific non-delivery role within a session

Greet and talk to the participants

Help to keep participants on task

Give more in-depth feedback on the session, their own role and individual clients

Help supervise during break times

Chaperone younger or more vulnerable participants

A volunteer

An artist support worker

●

●

●

●

●

●

●

●

●

●

●

●

●

●
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A trainee

Other

responsible adults

will have a far more active role in the planning and delivery of your project and will

have a series of graduated tasks and activities within a session that they will be responsible

for. You will be given support and information as to your own role if you have a trainee in

your sessions.

At other times, however, we have little control over the level of support given by:

in workshops. In these cases you may have to cope as best you can. When

we discussed this with a group of darts' Associate artists, we agreed that when there was a

problem, these people fell into two groups, the over-enthusiastic participant and the

apathetic or downright negative non-participant. Either can undermine your session.



Jim, a musician very experienced in working with children with profound and multiple

learning difference, is very clear that he does not want to have staff in anything other than a

health and safety role. They are there to observe, and because they know what to do if

anything goes wrong:

People were generally in agreement that where possible you should speak to the

carer/teacher beforehand and state clearly and politely what you intend to do in the session

and what their role should be. Sometimes, however, an unexpected remark from someone

who at best does not understand your purpose and at worst opposes it, can totally throw

you. This is Peter talking about a session in Moorlands prison:

One thing I do is prepare a sheet explaining
what I am doing and explaining why the
member of staff must not interfere and that
this session is about giving the clients control.
I make sure I give them that at the start.

We were recording a single one time with a
band. We'd been rehearsing and were ready to
record when the singer said to an officer, 'You
can't come in here Mr.Jackson, it's a recording
studio.' This guy just looked at him and said,
'No it's not, it's a prison.' And it was that kind
of moment where hearts sink, and you could
see the singer's face change and just think,
'Yeah, that's what it is.’

Who cares?
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Jim L, another musician, had had a similar situation with a teacher from a pupil referral unit

who seemed  totally negative while the rest of the staff were the opposite:

So, do your best to negotiate a role for these workers beforehand, but if all else fails, don't

let one person's negativity bring you down. There are plenty of good supportive teachers and

carers out there, grateful for and appreciative of everything you do.

If you are working in a school, darts insists that there should be a teacher with you for the

whole of a session. You have permission to stop the session if the teacher leaves. Do not

leave the room yourself; send a child to find the teacher. There are good reasons for this

apart from the obvious health and safety and insurance issues: it is crucial for the teacher

that s/he sees what happens in the session, learns what is possible and identifies ways in

which the work can be developed after the artist leaves.

Teachers and carers can also give you useful information about the group you are working

with, but exercise caution here. Beyond very specific health or behavioural problems, it's not

always the best idea to know too much about a group or an individual. This kind of work is

new to many participants and gives them an opportunity to shine in all sorts of ways. There

have been innumerable occasions when members of staff have expressed genuine surprise

at the achievements and contributions of individuals in their care. Be careful not to have any

The only way to deal with her in the end was
to bring the pupils to The Point and
reorganise the staff structure so she wasn't
involved in future sessions... I think it is really
important to get things into perspective. Just
because of one negative person, don't let
them get to you and affect how you have seen
the work you’ve done. Stay happy with it.
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preconceived ideas about people: expect the best and that's what you're likely to get.

At darts we are aiming more and more for the inclusion of workers in sessions, carefully

planning with them what their role will be, and moving towards each project being a training

opportunity for them as well as a creative experience for their charges. A healthy partnership

between artists and workers is vital in order to sustain the impact of the work.

Be clear about what you expect from anyone who is in the session with you. They are a

valuable resource and may one day be a colleague. Look after them and they will enhance

your session and provide you with useful feedback on your delivery.

Who cares?



Passing it onc
Part 14.



S
ometimes you may have a trainee artist in your session. Here are some guidelines for

that role, which will also be useful if you are on a project that includes training the

staff.

Plan carefully with your trainee - what will their role be in each session? Even though

they are an extra pair of hands, make sure they are more than that!

If possible, give them a series of graduated tasks over their time with you, slowly

increasing their responsibilities. Early on they could, for example, be charged with

helping a participant who is having difficulties or noticing reactions from individuals

to be able to give you feedback. Then they might supervise an activity that you have

initiated with a small group, and go on to do a short simple warm-up activity. By the

end of the project they should be running a substantial part of the session, and if

they are nearing the end of their traineeship they should plan and run a whole

workshop with your support.

Trainees should not be left on their own with a group, or given tasks they are not yet

ready for. Be sensitive to the individual trainee's needs and to how far and how soon it

is appropriate to push them.

Be clear about your own planning and be prepared to explain your thinking behind

each activity in your session. Make the process transparent.

If the trainee does not ask questions, try to draw them out and get them to comment

on each stage of the session.

Give the trainee clear feedback on every aspect of their role in your session, even if

they are “just” observing. Their interaction with participants while you are leading the

session, for example, is a good indication of how they will be in a delivery role.

Just as you are with your participants, be positive and encouraging with your trainee,

but don't be afraid to criticise or suggest ways of improving their work.

Encourage the trainee to record learning points in their diary. This is different from

regular artist feedback on a session; it's what they learned about the techniques of

delivery and handling issues that arise in a session.

Don't feel nervous about being “on show”, or under pressure to perform flawlessly.

This is real life and trainees will learn more from occasions where things do not go to

plan.

●

●

●

●

●

●

●

●

●
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Own upc
Part 14.



E
very creative project will have a product of some sort, even if it isn't framed, recorded,

performed to an audience or celebrated beyond the confines of the workshop. This

section asks you to think about ownership of that product.

The concept of ownership is fundamental to all the work we do. Meg, a dancer from

Vermont, describes here how a project working towards a sculpture and performance piece

was transformed when a way was found to extend the ownership of the project:

The larger the group, sometimes the harder it is to ensure that everyone has a say in the

creation of a work of art.

Bill and I worked twice a week for three months in a scrubby clearing on the edge of a town
park. We observed how people used the area, how and why they travelled through it, and
then began our work with some cleaning up and clearing out of trash and debris. Sculptural
material came from the clearing itself. Cuttings, prunings and rock piles were the material
that transformed the clearing, extending the community park. The continuing patterns of use
determined both sculptural and performance elements. We were challenged to find what
forms were durable to weather and local teens' late night activity. A dialogue began akin to
"call and response" where we would work an area of the clearing only to have it "worked over"
later that night.

A turning point emerged when Bill marked a sculpture with a sign labelled, "Add a Piece".
Overnight the tone changed from struggle to play. Finding a way to include everyone and
creating methods for those unwilling to be public with their views was key to the lasting
success of this project. We sculpted pathways for walking and places of quiet repose, built
objects and celebrated with a parade - a simple moving structure that included all ages and
abilities to lead us through the clearing together.

It seems that every project, in spite of all preparations and good intentions, has something
go awry. This story reminds me that we community artists need to respond to changes with
inventive, playful and positive encouragement. There is always a way to include people.

Group ownership issues
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One way around this is to deliberately structure it so that everyone works on his or her own

piece, which is then integrated into the whole.

This method can be used successfully with other artforms too - spend a few moments

thinking of a way of using it in yours.

In other cases making decisions is inescapable and needs to be handled very sensitively.

Writing a poem, song or story as a group has a lot to be said for it in terms of group

bonding, satisfaction and so on and may feel less exposing for shy members, but you need

to be very careful if you genuinely want to include everyone.

Are one or two people dominating? Be sensitive to this and vary the process so that you ask

other members for ideas on a turn-taking basis.

If one or two people are very shy or seem less able, give them a simple decision to make - a

A group of trainees on a Culture and Communities course
were to run a session in a residential home. Having
established the number of participants they would work
with, they asked Matthew, a visual artist, to construct a
wooden jigsaw with shaped tiles that fitted together, with a
frame enabling it to be fixed to the wall. Each participant
was given a blank tile and with a variety of materials
worked with a member of the course to make it their own.
The luxurious one-to-one ratio enabled each older person to
engage fully with the process in a way that would have been
difficult in a large group. At the end of the session the
jigsaw was put together with each person in turn,
sometimes with help from their partner, describing what
they had done and adding it to the frame. The result was a
triumph and was displayed in the home.
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character's name, the colour of something, what kind of weather it is in your story.

If someone still seems unable to contribute, give her/him a decision that is a straight choice

between two options.

What is your role in the creation of a piece of community art? How much input should you

have?

The whole point of having artists running workshops is that you are there as an expert in your

artform. You instinctively know what works, you can quickly seize on a chance remark that is

perfect for a line in that poem, you can see how a series of movements can be

incorporated into a dance, you can suggest that a scene is played from a different perspective

in a way that will totally transform it from the mundane into something really special.

The skill you require as a facilitator is to do this in a way that does not intrude on the integrity

of the group and threaten its ownership of the piece. This is a very, very grey area and a

source of much discussion and disagreement amongst artists, whose opinions range from

totally hands-off to almost completely reshaping work to raise its quality.

The arrival onto the community arts scene of so much new and exciting technology raises

these issues still further. If participants are not given access to the entire

process, and they can't always be, how far is it acceptable to enhance

their work?

Sometimes in this book I am stating very clearly what is

acceptable practice and what is not. Elsewhere I

merely raise these issues so that they

occasionally can come into your mind as you

work, and that you can take some time to work

them through to your own satisfaction with

reference to your own practice. Having made a

decision about the degree to which you elevate

or enhance a piece of work, however, you

should be able to justify and explain it.

The role of the artist

Own up
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Part 16.

Happy endingsc



T
he way a project finishes is as important as the way it began, and needs careful

thought from the planning stage. You can undo a lot of good work by not thinking

through how you will round everything off. As with each individual session, you need to

decide what the culmination of the project will be and work back from there in your

planning.

You need to decide from the outset whether an end product is appropriate for the group you

are working with, and if so what kind of end product. This should be discussed with whoever

is contracting you for the work, and you need to go back to them if, having met the group,

you feel that the desired end product is not achievable or appropriate. Sometimes the

process is enough, as long as you can argue that sufficiently and confidently and an

agreement is reached with everyone involved.

If there is to be a tangible work of art at the end of the project, it's vital that it is of the

highest quality you and the group can achieve, without you having to take over and dress it

up to the extent that it's no longer recognisable to them as their own work. Your own

reputation as a professional artist, and that of darts, is on the line every time you complete

a piece of work. You should put as much care and thought into the product as you do into

the content of your workshops, or into a piece of your own work. This can be a tricky

balance to maintain, and is part of the reason we expect total commitment from our artists.

Does this piece of work stand on its own merits without needing to be put in context?

Just because it's been produced by a two-year-old, or a person with learning

difference, does not mean that it should not stand up as a piece of art. Expect high

standards and make no concessions - do you really want someone looking at it to

patronise your participants by thinking, “it's good, considering…”?

Is it new and original?

Is it well produced and finished off?

Are the participants surprised and pleased with what they have achieved?

●

End products

Questions to ask yourself

●

●

●

●
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●

●

●

Is the client satisfied that it is far beyond anything that the teacher/carer/worker

could have produced without your input?

Is it significantly different from anything else you have produced on other projects?

Are you proud to be associated with it?

As this book goes to press we are developing an artistic policy which will involve a

commitment to defining what we mean by quality and evolving a standard critical language

to apply to all work produced on projects. Your work will be judged against these criteria and

we will welcome your input into this process.

Think well in advance about how your end product will be presented. It is not always possible

to do this in your last session with your participants, for example if a CD has to be mixed or

a video edited, but the best possible practice is to celebrate the work with the participants

somehow. This could involve a sharing, a performance, an exhibition and/or a social event

with refreshments, but doesn't have to, and might not always be appropriate. It could be just

you and the group looking back over your achievements over a cup of tea.

You may find yourself being required to say a few words of introduction to an invited

audience on these occasions. This can be scary even to seasoned practitioners, so it's worth

thinking about what you will say in advance, and even practising if it helps. Don't undermine

the work you and the group have done with false modesty or a mumbling delivery! Ask for

help if you are unsure - it's always good to have a dry run.

You need to think very carefully about when it is appropriate to end a project with a public

performance or a sharing.

A sharing is usually set up in the same venue as the workshop, perhaps in the last session,

with a small invited audience of people who know the group. It is usually very informal in

order not to put the participants under too much pressure but allow them to celebrate what

they have achieved.

Celebrating the work

Fronting it up

Performances
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A public performance is totally different and will have a whole raft of different expectations

attached. It may be in a different venue to where the group has been working and will

inevitably attract people who do not necessarily know the group. You will need to think much

more carefully about presentation, staging, adequate rehearsal time and so on and you will

almost definitely need to get other people on board to help. You will also be putting your

group - and yourself - under far more pressure. Discuss the feasibility of a performance

carefully with the Project Manager and client before committing yourself and the group to

this. Make sure that there are firm, solid reasons for doing it and that you can deliver a piece

of quality work within the conditions of your contract.

As with much of the advice in this book, this seems obvious but has to be said make sure

you clear away properly and do not leave any mess, materials or equipment behind!

One of the marks of a successful project is that the participants are sad

that it's over and want to do more. It would be useful to check with the

Project Manager before your last session whether anything else is in the

pipeline for that setting, if there is an appropriate Open Access event at The

Point, or if there are other projects that individuals can join. Don't make

rash promises and if there isn't anything planned for a while or you don't

know, be honest and say so.

If the client expresses a wish for more work, ask them to

contact darts and mention it to the Project Manager when

you next see him/her. We are committed to forging long-

term partnerships and as an artist working directly

with the group you have an active role to play in

this. Should the client ask if s/he can employ

you directly rather than through darts,

come back and discuss it with the

Project Manager but the answer

should almost invariably be

Leaving the space

What now?

-

Happy endings



no - it has been agreed with darts' Associate artists that work engaged through darts should

always stay with the company.

Increasingly projects have an element of training within them to

enable clients to continue the work after you have

left. Sometimes this is the only way of

making the work sustainable. You may be

asked to provide reminders for the staff

of activities you have led with the group,

and to involve them in your session as

much as possible. Take this role seriously

and take the time to engage in

conversation with staff before and after

the session so that they feel included

and build confidence in taking your

approaches on board. You will of

course be supported in this by

your Project Manager.

Always allow time to give the

participants a chance to tell you

how they have found working on

the project. This could be the whole

focus of your final session with

them, and can be done in many

creative ways. Some examples I've

used or seen on projects include:

Leaving a legacy

Feedback



●

●

●

●

Writing a poem/rap/song about what people have enjoyed/found less enjoyable.

Creating a map of the group's journey through the project, using visual arts

materials, musical soundscapes, or physically walking the group through the different

activities (represented symbolically by examples of things they've made, etc.) and

talking about each one.

Using a ball of wool: one person starts talking, someone else connects with that so

takes the strand of wool until everyone has had a say and there is a web connecting

the group. You could have one colour for things they've enjoyed and another for

problems they've encountered.

Creating a group collage with each person contributing an image of what the project

has meant for them.

On darts projects you will also be asked for your own evaluation as an artist. Take time over

this and use it as an opportunity to reflect on your practice. On bigger projects there may be

a meeting where you have the chance to discuss the project fully with all involved.

We ask you to do quite a lot in terms of monitoring and evaluation at darts and we keep this

under constant review so that you aren't filling in endless pieces of paper. There will always

be a reason for what we ask and if you are unclear about it do bring it up with your Project

Manager. Sometimes funders want specific information which seems unimportant compared

with the impact of the actual work, and the things you are asked to do may vary from

project to project.

Take what you have learned from this project, good and bad, into the next piece of work you

do. Increasingly you will find that you do this automatically, and regard your whole working

life as a work in progress.

The best case scenario for an artist is that your community work feeds your own artistic

practice and vice versa, so that you see each as part of the whole continuum, rather than

two completely separate entities.

Feed forward
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T
he best community practitioners never stop learning and developing, aiming to push

the boundaries and if possible break new ground. Your goals and standards as a

practising artist in your own right can and should be applied to your work in

community settings. I'm not suggesting that you approach every single workshop with a

blank sheet - you will of course develop a toolbox of ideas and approaches that you will use

more than once - but that with each project you aim to move on your practice in some way,

however small. That way you will always feel energised by and interested in your work.

Look out for training opportunities, whether they be courses or the chance to watch another

artist at work. Never think you know it all and get complacent - you can learn something from

every experience even if it's not what you expected. Even on the worst run courses I've

attended, I've always learned something, most often from other participants.

Without beating yourself up, approach your projects with a degree of healthy self-criticism,

and welcome feedback from others who see you work.

Familiarise yourself with who's who at darts and know whom to approach if you're unsure

about anything or you have a problem.

Don't be afraid to spread your wings and take on work with other companies outside

Doncaster. It will enrich your experience, open new doors and will enhance your darts work.

Above all, value yourself as a professional and enjoy what you do. And never forget that you're

an artist. Good luck!
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