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1.
EXECUTIVE SUMMARY

1.1
Introduction
This study is the first mapping of training and professional development in the outdoor arts sector in the UK and the Republic of Ireland. It was undertaken by the Independent Street Arts Network (ISAN) in partnership with the Centre for Excellence in Theatre Training at Central School of Speech and Drama (CETT) and was commissioned by the National Office of Arts Council England.

‘Outdoor arts’ in an umbrella term given to performances of all kinds that are created for outdoor spaces. In June 2008, ACE published ‘New Landscapes’, its outdoor arts development plan for 2008 to 2011. The document recognised that there is a real need for professional development and capacity building in the sector, to increase both the quality of work and professional working practice of outdoor arts practitioners.

As part of the ongoing work following the publication of the document, ACE commissioned ISAN to undertake a study mapping the training and professional development opportunities for individuals entering, or working in, the outdoor arts sector as artists, technicians, producers and managers.

The objectives of this study were to:

· Research and map the range and breadth of existing and proposed training provision in the outdoor arts sector, including accredited courses in Higher and Further Education; continuing professional development (CPD) opportunities including relevant short courses, support schemes and seminars; and work placements and apprenticeships.

· Highlight examples of innovation and good practice from across education levels and art-forms.

· Consult with the sector to identify the main issues in terms of skills development and where there are gaps in provision.
· Make recommendations as to how the Arts Councils and other bodies e.g. Higher Education Institutes can strengthen and develop the sector.

This written report and the associated web-based ‘guide’ (see Section 5), are the results of this study.

For the purposes of this study, we have defined Outdoor Arts in the broad terms of New Landscapes i.e. street arts, circus, carnival and mela.

The geographical scope of the study is the United Kingdom. The original brief including the Republic of Ireland but due to limitations on data, we have not fully included Ireland in this study.

The methodology has included:

· Desk based research

To contextualise the findings in this report, a review has been undertaken into recent related reports, strategies and surveys, both published and unpublished.

· Development of a database of existing providers

An online database of existing training and professional development opportunities has been collated from the industry survey and contacts and web based research. This has been developed into a ‘microsite’ of the current ISAN website (http://isanuk.org/training).

· Case studies

A number of case studies were identified and researched to highlight areas of innovation and best practice in training and professional development.

· Consultation with the sector

A questionnaire was developed and distributed widely throughout the sector. In addition, consultation with key industry figures was undertaken in person, by email or by phone.
 Further, the interim findings of the draft report were presented to the ISAN General Meeting in May 2010 and feedback sought from members.

· Collation and interpretation of data outlined written up in this final report

This report provides the data identified through this research, combined with the analysis of the implications in the findings, and recommends where strategic intervention might significantly support the development of the sector.
1.2
Summary of Conclusions
1.2.1
Contextual Review
For the purpose of this study, a review of all relevant documents into outdoor arts training and professional development in the UK was prepared.

ACE’s New Landscapes acknowledges the role that training and professional development can play in increasing artistic quality and professionalism in the outdoor arts sector.

The National Association of Street Artists’ Training and Development Overview noted that the biggest aspiration of artists is to work on their art-form development with other artists and companies. The report also concluded that training and professional development follow investment in the core activities of the sector.

The Quest conference report highlighted two main desires for artists’ professional development. Firstly, the need for a critical friend to show work to at an early stage and, secondly, the need for time and space to play and experiment with other artists. The review of Circelation also showed that investment in professional development can improve the quality of work within a sector.

Scottish Arts Council’s Development of the Street Arts Sector in Scotland called for new talent to be nurtured and practitioners to be encouraged and support to undertake continuing professional development.

Caterina Loriggio’s research pointed to a lack of clear opportunities for skills development and learning in the sector especially for freelance practitioners. She concluded that time and money were the main barriers to practitioners undertaking professional development and that this was exacerbated by the itinerant nature of the work which made it difficult for individuals to join courses. Her research highlighted a desire for mentoring at all levels within the sector.

The Mind the Gap! breakout session indicated that there is a consensus both in the industry and academia that, as a general rule, specific outdoor arts courses at FE or undergraduate level are not appropriate, and that modules in more generic courses are adequate. Postgraduate and doctoral research are desperately needed and there should be more opportunities for industry and academia to work together.

1.2.2
Primary Research – The Survey

Quantitative and qualitative industry research for this study has been conducted by means of an electronic survey to individuals working in the outdoor arts sector in the UK and, with limited success, the Republic of Ireland. 

The aim was to survey a wide sample of outdoor arts practitioners in order to map existing training and professional development pathways and opportunities in the sector and to highlight gaps in skills and training.

The survey was distributed widely via the ISAN, NASA and Xtrax networks. Over three weeks, the survey generated 143 responses from a wide range of individuals including artists, producers, makers, educators and public sector workers. Appendix Three lists the survey questions and a full breakdown of the responses including diagrams can be downloaded from the ISAN website (www.isanuk.org).
The research revealed that the outdoor arts sector is diverse and many workers have more than one defined role. Workers in the outdoor arts sector are split evenly between self employment and employment.
The majority of respondents to the survey were mid to senior career professionals. The respondents to the survey were highly educated with the majority having an undergraduate qualification as a minimum.

Routes into the outdoor sector are diverse but there is an emphasis on ‘on the job’ training. Many respondents had come from a ‘traditional’ theatre background. Another clear route was volunteering on festivals and events and “working your way up”: In terms of administrative and management roles, work placements and internships were highlighted as a route in. Finally, many respondents were drawn, by desire or necessity, to start their own outdoor arts companies/practice early on.

Most respondents value continuing professional development with the majority of respondents (67%) having undertaken some professional development in the past three years. Not surprisingly, time and money are the two biggest barriers to outdoor arts professionals undertaking professional development

Professional development needs vary widely within the sector, however, having a mentor and international collaboration and partnerships were consistently highlighted. A number of specific business skills were highlighted in the responses. However, professional development around funding and sponsorship were overwhelmingly the most common. Having the time to reflect on your work was also consistently mentioned with word such as ‘time-out’, ‘reflection’, ‘sabbatical’ and ‘exploration’ cropping up.
There is a wealth of training and professional development opportunities already ongoing within the sector. A good proportion of respondents (64%) offer some sort of training or professional development and over 57% offer apprenticeships, internships or work experience opportunities in their organisation. However, very few opportunities are accredited

Many outdoor arts organisations would like to either offer training or professional development opportunities or extend existing opportunities but many respondents highlighted the capacity issues within the outdoor arts sector as a major barrier to providing, extending or formalising opportunities. 

In particular, the part-time, itinerant nature of much of the work makes it difficult to develop this strand of work. Financial support to overcome these barriers was clearly defined as a route, but advice and partnerships were also highlighted.

1.2.3
Mapping Provision: A Web-Based ‘Guide’

One of the outputs of this study is to produce a web-based ‘guide’ to existing and proposed training and professional development provision in the outdoor arts sector.
The resulting Outdoor Arts Training Guide is a stand-alone micro-site of the main ISAN website (http://isanuk.org/training) and is accessed from the ISAN home page. The information is searchable under category, e.g. Work Placements & Apprenticeships; art-form, e.g. circus; career level e.g. professional; and location e.g. North-West.

The following section is a short introduction to some of the data and research. The full database can be found at http://isanuk.org/training.

There are a number of networks and professional organisations in the outdoor arts sector that provide professional development opportunities for their members and others including ISAN, Circus and Street Theatre Bristol (CAST) and a number of recent initiatives in Scotland such as CONFLUX.
There are only a handful of ‘stand alone’ courses in outdoor arts at FE and HE level in the UK. Elsewhere, outdoor arts are usually incorporated into an existing performance, theatre or design degree by a staff member advocating for the sector. 

As well as courses focussing on developing performers, there are a handful of innovative producing and event management courses that have a focus on the outdoor arts sector. 

There are many opportunities for entrants or existing workers in the outdoor arts sector to access a wide range of courses, seminars and workshops. These tend to fall into two categories: courses in organisational development, for example, fundraising or tour booking, that tend to be generic across the performing arts; and art-form specific training such as aerial skills or juggling.
There are few opportunities for artists working in the outdoor arts sector to spend time developing their work. However, there are other opportunities, such as those offered by indoor theatre spaces and other organisations that outdoor artists can increasingly avail of.

Notwithstanding the above, there have been some recent developments in terms of providing outdoor artists with the time, space and support to develop their work. Innovative examples include the Without Walls consortium of eight of the UK's leading arts festivals; IOU’s Space, Time, Tools and Advice; and the Mintfest International Summer School for Street Arts.
Gaining work experience is a vital route into the outdoor arts sector. The mapping of opportunities revealed many existing organisations running structured work placements or apprenticeship programmes.

Many of the UK’s outdoor arts festivals offer volunteering opportunities either as part of the production team or as general volunteers at the event. These experiences can be a valuable way of young people engaging with the outdoor arts sector for the first time. 
1.3
Key Recommendations
Theme: Artist Development

Outdoor artists need to have the space and time to develop their work, and in particular, to work with other artists and companies to develop their practice.

Recommendations

1. The Arts Councils should continue to fund development time for outdoor artists.

2. Subject to funding, ISAN will investigate setting up a pilot peer to peer learning programme for outdoor artists, with bursaries for participants.

3. ACE should prioritise supporting programmes that give artists time, resources and opportunities to develop their practice.

Theme: Mentoring

Outdoor arts practitioners, at all levels of experience, would benefit from mentoring.

Recommendations

4. Subject to resources, ISAN and NASA will collaborate on developing a mentoring scheme within the outdoor arts sector providing bursaries for potential mentors. The scheme would operate at many levels including artist/producer; established/emerging etc.

5. ISAN will evaluate the mentoring aspect of the Cultural Leadership Programme Outdoor Arts Leadership Network which will pair senior outdoor arts leaders with mentors from another sector or the business sector and disseminate this learning to the sector.

6. ISAN will seek to work in partnership with organisations such as Business in the Community to signpost outdoor arts practitioners to potential mentors in the corporate sector.

Theme: Management and leadership

Outdoor arts organisations are led by outstanding individuals. Most have ‘learnt on the job’ and few have received any management or leadership training. In such a small sector, the are two problems for our current leaders, one, is the perceived or real inability to take the time to address professional development needs, and secondly, when you are at the top, to whom do you look for development?

Recommendations

7. ISAN will closely review both the Cultural Leadership Programme funded Outdoor Arts Leadership Network and the Outdoor Arts Leadership Programme funded by Arts Council England South East to evaluate their impact on the participants with a view to making recommendations about how such programmes could be expanded and implemented in the future.

Theme: Evaluating and supporting innovation

In recent years, a number of innovative training and professional development initiative have emerged, both in the industry and in education settings. Examples include the BA in Street Arts at University of Winchester, now heading into its second year; the Mintfest International Summer School; and Conflux in Scotland.

It is imperative that these initiatives are evaluated, and where successful, potentially disseminated as models of good practice and replicated.

Recommendations

8. ISAN will work closely with the leaders of innovative initatives in training and professional development to critically evaluate these models, and where possible, disseminate models of good practice.

9. ISAN will programme and host a training and professional development symposium in autumn 2010 to critically look at these initiatives.

Theme: Supporting training and professional development

The effects of the UK-wide recession and associated government cuts are being felt strongly in the outdoor arts sector whose festivals and events have traditionally been reliant on corporate support and local authority funding. In these difficult times, resources for training and professional development may not be seen as a priority. 

Most outdoor arts companies are small, and many people work in the sector on a self-employed basis. In a small business, or as a freelancer, organising time out for training is disruptive, and the cost can be hard to justify, especially in a sector whose funding base has been traditionally low.
Recommendations

10. The Arts Councils should implicitly include the maintenance and development of training and professional development schemes in funding agreements with RFOs and resources for training and professional development schemes and initiatives should be ring fenced in order to ensure they are maintained.

11. Best practice training and professional development initiatives in the outdoor arts sector should be supported as a priority through Grants for the Arts.

12. ISAN will work closely with NASA and Xtrax to actively promote to the membership and the wider sector that professional development is important using the medium of the ISAN blog and case studies to demonstrate tangible impact.

13. ISAN will work with NASA to provide information, advice and guidance to members who wish to develop or extend training or professional development opportunities, for example on areas such as insurance, health and safety and accreditation.

Theme: Recognising and rewarding entrepreneurial talent

The overall quality of British outdoor work has improved exponentially over the past 10 years, partly through increasing exposure to international work and partly through greater financial investment in the sector.

Investment to date in the sector has been well spent with many companies and organisations, including ISAN, receiving uplifts in their funding agreements in the last funding round and many more organisations becoming RFOs for the first time. Other larger scale initiatives such as Without Walls have also had a major impact on the sector.

However, investment in the sector, compared to theatre and dance is still low and there is a need for entrepreneurial talent to be recognised and rewarded.

Recommendations

14. The Arts Councils should continue to identify and invest in entrepreneurial British talent in the outdoor arts sector.

15. Companies that have developed an entrepreneurial model should be recognised and singled out for more resources and professional development initiatives.

Theme: Encourage talent from outside the sector

There have been excellent examples of artists and companies from other sectors including theatre, dance and visual arts, making the transition to working outdoors, including companies such as Graeae, Kazzum, Punchdrunk and Nitro.

This cross-fertilisation of artists and companies from outside the sector working with outdoor artists has had a beneficial impact on raising the quality and aspirations of outdoor work.

Recommendations

16. The Arts Councils should continue to support festivals and organisations, for example Greenwich and Docklands International Festival and the Without Walls consortium, who actively support artists and companies from other sectors to work in the outdoor arts sector.

17. The Arts Councils should continue to support Grants for the Arts applications that encourage the blossoming and sharing of expertise between sectors.

Theme: Working in partnership with education

Due to the nature of the work, many artists come into this area of practice for ideological, social or political reasons, a standpoint that can sometimes take time to develop.

For this reason, large numbers of ‘outdoor arts’ specific courses at FE and undergraduate level are generally not appropriate. However, more research and critical work is needed at postgraduate and doctoral level.

Recommendations

18. ISAN, through its partnership with CETT, will disseminate the findings of this report to the education sector.

19. ISAN will play a strategic role in bringing education providers and the industry together to further discuss how they can work together and disseminate models of good practice. As a starting point, ISAN will programme a symposium on these issues in autumn 2010 to coincide with the second InQuest conference at Leeds Metropolitan University.

Theme: Apprentice Producers

There is an urgent and strategic need to encourage and support the development of Apprentice Producers in the sector in order to develop the next generation of leaders. 

In a better resourced sector, this process can happen more organically, but notwithstanding the strong desire for current leaders to support and mentor the next generation of producers, they do not have the time and resources to do so.

A good example of how investment and support has impacted on a sector is the dance sector in London. London Arts (now the London office of Arts Council England) invested in the Independent Dance Managers Network – a membership organisation that promotes professional development for its members as well as initiated a two year scheme of support for trainee dance managers. Some best practice lessons could potentially be learnt from this initiative.

Recommendations

20. The Arts Councils should consider funding Apprentice Producer roles.

2.
INTRODUCTION
2.1
Project Background
This study is the first mapping of training and professional development in the outdoor arts sector in the UK and the Republic of Ireland. It was undertaken by the Independent Street Arts Network (ISAN) in partnership with the Centre for Excellence in Theatre Training at Central School of Speech and Drama (CETT) and was commissioned by the National Office of Arts Council England.

‘Outdoor arts’ in an umbrella term given to performances of all kinds that are created for outdoor spaces.  The sector is fast approaching key milestones in its development with the forthcoming London 2012 Olympic and Paralympic Games and Glasgow Commonwealth Games in 2014. Outdoor arts are increasingly being seen as important to UK cultural life and this was recognised in 2008 with increased funding and support from Arts Council England (ACE) with many organisations, including ISAN itself, receiving increases in funding, and many others gaining regularly funded organisation status for the first time.

In June 2008, ACE published ‘New Landscapes’, its outdoor arts development plan for 2008 to 2011. The document recognised that there is a real need for professional development and capacity building in the sector, to increase both the quality of work and professional working practice of outdoor arts practitioners.
As part of the ongoing work following the publication of the document, ACE commissioned ISAN to undertake a study mapping the training and professional development opportunities for individuals entering, or working in, the outdoor arts sector as artists, technicians, producers and managers.

The objectives of this study were to:

· Research and map the range and breadth of existing and proposed training provision in the outdoor arts sector, including accredited courses in Higher and Further Education; continuing professional development (CPD) opportunities including relevant short courses, support schemes and seminars; and work placements and apprenticeships.
· Highlight examples of innovation and good practice from across education levels and art-forms.
· Consult with the sector to identify the main issues in terms of skills development and where there are gaps in provision;

· Make recommendations as to how the Arts Councils and other bodies e.g. Higher Education Institutes can strengthen and develop the sector.

This written report and the associated web-based ‘guide’ (see Section 5), are the results of this study.

The project team consisted of Julian Rudd, ISAN Co-ordinator, Sinead Mac Manus, ISAN Project Manager, and Jessica Bowles and Laura Douglas from CETT at Central School of Speech and Drama who took the lead on mapping existing and proposed accredited training in the sector.

To assist the study, a steering group was formed which included the following members:

· Charlotte Woodward, Strategy Officer, Theatre for Arts Council England 

· Sian Thomas, ISAN Board member

· Mira Kaushik, ISAN Board member

· Adam Gent, Arts Development Officer, Bournemouth Council and steering group member of the National Association of Street Artists.

2.2
Scope
For the purposes of this study, we have defined Outdoor Arts in the broad terms of New Landscapes i.e. street arts, circus, carnival and mela.

The geographical scope of the study is the United Kingdom. The original brief including the Republic of Ireland but due to limitations on data, we have not fully included Ireland in this study.
2.3
Methodology
The methodology has included:

· Desk based research

To contextualise the findings in this report, a review has been undertaken into recent related reports, strategies and surveys, both published and unpublished.
· Development of a database of existing providers

An online database of existing training and professional development opportunities has been collated from the industry survey and contacts and web based research. This has been developed into a ‘microsite’ of the current ISAN website (http://isanuk.org/training).
· Case studies
A number of case studies were identified and researched to highlight areas of innovation and best practice training and professional development.
· Consultation with the sector
A questionnaire was developed and distributed widely throughout the sector. In addition, where possible, consultation with key industry figures was undertaken in person, by email or by phone.
 Further, the interim findings of the draft report were presented to the ISAN General Meeting in May 2010 and feedback sought from members.

· Collation and interpretation of data outlined written up in this final report

This report provides the data identified through this research, combined with the analysis of the implications in the findings, and recommends where strategic intervention might significantly support the development of the sector.

2.4
Limitations of the research
The outdoor arts sector is very broad and practitioners working in the sector are diverse encompassing a range of job roles, art-form specialities and contexts. By association the training and professional development opportunities to new entrants and existing workers are many.
This study has attempted to provide a broad snapshot of the sector rather than a detailed analysis of one of its many parts and this report should be read with this in mind.

Similarly, the web based ‘guide’ should be seen as a starting point to the wealth of opportunities available rather than a complete database. The intention is to continually build on this material annually to provide a more comprehensive guide in the future.
3
CONTEXTUAL REVIEW
3.1
Introduction
The purpose of this section is to review publications and data already produced in the area of outdoor arts to highlight any existing research or recommendations regarding training and professional development in the sector. 
There have been a number of published and unpublished reports and studies concerning the outdoor arts sector in the past ten years.
 The purpose of this section is not to summarise their findings in detail but to pinpoint any relevant areas that can be built on in this study.

The main ones considered in this section are:

- Arts Council England, New Landscapes: Outdoor Arts Development Plan, 2008-2011

- Adam Gent, NASA, Training and Development Overview, August 2009.

- Faceless Co, Quest: Outdoor Arts in Practice, Conference Report, June 2009

- Scottish Arts Council, Development of the Street Arts Sector in Scotland, 2007.

In addition, three unpublished sources were also used: a number of think pieces prepared by Caterina Loriggio, 2012 Cultural Programmer for the South East, as part of her MA in Cultural Leadership at City University; the results of a breakout session entitled Mind the Gap! At the ISAN conference in November 2009; and a Circus Mapping survey commissioned by AE and recently undertaken by Verena Cornwall, Chair of the Circus Development Agency and Circus, Street Arts and Carnival Consultant.
Earlier documents (from 2002 to 2006) have been reviewed but given that these documents then fed into New Landscapes, they have not been focussed on. These documents are:
- Street Arts Healthcheck, Arts Council England, 2006
- Arts Council England, Circus healthcheck, 2006.

- UK Street Art and Mainland Europe, Arts Council England, 2005

- ISAN National Street Arts Audience Research, 2003.
- Strategy and Report on Street Arts, Arts Council England, 2002.

3.2
Arts Council England’s New Landscapes

New Landscapes is the first development plan for the outdoor arts sector produced by ACE. Its publication recognised the growing importance of the sector to cultural life in the UK and was widely welcomed as a positive step forward in a previously under-resourced sector.

New Landscapes specific recommendations on training and professional development are to prioritise investment in:

· opportunities to increase artistic quality through training, skills development, cross sector dialogue and professional development opportunities for practitioners working outdoors, through dissemination of best practice and support for critical debate on environmental sustainability and arts practice, and
· maximising access to existing training and leadership development opportunities and existing spaces for the creation of new work, eg Learning & Skills Academy, Cultural Leadership Programme, and new progression routes for young people wanting to work in the outdoor arts sector working with schools, the Higher Education sector, DCMS and clients eg internships, apprenticeships, bursaries, accreditation and so on. Through specific programmes of work Arts Council will support the spaces for outdoor arts, progression of young people into work in outdoor arts and the developing of skills of those working in this field. The Creative and Media Diploma has the potential to increase young people’s engagement in the outdoor arts through organisations offering work based learning and practical projects for young people, and Creative Apprenticeships offer new routes into outdoor arts. 

The publication concludes that “supporting skills development for those already working in outdoor arts is paramount to high quality artistic practice.”
3.3
NASA, Training and Development Overview

Following the publication of New Landscapes, the National Association of Street Artists (NASA) was commissioned to investigate training opportunities for artists working in street arts. There were two elements to the project: an artist survey which NASA subcontracted Manchester based Xtrax to undertake, and a report written by Adam Gent, then a member of the steering group of NASA.
3.3.1
The Xtrax Survey

The survey undertaken by Xtrax attempted to assess the current position of artists in respect of existing professional qualifications and training undertaken, as well as an assessment of training they would like to undertake. The survey was devised in collaboration with the NASA steering group members and circulated to NASA members and artists known to X.trax. 30 responses were received.

Notwithstanding the small sample, the data gleaned from the open questions of the survey is rich and fascinating. Adam Gent notes that routes in to the sector for artists are many and various, making the observation that this is in contrast to, for example, mainstream theatre where a significant proportion of people making working in that sector will have studied a closely related subject at FE or HE level. This is borne out by the results of the primary research carried out for this study (see Section 4 for findings).

The people who replied to this survey were mainly professionals working in the sector for a number of years. From reviewing the Xtrax data and consulting with Maggie Clarke from Xtrax who undertook the survey, there are three main takeways:
1. The biggest aspiration (this was an artist’s survey) was to work in art form development in other street art companies - Xtrax recommended that NASA develop structured placements to address this but this was not taken forward.
2. The survey revealed that many respondents had availed of the range of training opportunities that are available across the arts or even outside the arts, i.e. organisational or business development. The conclusion was that other forms of training e.g. marketing, finance, do not need to be specific to the street arts sector – outdoor arts practitioners can access generic training easily and it is normally adequate for their needs.
3. The last point is the question of skills development. Maggie Clarke made an important distinction between the street arts practitioner who actively wants to improve their skills in ‘business’ and those who actually just want administrative or management support.
3.3.2
The Report

The report authored by Adam Gent provided a quick overview of some of the existing avenues for training and professional development in the UK. This study has used this research as the starting point for the compilation of the web based ‘guide’.
The report also examines some European models of training such as In Situ and The European Polycentre for Artistic Creation (PECA). In particular, one model, the Advanced Itinerant Learning Programme for Street Arts (FAI AR) is held up as an innovative and effective model by Gent. FAI AR was driven by the “Cité des Arts de la Rue” project in Marseille which was launched in 2005. 
The training at FAI IR lasts 18 months and revolves around three main axes – collective work around the fundamentals of outdoor practice; individual adventures that every apprentice (the name given to the students at the FAI AR in reference to the German Bauhaus school) must experience; and a personal artistic project (http://www.faiar.org/anglais.htm).
The report draws together some key conclusions that are relevant to this study:

Training is as important in the outdoor arts sector as it is in any other:
Organisational and business development ensures competence i.e. that the most is made of the artistic product and that any public investment is used most efficiently. It is key to building financial stability in an organisation. 

In addition, training in creative skills such as pyrotechnics or acrobatics is just as important for achieving and maintaining artistic quality.

Leadership opportunities such as the Cultural and the Clore Leadership Programme are singled out as important for the development of cultural leaders within the sector.

Gent makes the point that his report, by necessity, confined itself to comment on programmes and opportunities which already exist, but insists that “there is another body of work around what training and development opportunities do not exist.”
He goes on:

“The clearest separation between training and development is that development implies space. That without knowing what it is exactly that you want you are trying to provide the best conditions for it to emerge. This seemingly difficult position has been embraced by many of the programmes explored in this report because of the recognition that only risk taking, open ended development opportunities will give you better art. Following swiftly on from this is the recognition that art is at the core of any sector progress and that without it organisational training, leadership training, critical debate, clarity of progression routes, cross sector dialogue and everything else will wither on the vine.”

He concludes “training and development follow investment in the core activities of the sector.”
3.4
Quest: Outdoor Arts in Practice, Conference Report
The Quest conference was ACE, Yorkshire’s response to New Landscapes and Yorkshire’s Elemental Exchange held in 2009. The Elemental programme was a series of conversations about outdoor performance and circus arts held at Arts Council regional offices which had the aim of improving knowledge about the sector with Arts Council and Local Authority Officers. 
The conference ran for two days with the aim to create critical debate about the genres of practice (eg Circus, Street Arts and Carnival), how work is created, and its impact on people and places.
Quest explored of the following key questions: 

· What are the influences of, and the linkages made, by Outdoor Artists and their work? 

· How do the various practices influence and affect a change in the lives of its audience? 

· How do we encourage feedback and effectively use critical opinion to develop the art form?
Two of the sessions at the conference directly relate to training and professional development in the sector and are examined here. 
3.4.1
Emergence - Providing time and space for professionals and communities to explore outdoor work
Richard Sobey, Executive Director of IOU and Bev Adams, Artistic Director of Faceless Company both run projects within the sector that support professional development.

IOU’s project Space, Time, Tools and Advice provides opportunities for emergent arts companies and practitioners to develop ideas over a three month period at the IOU studio in Halifax; Bev’s company Faceless, run an annual project called Conference of the Birds where the company take a professional cast and go into a community space to provide space and time for that community to explore outdoor arts. 

At the Quest conference, the group were divided in half to address the following notion: “If the money fell out of the sky to provide time and space for artists and communities … ”. Under this heading there were 4 sub-headings. 

a) What should professional artists and creative communities be doing in that space? 

b) What is the value of providing time and space for the Outdoor Arts sector? 

c) What should emerge at the end of the time and space? 

d) What about ownership? Who decides? 

Two key themes emerged from the discussion. The first was a desire from creatives working in the outdoor arts sector to have opportunities for peers and respected professionals to play the role of critical friend i.e. to look at work, especially at an early stage, and critique it. Obvious barriers to this happening organically is the ability for outdoor artists to find the time and space to do this but a second, more unique, barrier is the artist/producer dynamic in the sector where artists do not want to show early or unfinished work to those who may be the end purchaser of their work i.e. festival and event producers.

The second theme that emerged was the wish for professionals to have more opportunities to work and play collaboratively with each other – that important time and space to experience another way of working and experiment. The Forkbeard Fantasy summer school model was singled out in this regard as a good model.

Case Study: Forkbeard Fantasy Summer School
Forkbeard Fantasy are a multi-media theatre company, formed in 1974 - a company of artists whose work goes beyond stage shows, encompassing film, animation, performance poetry, street theatre, publications, installations and interactive exhibitions for galleries and museums.

Each summer they run two six-day residential courses at Forkbeard’s Waterslade Studios in Devon. The courses give participants a hands-on introduction to the wide diversity of practice within Forkbeard’s work. The first three days are spent in demonstrations and illustrated guides to the various techniques Forkbeard uses, combined with practical sessions and time for experimentation. 

As the week progresses participants begin devising and creating their own pieces of work, either individually or collectively as preferred. The week ends with an informal presentation of all the work created. A DVD compilation of all the work is sent on to everyone afterwards. 

Once the courses have finished, an on-going process of support and communication is set up via e-mail enabling a continuing relationship with Forkbeard and the fellow participants on the course, as well as offering future opportunities to collaborate.
There are 20 places on each course. The price is £750 for each 6-day course.

www.forkbeardfantasy.co.uk
3.4.2
Mechanics - Professional development programmes for circus artists and directors
A second relevant session at Quest was a talk by Leila Jancovich, Senior Lecturer at Leeds Metropolitan University which gave some background to Circelation – a professional development programme for circus practitioners that she co-founded with Chenine Bhathena.
Circelation started as a one off project to support circus directors to start thinking beyond the 10 minute performance slot to display the skill of the artist. Other driving forces were responding to the Commonwealth Games cultural programmes and a sense of isolation from circus practitioners; recognition of a gap in available work in venues; the “undemanding and mind-numbing nature” of corporate work; and the desire to create more considered circus performance.
Some relevant points from the discussion around Leila’s presentation at Quest are:

· Artists are scared of stepping outside their comfort zone. 

· A circus performers life is a solitary world.
· Most artists don’t want to learn management and would prefer someone to do it for them. 

· There is a need for shared resources (admin / office space /marketing support) for emerging artists 

· There is a need for mentoring. In particular, companies need to be mentored to help them move forward. 

· Cross art-form work is good for creativity - the sharing of difference experiences enriches the work. 

Circelation is a good example of how a professional development programme can up-skill and professionalize a sector. 10 years on, opportunities have greatly improved for circus artists in the UK and Circelation has now closed. 

Case Study: Circelation 

Circelation was established in 2000 by Chenine Bhathena and Leila Jancovich to provide professional development for circus performers and directors. The initiative started as a response to the lack of opportunities for professional development for professional circus artists but also to provide support in what is traditionally an isolating sector. 

Circelation offered training and support to circus artist/directors on an annual theme which included master classes and workshops; weekend tasters; information and resources; artists in residence schemes; and a regular programme of lecture and debates.
The scheme was solely for professional artists, not students, and was most successful at recruiting artists working in the sector for 3 to 7 years. Less successful was recruiting senior artists and the co-organisers had a constant challenge to get more established artists to consider their professional development.

Those attending Circelation events listed the following benefits: 

• Improvement in performance/quality of work 

• Raises profiles and credibility 

• Provides opportunity for networking and cross-fertilisation 

• Contributes to the generation new work.

In total, Circelation ran 23 week long courses, 12 weekend tasters, hosted more than 200 circus artists, developed 30 emerging directors and programmed 35 leading cross art form directors/artists from the UK and around the world to lead laboratories. The most successful years on the initiative was when bursaries to attend were offered. 
www.circelation.co.uk

3.5
Scottish Arts Council, Development of the Street Arts Sector in Scotland

In 2007, the Scottish Arts Council appointed Richard Gerald Associates Ltd (RGA) to undertake a programme of research to provide information on the current state and future aspirations of the street arts sector in Scotland, and to recommend improvements that could inform a future strategy. The research involved a contextual review, consultations with key stakeholders in the sector and primary research by way of a street arts programmers survey and a street arts practitioners survey.
Some key findings of the study with regard to training and professional development are:

44% of respondents to the street arts practitioners’ survey work with partner organisations and have been involved in training to prepare themselves for work in the street arts sector. The report notes that three quarters of respondents also undertake continuing professional development, mostly through training courses. However, the vast majority (86%) do not believe that there are sufficient opportunities in Scotland to undertake additional training.

When asked to comment on details of continuing professional development undertaken respondents replied:

“I seek out at least two to three weeks performance/skills training taught by an industry professional each year. I continually train in skills. I purposefully took my current supplementary job so as to improve my admin skills. I travel to as many festivals to see other work as possible.”

“(Skills are) …acquired through experience in my current job at University and through running my own business. No formal CPD course; too expensive and cannot afford to attend.”

“I have undertaken a range of professional development over the past eight years, partly enabled through my work as a producer and more recently I have been in receipt of a creative producer bursary which has allowed more in-depth training. Over the years, I have been on short courses on a range of (mainly managerial) subjects including the two week Clore Foundation programme. I have also attended festivals and conferences with the support of funding.”

Commenting on reasons for not undertaking continual professional development respondents said:

“I am finding that the best way to learn is by doing. I’m constantly learning new skills in all areas of Street Arts by assuming different roles with the organisation – management, administration, tour management etc. I don’t think that I would learn how to do things any quicker by any other means.”

“I don’t see any available in Scotland, especially training that is tailored to the working professional.”

RGA also undertook a number of consultations with key industry figures. When asked about the quality of street arts work in Scotland, one industry figure stated:

“The quality of work produced in Scotland must be able to stand comparison with European counterparts. To do this, practitioners must be encouraged to see more international work, gauge how strong the artistic rationale is against their own approach, learn from those working in the international arena and be encouraged to seek out quality training and professional development.”
The report made two key recommendations for training and professional development in Scotland that are relevant to this study. They are:
1. Nurture new talent and encourage those training in creative arts to consider entering the street arts sector with the help of specialised training. For example, supporting a programme of career development seminars at RSAMD/Queen Margaret University College/Edinburgh College of Art/Glasgow College of Art to highlight the sector, the talent, the successes and the opportunities.

2. Encourage and support practitioners to undertake a programme of continual professional development out-with Scotland and consider the possibility of encouraging such a programme within Scotland. For example, developing a formal mentoring programme for those entering the profession or those already working in the sector and who need further support and guidance.
3.6
Caterina Loriggio, Women’s networking and professional development in UK street arts
Caterina Loriggio is a key figure in the outdoor arts sector and is currently the 2012 Cultural Programmer for the South East. In 2007 and 2008, she undertook an MA in Cultural Leadership at City University focussing on leadership in the outdoor arts sector, and in particular, women’s leadership. 

As part of the research, Loriggio set up a ‘women in street arts networking group’, called The Alternative WI in April 2007.  The group met once that year with 51 women attending the event; evaluation questionnaires were distributed after the event with 24 women (just under 50%) responding. A second meeting was held in May 2008.  35 women attended; of which 16 were returnees. More in-depth surveys were distributed after this event, 27 were returned representing 80% of attendees. Brief questionnaires were also sent to the 34 non-returners, a 65% return was achieved with 22 questionnaires sent back.  

As well as the surveys, Loriggio also conducted 8 interviews with a sample of women taken from both years.  These women were selected to represent sub-groups within the network as well as a wide cross range of practice, role, age and experience. 
In Loriggio’s study, 94% of the respondents valued professional success highly but 52% felt that their professional development needs were not met.  Those that were satisfied with their development opportunities tended to work in the public sector or large venues or institutions.  

Loriggio comments that the freelance women (who made up the majority of respondents) appear to be falling through the gaps and there is a sense that their needs have yet to be articulated.  Many of these cited that they had learnt experientially and/or through peer to peer opportunity. There was also a sense that “Professional development for the more mature practitioner is a bit of an issue”.
She goes on to note that:

“There is a lack of clear opportunities for development and for learning/skills development.  The opportunities that are there are reliant on the generosity of individuals and in my personal experience to date, these have mainly been women”.
Time and money appear as the main barriers to professional development, these were cited by every interviewee in Loriggio’s research: her 2007 survey showed an average 60 hour working week for women in street arts. Many of Loriggio’s respondents complained that training opportunities which do exist are often missed because of the sporadic and itinerant nature of their work, making it impossible, particularly for artists, to join on-going courses.  

The women respondents overwhelmingly agreed that there is a clear need for professional development for street arts practitioners – 87% for 2008 and 82% of the 2007 non-returners. Interestingly. Loriggio found that many of the women found it hard to articulate their own needs particularly in regards to training. Of those who did want training many suggested that this be peer led or offered by “elder stateswomen of the sector, taking the form of master classes and/or basic history of their careers.  It’s often interesting and inspiring to hear about where people are from, how they’ve got to where they are and their plans for the future”.  Loriggio notes that this was an idea repeated in all but one of the interviews i.e. the female street arts workers would like to see female speakers or trainers coming from within the sector to address the membership. When asked what particular skills that they would like to be trained in, many focussed on production and administration. 

A massive 78% of Loriggio’s cohort would like to see a mentorship programme with a further 8% acknowledging it could benefit the membership but was just not for them.  50% of the 2007 non-returners were also keen on the idea. Many women volunteered to both act as mentor (“if I could help someone I would love to”) and mentee, but the preference was for the latter. Loriggio suggests that mentorship would have particular benefit to the freelance women who are “feeling under supported and working in isolation.”
One respondent commented: 
“I feel I would benefit hugely from a mentor as I mainly practice as a sole artist and this support would be priceless. For the same reason I would be very interested in mentoring new artists/performers as this encouragement and direction from early on is also invaluable”.

In her earlier paper, ‘Is there a Glass Ceiling?’, Loriggio suggests that women running large festivals could offer mentoring to those in the pipeline but these women also need mentoring, as do the artists.   She suggests that clarity, maybe an audit, is needed to pin point exactly what individuals require from mentoring and then individuals will need support each other in locating and sharing potential leads from outside the sector.  Cross gender mentoring within the sector would be useful in developing mutual understanding and could help women break in to certain networks.  Chloe Dear, an independent producer working in Scotland, for example, explained how she developed her circuit of contacts and got to understand the sector through her male mentor who both supported and advocated for her at the start of her street arts career.

Concluding her comments on removing the glass ceiling on street arts, Loriggio suggests:

“Management of street arts needs to move towards a more collaborative and planned way of working.  This would mean changing the structure of the sector and its networks and professionalising its work practices.  Serious investment is required to make this a possibility.
3.7
Mind the Gap! - mapping outdoor arts education and training
At the biennial ISAN conference in Derby in November 2009, a breakout session entitled ‘Mind the Gap! – mapping outdoor arts education and training’, was held. The purpose of the session was twofold: firstly, to update ISAN members on the ACE commissioned project and, secondly, to facilitate a discussion about what training and professional development opportunities the sector needed looking critically at new developments in education and training. 
The session provocatively proposed the question: ‘are more courses in outdoor arts what the sector needs?’

Chaired by Jessica Bowles, from CETT, the breakout session had short contributions from Gavin Carter, University of Kent, Charlotte Woodward, Arts Council England, Dr Susan Haedicke, University of Winchester and Claire Raftery from street arts company Periplum.

The well attended session provoked a lively debate on what the outdoor arts sector needed. Some key findings from the breakout were:

· The need for awareness of the sector at all education levels, particularly starting at the 14-16 age group.

· There was a consensus that FE or undergraduate level is generally not the place for specific outdoor arts courses. Specific outdoor arts modules where students are introduced to outdoor arts were considered to be more appropriate.
· It was agreed that where institutes wanted to development more specialized courses, postgraduate level might be more appropriate.

· There was a clear desire for more academic work and more AHRC funding and research in the area and their was a recommendation that ISAN could look to negotiate with research departments in Universities to provide more opportunities like the Creative Fellowship in Drama at Queen Mary.
· Partnerships are needed between HE and industry with more companies partnering and teaching at universities and funding for partnerships between academics and industry.

3.8
Arts Council England, Circus Mapping
In 2009, Verena Cornwall, Circus, Street Arts and Carnival Consultant, was commissioned by Arts Council England to conduct a survey of Circus Artists in England. The resulting document, entitled Circus Mapping, is due to be published this summer.
183 responses were received. The data referring to training and professional development has been extracted and the main findings presented here.

100% of respondents to the survey considered themselves to be professional circus artists with 50% working soley in contemporary circus and a further 43% working in both contemporary and traditional circus.

Similar to the ISAN survey conducted for this report, the majority of respondents were mid or senior career professionals with 30% working in the sector for 4 to 9 years and a further 45% working for over 10 years.

73% of respondents had received formal training in circus in England or abroad. The remainder (27%) stated that they had not received formal training in circus. 
There is not much specific data on professional development in the survey but respondents were asked ‘Are you satisfied with formal professional development opportunities that exist in England at this present time? Eg (professional development weekends/showcases/workshops/mentoring)’. Of the 126 responses to this question, the overwhelming majority (73%) responded in the negative.
3.9
Summary of Findings
ACE’s New Landscapes acknowledges the role that training and professional development can play in increasing artistic quality and professionalism in the outdoor arts sector.
The NASA Training and Development Overview noted that the biggest aspiration of artists is to work on their art-form development with other artists and companies. The report also concluded that training and professional development follow investment in the core activities of the sector.

The Quest conference report highlighted two main desires for artists’ professional development. Firstly, the need for a critical friend to show work to at an early stage and, secondly, the need for time and space to play and experiment with other artists. The review of Circelation also showed that investment in professional development can improve the quality of work within a sector.

Scottish Arts Council’s Development of the Street Arts Sector in Scotland called for new talent to be nurtured and practitioners to be encouraged and support to undertake continuing professional development.

Caterina Loriggio’s research pointed to a lack of clear opportunities for skills development and learning in the sector especially for freelance practitioners. She concluded that time and money were the main barriers to practitioners undertaking professional development and that this was exacerbated by the itinerant nature of the work which made it difficult for individuals to join courses. Her research highlighted a desire for mentoring at all levels within the sector.

The Mind the Gap! breakout session indicated that there is a consensus both in the industry and academia that, as a general rule, specific outdoor arts courses at FE or undergraduate level are not appropriate, and that modules in more generic courses are adequate. Postgraduate and doctoral research are desperately needed and there should be more opportunities for industry and academia to work together.

4.
PRIMARY RESEARCH – THE SURVEY

4.1
Introduction
Quantitative and qualitative industry research for this study has been conducted by means of an electronic survey to individuals working in the outdoor arts sector in the UK and, with limited success, the Republic of Ireland. 
The aim was to survey a wide sample of outdoor arts practitioners in order to map existing training and professional development pathways and opportunities in the sector and to highlight gaps in skills and training.
The survey was distributed widely via the ISAN, NASA and X.trax networks. Over three weeks, the survey generated 143 responses from a wide range of individuals including artists, producers, makers, educators and public sector workers.

The survey was divided into four main sections: 
1. ‘Your Work’ looked at the respondent’s roles and length of time in the sector;

2. ‘Qualifications and Training’ mapped respondent’s existing qualifications and routes into the sector;

3. ‘Your Education and Professional Development Needs’ asked respondents to comment on what professional development they had undertaken, what barriers, if any, there is to their professional development, and lastly, to highlight specific areas that would help them further their practice in the sector. 
4. ‘Future Development of the Sector’ respondents were asked if they offered any training, professional development or work-based learning opportunities in their organisation, and if not, if they needed any support to do so. 
Respondents were given the option of submitting their personal details to ensure a representative sample.
The following Section presents the key findings and Appendix Three provides a full breakdown of the responses.
4.2
Summary of Findings
4.2.1
Your Work

The outdoor arts sector is diverse and many workers have more than one defined role.

The survey responses were generated from individuals with varying roles in the sector. Respondents were asked to describe their primary, secondary and tertiary job roles and the data suggests that the majority of respondents have more than one job role. 
Taking primary, secondary and tertiary roles into account:

· 72% described themselves as artists (either performers, artistic directors, choreographers).

· 65% considered that they played an administrative, management or consulting role with the sector.
· 50% described themselves as Producers or Promoters in some capacity, followed by 24% as educators and 14% as public sector workers.
Some of the additional responses to this question are telling about the sector. For example, one respondent explained their role as “Everything necessary to keep company going design, admin, producer, education etc” while another described themselves as “Carnival artist/ designer maker /facilitator/ management”.
Workers in the outdoor arts sector are split evenly between self employment and employment.
Workers in the sector were split fairly evenly between being employed full time (33%), freelance or self employed full time (32%) and freelance or self employed part time (25%).
The majority of respondents to the survey were mid to senior career professionals
Responses to the question of “How many years have you been working in the outdoor arts sector? “ were evenly spread (see Diagram 1 below). 
Diagram 1: Years working in the outdoor arts sector
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But, interestingly, when asked how many years have you been working in the arts sector in total i.e. including your work in the outdoor arts sector? 61% of respondents stated that they have been working in the arts sector for over 9 years with 42% over 15 years.

4.2.2
Qualifications and Training
Workers in the outdoor arts sector are highly educated
44% of respondents have an undergraduate qualification and a further 40% have a postgraduate qualification. Many respondents (40%) consider that they have completed a course of accredited training relevant to their work in the outdoor arts sector ranging from their undergraduate degree course to postgraduate Masters or professional diplomas.

Routes into the outdoor sector are diverse but there is an emphasis on ‘on the job’ training

When asked about the “main learning route/sources to your current work in the outdoor arts sector”, respondents overwhelmingly (84%) highlighted their ‘on the job’ training in the sector. 

“My MA, although not focused on outdoor performance, included time to devise and create work for outdoor spaces, which led me to set up my own site-specific dance theatre company. My knowledge and expertise of outdoor work has all been developed 'on the job' through my career as a professional producer.”

“There was no formal training for my work as a performer with pyrotechnics. Learnt on the job from highly skilled professionals.”

“Outdoor arts is a vast term - streets, festivals, shopping malls, circuses, variety, workshops, residencies, etc. All of these have had various routes!”

“Whilst I received some training and experience of outdoor work during my degree, it was minimal, but did arouse my interest. There was little opportunity for outdoor training at that time. There is a little more now, but it is still rare.”

When asked to briefly describe their route into the outdoor arts sector, respondent’s answers highlighted once again the diversity of individuals working in the sector and the almost impossible task of seeing the sector as a coherent whole.
However, some common ‘threads’ did emerge:

Many respondents had come from a ‘traditional’ theatre background:

“I went from being a theatre director to being chief executive of an arts festival.”
“Passion for theatre that got bored of working in black box's for predominantly white middle classes , then fascinated about using theatrical devices to create wellbeing and community cohesion in the public realm.”
“I was working in indoor theatre and participatory arts and then got involved in presenting work outdoors in the summer months. This then grew to international touring and seeing scale of work presented which was inspirational to me to work more of my time in the outdoor sector.”
Another clear route was volunteering on festivals and events and “working your way up”:

“Through volunteering for free on festivals as a teenager, then following a classic admin/runner route into the arts/TV.”
“Volunteered on Events/festivals and worked my way up from there.”
“I volunteered at a festival and was then employed by them. I trained and gained qualifications, experience and made contact with venues, artist and producers across the UK and Europe.”
“I studied Events Management at university and worked on outdoor festivals as a work placement initially.”
“I began by working as Events Crew for an arts festival in 1998. I continued to work in various roles for festivals until my MA in 2007 where I focused my studies on the value of outdoor arts practice. I interviewed by current Director as part of my thesis and approximately a year later was invited to work for the organisation. I started in a freelance capacity and have since moved on to full time employment with the organisation.”
“Through volunteering as casual help then internal progression to running the event.”
“Entered first as a volunteer assisting with Carnival organisation and then as a producer of Street Art events- now part-time professional and consultant in both artforms but learned all 'on the job'.”
In terms of administrative and management roles, work placements and internships were highlighted as a route in:

“I completed a degree at Camberwell Collage of Arts in Painting, following which I worked as a Gallery Assistant for 9 months. I then took an internship placement at Kazzum Theatre Company as an Administrator but also undertook other internships and paid work during that time for London companies such as Magic Me and the Shakespeare Schools Festival. I was offered full-time employment at Kazzum and remained there for 6 months until I was employed by Mandinga Arts in January 2009 as their Project Manager and Administrator. I now aim to remain in the Outdoor Arts sector.”
“My route into arts management was through working as a jazz promoter, as with most in a voluntary capacity.”
“Volunteering for SeaChange Arts in Community Arts Development, Freelance work on streets festival SeaChange Arts and then progressed on to full time employment.”
“Initially 6 month placement with an agency for outdoor artists and producer for outdoor festivals, followed by employment in that agency. Then project manager with producer, then freelance producer, now director with 5 employees.”
“Traineeship in Arts Events Management upon graduating followed by a full time job as Events Coordinator at a theatre (largely indoor venue).”

Many respondents were drawn, by desire or necessity, to start their own outdoor arts companies/practice early on:

“Coming out of Circus Space's course in 1998, the choices were quite few. I wasn’t interested at all in the corporate sector, as seeing it being really dry and non creative. Together with my company we decided to start performing outdoors, as it suited our style and artistic choices better. From there on it was a slow but steady rise. We love the direct contact with the audience, which we don’t really get in other performing environments.”
“Trained, started a company, got gigs at festivals like Glastonbury/Womad etc then started doing street theatre festivals.”
“As above, my MA led me to create Para-Site, a site specific dance theatre comapny that I ran for 6 years up until 2008. This supported my part-time, full-time and freelance work with other organisations, leading me to work at BAC, become Producer at London Bubble and finally move on to Akademi where I produce almost entirely outdoor or site-specific dance full-time.”
“I set up and continue to run a group after some years with other projects. It was set up because no group existed at the time with a level that was close to my aspirations. i have ended up doing what i do because without my group, the opportunities and level of the general community will not keep me in the 'sector'.”
“By perseverance... Done a lot of busking street shows and then developed a show that festivals around Ireland would book. When Ireland started feeling too small, we went to mainland Europe and performed at showcases there and met producers and bookers and got work that way.”
“Made work for outdoors and non traditional theatre spaces from graduation from Dartington where all training was geared to creating new work in a variety of contexts.”
4.2.3
Education and Professional Development Needs
Most respondents value continuing professional development

The majority of respondents (67%) had undertaken some professional development in the past three years, with 57% spending, on average, less then £250 per year on their development.
The types of professional development undertaken varying widely as can be expected from such a diverse sample. Some common ‘types’ of development included:

· Business skills courses from agencies such as the Independent Theatre Council and Arts Matrix.

· UK and international outdoor arts conferences and showcases.

· Leadership training including Cultural Leadership Programme and Clore initiatives.

· Master-classes in various skill disciplines.

· Technical training such as First Aid, Health and Safety and Crowd Management.

Not surprisingly, time and money are the two biggest barriers to outdoor arts professionals undertaking professional development

An overwhelmingly number of respondents (71%) stated that time to undertake training or professional development was their biggest barrier, followed closely by money (62%). Interestingly, a high proportion of respondents (32%) agreed with the statement that they ‘Cannot find appropriate training to suit my needs/wants’ (see Diagram 2 below).

Diagram 2: Barriers to undertaking training and professional development
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When asked to expand further, respondents commented:

“There is no relevant mid career CPD opportunities for producers”.

“I think professional development is a hugely important thing, but recently, particularly in my current role which crosses art forms I have found it difficult to find opportunities which I feel are relevant enough to warrant the expenditure or time commitment”.

“As a Freelancer it is often difficult to allocate time to training/ professional development as work is often booked short notice and it is financially not viable. There also seems to be a lack of a central resource which lists training/ professional development courses and is targeted at individuals rather than organisations.”

“There is a dearth of 'formal' training opportunities. Networking opportunities are all well and good, as are showcases about specific projects or success stories, but these do not necessarily lead to 'learning' opportunities as such. Generally speaking this is a resource and time poor sector and time to dedicate to development is often hard to come by for all.”

“There is so little money for anything, it is not enough to have expenses paid - in commerce, the time is paid for too. We need paid, employed time to undertake relevant and inspiring training.”

“My needs feel very particular to my work and I would enjoy having a mentor, and time to work on new ideas, but courses sometimes feel as if they may be a large investment of time, with a relatively small benefit.”

“Weekend courses mean loss of income for street and outdoor and walk about performers as do courses during school holidays. Travel and accommodation costs, especially to London.”

“Bursaries from agencies or the ACE is of great importance for artists like myself and is only thanks to a bursary I just received that I am able to take training and improve my career in outdoor arts, so more bursaries are needed!!”
Professional development needs vary widely within the sector, however, having a mentor and international collaboration and partnerships were consistently highlighted

While there were wide ranging responses when asked to comment on their 5 top areas/opportunities that would further their work in the sector, two areas were consistently highlighted. Having a mentor was consistently the most popular response, followed by international collaboration and partnerships.

“Mentoring opportunity with another festival director.”
“Finding a mentor at an appropriate level.”
“Mentoring/placement opportunities with similar roles in other organisations.”
“Performance Mentors.”
Opportunities to work collaboratively were also mentioned frequently, especially internationally:
“Opportunities to work with other artists from other sectors.”
“Working alongside practitioners from other artistic disciplines.”
“International Collaborations.”
“Working collaboratively with international partners.”
“Working collaboratively / sabbaticals/ residencies /exchanges.”
“Learning about artistic disciplines and practice abroad.”

“Working with other producers internationally.”

A number of specific business skills were highlighted in the responses. However, professional development around funding and sponsorship were overwhelmingly the most common:
“Completing funding applications/tenders.”
“EU funding.”
“Procurement procedures for public funded opportunities.”
“Funding to participate on the National Arts Fundraising School.”
“Fundraising and where to go for info on funding bodies suitable for this kind of work.”

However, some of these responses need to be seen in the context of ‘funding’ in the sector more widely. Many respondents, were not as interested in the skill of fundraising but in having a fundraiser or funds (see Xtrax survey):
“Funding for development - more money for creation of new works (investment in risk and artistic development).”
“Having a fundraiser.”

“Some one to raise funds whilst I work.”

“Long term funding to develop ideas properly especially actual devices, machines and musical instruments.”

“Funding to research and develop ideas.”

Having the time to reflect on your work was also consistently mentioned with word such as ‘time-out’, ‘reflection’, ‘sabbatical’ and ‘exploration’ cropping up.
4.2.4
Future Development of the Sector
There is a wealth of training and professional development opportunities already ongoing within the sector

A good proportion of respondents (64%) offer some sort of training or professional development and over 57% offer apprenticeships, internships or work experience opportunities in their organisation.

Some innovative examples include:

· 4-6 month structured internships with the City of London Festival for emerging festival producers.

· Bristol City Council’s Step Up programme for 14-25 year old artists /technicians /producers giving the opportunity to be mentored and supported into producing and touring to festivals in Bristol their first piece of outdoor work.

· Classes and master-classes in circus from NoFitState.

· Support to emerging producers from Artichoke, through one-to-one, mentoring, shadowing, advice and direct feedback.
· A rolling internship programme for recent graduates and young people wanting to gain experience in Arts Administration and Project Management from Mandinga Arts.

· Marketing and events management placements with The Thames Festival Trust throughout the year and a number of production based placements in the run up to the Thames Festival.
· Brighton’s ArtsAgenda offering project based internships or all round office experience, on site work experience at festival or for project.

· An apprenticeship offered through Preston Carnival and managed by Jane Blackburn Arts.

· The MAD (Marlowe Artist Development) Project which is a Street Theatre Bursary designed to support and encourage new artists and work in developing Outdoor Arts.

Very few opportunities are accredited

The vast majority of training and professional development opportunities where offered in the sector are informal and unaccredited. The most common form of accreditation, where offered, is the Art Award – aimed at young people.
This in itself does not pose an immediate problem, however, it does raise issues of quality and safety especially where working with young people.
Many outdoor arts organisations would like to either offer training or professional development opportunities or extend existing opportunities

Many organisations indicated a desire to either extend their training and professional development offer or to develop new opportunities.

Examples of potential opportunities include:

Apprentice producers

Julian Rudd, Remarkable Productions: “We would like to have a apprentice producer role.”

Stephen Stenning, UZ Arts: “We are experienced producers working used to working directly with artists and also with experience in managing major outdoor projects.  We could offer training to would-be creative producers on outdoor work.”

Artist support and development

William Trevelyan, South Hill Park Arts Centre: “We are currently building the potential of Out of Body, our strand of programming devoted to completely new street arts projects. This strand is exhibited at The Big Day Out Festival of Music & Performing Arts and also at outdoor activities in Bracknell Town centre. For all artists programmed within Out of Body, we offer space, expenses, publicity and guidance of further professional opportunities and contacts. As what we can offer is limited, we would like to offer 1 or 2 companies a year the opportunity for real growth through mentoring from the likes of John Lee (University of Winchester) to develop their trade.”

Daryl Beeton, Kazzum: “We hope to create more opportunities for artists to work along side more established artists for peer learning opportunities.”

Simon Pascoe, Red Earth: “Experience in producing, creating and presenting site specific installation and performance.”

Hi Ching, Foundation for Indian Performing Arts: “We would like to provide formal outdoors arts training to BAME artists.”

The main barriers to outdoor arts companies and organisations offering education or professional development opportunities are time and money.
Many respondents highlighted the capacity issues within the outdoor arts sector as a major barrier to providing, extending or formalising opportunities. In particular, the part-time, itinerant nature of much of the work makes it difficult to develop this strand of work:

“We have to limit our offers as training requires extra time from the work force and can be costly in extra pay without income generated for this.”

“Time and resources and the somewhat itinerant nature of the work and core staff who all live in different regions and work for the organisation on a part time.”

“I can't offer formal mentoring because my time isn't covered to do that, so I have to fit it into projects that I am being paid to work on.”

Many opportunities are offered on an ad hoc basis and there appears to be a desire to be in a position to ‘formalise’:

“I would like to increase the opportunities to offer work placements but there are issues around the amount of time it takes to administrate this and insurance issues.”
“Would like to organise proper placement / intern opportunities offering sensible financial package for placements. Would also like to relate to formal education sector”.
“We would like to formalise our approach to "internships" - have the resources to support 1 internship per year.”

“There needs to be a bit more joining up with the HE sector”.
“We don't have the organisational set-up regarding H & S and volunteering policies to feel secure enough.”

“We consider our volunteering and placement programme a professional development opportunity, but barriers to this running successfully could be lack of staff time (because volunteers need to be supported), lack of resources (namely cash to pay at least travel expenses), or lack of knowledge (activities like this need to be well thought through and structured to make them worthwhile for both parties)”.
Financial support to overcome these barriers was clearly defined as a route, but advice and partnerships were also highlighted

“Advice and sign posting from outside the organisation - from bodies like ISAN or ACE”.

“Financial support and partnerships to deliver the training more effectively”.

“Funding from educational or arts institutions”.
“Partnership with other organisations to support and facilitate”.

“The resources / funds to pay a member of staff to fully research and development the best type of internship structure we could offer.”

4.2.5
Final Comments

The final section of the survey asked for any general feedback on any of the issues raised. The majority of the 39 responses welcomed the survey and the mapping initiative broadly.

Some responses pained a picture of an under-resourced but entrepreneurial sector with training as a way forward to improve quality:

“I wholly endorse the idea of such an application to help develop leaders within the sector. My only caveat would be that such a programme should focus on developing NEW people, not old faces. I wonder if we don’t often enough 'blow our trumpet' about how resourceful the sector is: if necessity is the mother of all invention, then the sector is general brilliant at finding other revenue streams to support artistic development or more risky projects. I think that because we too often complain that people wont give us money to do stuff we are then to negative to look at the amazing ways we find to get by - getting money / winning contracts is only one part of it. Training and development opportunities could also focus on how to achieve lots on little, and how good the sector is at doing this!”
“An important part of development for artists in the outdoor sector comes through the informal networks that people create through work and at festivals. As a sector information is shared very generously”.

“The real crisis is money and status rather than training, but if leadership can create a more effective lobby, then I am behind it.”
“As well as the MAD project we currently run two annual outdoor community festivals: Whitstable Oyster Festival and Herne Bay Festival which offer opportunities for the artists to showcase their work and receive paid opportunities. We do find, however there are two problems that come up repeatedly these are cost- although both events are funded and have money to pay artists the existing companies are often too expensive to employ. The second challenge which leads on from the above is the quality of new work can be very rough around the edges with artists not being aware of basic business practise e.g. insurance and tax requirements. There seems to be a vast gap between new companies with little or no experience to expensive high end companies that will devour a large portion of the budget. Developing a middle ground will increase the opportunities for artists and raise the public’s awareness and expectations of outdoor arts as a part of the British cultural offer.”

“Quality of product, audience experience, artistic development is hard to measure but central to outdoor and any arts education, and or professional development - a lot of what is on offer is not up to standard.”

“More training opportunities is the only way to raise the quality of the work in the sector, yes it's a great idea. Thanks.”

“Work need to support those who have vision...the same people seem to be making the same decisions. It is very frustrating. Same people getting the same pot of funding.”

5.
MAPPING PROVISION: A WEB-BASED ‘GUIDE’
5.1
Introduction
One of the outputs of this study is to produce a web-based ‘guide’ to existing and proposed training and professional development provision in the outdoor arts sector.
This was a wide brief and involved researching and mapping accredited courses in Higher and Further Education; continuing professional development opportunities including relevant short courses, support schemes and seminars; and work placements and apprenticeships offered by organisations in the sector.

The resulting Outdoor Arts Training Guide is a stand-alone micro-site of the main ISAN website (http://isanuk.org/training) and is accessed from the ISAN home page. The information is searchable under category, e.g. courses, art-form, e.g. circus, career level e.g. professional, and location e.g. North-West.
The following section is a short introduction to some of the data and research. The full database can be found at http://isanuk.org/training.
5.2
Key Findings
Network and Professional Organisations

There are a number of networks and professional organisations in the outdoor arts sector that provide professional development opportunities for their members and others.
ISAN itself, as an example, provides information and networking services through activities such as regular meetings, a biannual conference, a newsletter and information, advice and guidance. 
Others such as the Performing Arts Network Development Agency (PANDA) in Manchester provide a range of support for performing arts practitioners including information, advice, professional development and networking. While not focussing on the outdoor arts sector, PANDA nevertheless provide a good deal of support to artists and companies based in the North West region.

Initiatives such as Circus and Street Theatre Bristol (CAST) use the forum of a ‘group’ to circulate information around development opportunities in Bristol, whereas organisations such as New Work Network and the Circus Development Agency use a web based platform to share information.

There have been a number of recent initiatives in Scotland especially in the area of circus and street arts. The Scottish Street and Circus Arts Network (SSCAN), Scottish Aerial Teachers Association (SATA) and CONFLUX are all good examples of ‘grassroots’ organisations that are supporting the development of the sector.
Case Study: Conflux 

Conflux was started in 2009, with funding from The Legacy Trust UK and the Scottish Arts Council to develop and promote a thriving community of artists and educators working in the fields of street arts, physical theatre and circus in Scotland. 

Conflux creates opportunities for the development of existing professionals as well as emergent artists. Conflux’s core aim is to ensure that this community will have the tools to be fully self-sustaining by 2013. Conflux will be supporting a variety of artistic and educational projects both independently and in collaboration with its partners, and will be focussing on providing spaces, equipment, guidance and training to enable practitioners to operate independently and successfully in Scotland. 

Conflux’s annual programmes will involve:

- Residencies for companies and individuals to develop their professional practice and to explore new collaborations.

- Professional master classes with internationally renowned practitioners

- Creative Learning opportunities for young adults across Scotland

- Taster sessions in a range of skills for children in Scottish schools.

www.conflux.co.uk

Further and Higher Education

There are only a handful of ‘stand alone’ courses in outdoor arts at FE and HE level in the UK. 

Two circus courses have been successfully running for many years: The Circus Space in London offers the only BA in Circus in the UK validated by the University of Kent. Circomedia in Bristol offer a BTEC National Diploma in Circus, accredited by City of Bristol College.

Two relevant Foundation Degrees have been on offer at City College, Brighton & Hove (Street Arts Performance) and Northbrook College (Festival, Site Specific and Street Arts) in recent years but both have suffered from a misconception of their content and have not recruited successfully in 2009.
2009 saw the launch of the UK’s first BA in Street Arts at University of Winchester in partnership with outdoor arts festival Winchester Hat Fair.
This course recruited successfully in its first year and has been well received by the industry. 

Case Study: University of Winchester, BA Street Arts

The University of Winchester is home to the UK’s first street arts degree. The three year BA Street Arts took its first intake of undergraduates in September 2009 filling all of its 20 places. Students develop skills that involve physicality and movement, improvisation and devising, making and production, new media and technology, puppetry, music, circus and comedy.

Recruitment was not without its challenges as many prospective students were unclear what the term ‘street arts’ meant in this context. John Lee, the head of the course explained that he had to create a ‘package’ to explain the nature of the course and use this to ‘sell’ the course to students.


An integral part of the programme is in creative production. Here, students learn how to set up their own street arts projects or company, how to produce work in diverse situations and how to develop creative partnerships and sustainable relationships with street arts producers. The industry and practical focus of the course has meant that there is a good demand within the industry for students to work on real life projects on the outdoor arts scene. Examples of work that they have done in Year One include:

-The River People, working with professional street artists for the opening of the new Point theatre in Eastleigh.

-A performance funded by the Arts Council England South East and Hampshire Council with Brighton based street arts company Periplum at the National Submarine Museum.

-A new festival at The Point, called Emerge, for emerging street artists and companies, funder by the Creative Campus.

Projects planned for Year Two of the degree include a large site specific outdoor show with street arts company Red Earth, a performance at the Royal Society Television Awards, and an ongoing partnership with Winchester Hat Fair.

The partnership with Winchester Hat Fair, has been instrumental in the development of the course. Students are encouraged to volunteer at the annual festival and in the second year, they have an opportunity to curate their own ‘mini Hat Fair’ for young people that will sit alongside the main festival.  Staff members from Hat Fair are regular visiting lecturers and students on the course learn about the business and production side of the festival as well as the creation side.

The breath of the course is also attractive to prospective students, reflecting the complex nature of ‘outdoor arts’. As the course is in the university setting, students have the opportunity to experiment with a range of different art forms and possibilities, cross fertilising to produce contemporary performances in outdoor spaces.

The course gives students an academic framework to consider their practice but is also training students at well rounded outdoor arts professionals, not just as performers. There is an ongoing emphasis on practical work; in fact much of the students work so far has been extra curricular and not part of their assessment. One of the aims is for students from day one to start to build a CV with professional credits.

Best practice lessons:

-The development and leading of the course by a strong individual (John Lee), with wide ranging industry contacts and experience.

-The partnership with a local, and well known, outdoor arts festival (Hat Fair) which has helped with curriculum development, work experience for students and access to industry professionals.

-The emphasis from day one of the course on practical ‘real life’ projects side by side with practising street artists and companies.

www.winchester.ac.uk

Elsewhere, outdoor arts are usually incorporated into an existing performance, theatre or design degree by a staff member advocating for the sector. A good example of this in practice is the BA Theatre & Performance Studies at Warwick University. Their Year 2 module - European Street Theatre – is a practice-based introduction to innovations in form, content, audience spectatorship, and use of space in European street theatre. As part of the module students study the work of professional companies and devise their own street theatre events.

As well as courses focussing on developing performers, there are a handful of innovative producing and event management courses that have a focus on the outdoor arts sector. One such example is the MA in Creative Producing for Theatre and Live Performance offered at Birbeck, University of London which prepares students for professional roles as creative producers in a wide variety of theatre and live performance events including outdoor performance and street arts. Another is the BA Arts and Event Management at Arts University College, Bournemouth.

De Montfort University offer two relevant courses in this area reflecting the interests and experience of the teaching staff. In Year 2 of their BA Arts and Festivals Management, the course looks at the role of art in public celebrations such as Carnival and Mela, and in their MA Cultural Events Management students study a range of cultural events including street and outdoor arts, carnival and mela. A number of courses at Leeds Metropolitan University, both events management and performance, also have modules focusing on outdoor arts and festivals.
A number of design courses also take outdoor arts as an important strand including the BA Visual Arts and Design (Performance & Events pathway) at Canterbury Christ Church University, University for the Creative Arts’ MA Design for Performance and Events, and University of Kent’s BA Creative Event Design and Production.

At FE level, two recent courses have been developed in Carnival – one at the new UK Centre for Carnival Arts in Luton and the other at the Carnival Learning Centre on the Isle of Wight.
Case Study: UK Centre for Carnival Arts (UKCCA)

Luton Carnival Arts Development Trust (LCADT), was established in 1998 to add value and extend the activities of the Luton International Carnival. Funding was secured to build the first national centre for carnival, and in 2009, the UK Centre for Carnival Arts opened its doors in Luton.

UKCCA works from a strategic to grass roots level complementing and supporting agendas for neighbourhood renewal and regeneration, tourism development, arts in education, business development and community cohesion. Learning and participation is part of the core business of the UKCCA: from delivering Creative Partnerships in 32 Luton and Bedford Schools to initiatives to help professionalize the carnival sector, upskilling existing practitioners and supporting new entrants to the sector.

UKCCA and the University of Bedfordshire are working together to provide a unique programme of courses in carnival related activity, from a Summer Carnival Academy to the new Foundation Degree in Carnival Arts, enabling participants to develop the necessary skills to work in the carnival sector and related creative industries.

The UK’s first Foundation Degree in Carnival Arts which will be delivered at the UKCCA with September 2010 seeing the first intake for the part-time course which will be delivered over 3 years. 

Being associated with a school of Art and Design, the focus of this foundation degree is on developing the creativity and providing the skills involved in the design and making of carnival costumes for carnivals. Students will be equipped with the design knowledge and practical skills to design and make all visual aspects of carnival including costume and mas.

The highest level national and international artists will inform the content of the degree and teach its varied elements. Employer engagement will be facilitated through strong partnerships with the Luton Carnival, Europe’s biggest one day carnival.

On completion of the course, students can seek employment in the carnival sector, set up their own carnival enterprises as self employed ‘carnivalists’ or continue to complete a ‘top up’ which will enable them to receive a BA.

Best practice lessons:

-The strong partnership between the Centre, the Luton Carnival and the University.

-The stepped progression routes for young people engaging with the Centre from introductory workshops, through nationally accredited, 3 month, level 2 qualification in Carnival Arts, and ultimately, the Foundation Degree.

-Pioneering a responsive and innovative approach to skills training, by identifying areas where excluded young people, and other disadvantaged groups who tend not to engage in formal education, can be engaged and follow an educational pathway to suit them.

www.carnivalarts.org.uk

www.beds.ac.uk

Courses, Seminars and Workshops 

There are many opportunities for entrants or existing workers in the outdoor arts sector to access a wide range of courses, seminars and workshops. These tend to fall into two categories: courses in organisational development, for example, fundraising or tour booking, that tend to be generic across the performing arts; and art-form specific training such as aerial skills or juggling.
Many existing companies within the outdoor arts sector offer professional workshops and master-classes in their art-form and this data has been captured and mapped where possible.

Courses in organisational development tend to be from providers such as the Independent Theatre Council (ITC) or local providers such as PANDA in Manchester. However, with recent cuts in funding resulting in the closure of Arts Matrix in the South West, such local creative business support services may be under threat.

Case Study: ITC (Independent Theatre Council) 

The Independent Theatre Council is the management association and industry lead body for performing arts organisations and individuals working in the field of drama, dance, opera and music theatre, mime and physical theatre, circus, puppetry, street arts and mixed media. 
ITC members are based throughout the UK and work extensively both nationally and across the world producing some of the best new work in the performing arts today. 

Courses offered by ITC are wide ranging and focus on the ‘business’ side of running a performing arts company. Below is a sample of courses that they have on offer:
- Evaluating and Assessing Arts Projects 

- Introduction to Arts Marketing 

- Creating Successful Grant Applications 

-Starting a Performing Arts Company 

- Managing Time and Tasks  

- Managing Change   

- Tour Booking  

- Working as a Freelance Producer  

Costs are around £100 + VAT for members and £160 + VAT for non members. Entry level courses such as ‘Starting a Performing Arts Company’ are less expensive. The courses are one day long and have a good reputation, being run by experienced facilitators working in the subject area. 

Action Learning Sets are available too. This is the chance for a small number of people to meet for a day five times a year to explore issues away from the pressures of the job and gain new perspective from their peers. Cost for this is £500 + VAT for members and £650 + VAT for non members. 

Membership of ITC for a company is based on turnover or a flat rate of £175 + VAT for an independent member.
www.itc-arts.org

Artist Development

There are few opportunities for artists working in the outdoor arts sector to spend time developing their work. However, there are other opportunities, such as those offered by indoor theatre spaces and other organisations that outdoor artists can increasingly avail of.

Examples of these latter opportunities include Battersea Arts Centre’s Ladder of Development, Hope Street’s Small Scale Theatre Company Development scheme, and the support offered by ArtsAdmin for live artists.
Notwithstanding the above, there have been some recent developments in terms of providing outdoor artists with the time, space and support to develop their work. Innovative examples include the Without Walls consortium of eight of the UK's leading arts festivals; IOU’s Space, Time, Tools and Advice; and the Mintfest International Summer School for Street Arts.
Case Study: IOU’s Space, Time, Tools and Advice 

IOU creates work across a variety of media, including site-specific events, touring theatre productions, animation, video, interactive digital works, installations and exhibitions.

IOU’s project Space, Time, Tools and Advice provides opportunities for emergent arts companies and practitioners to develop ideas for periods of up to three months. The scheme is free to successful applicants and the professional development programme is designed for collaborative groups of two to five wishing to produce creative projects with the prospect of continuing their working partnerships into the future. 

IOU provides: 

• an office/thinking/making space 

• access to IOU Studio space for trying out/rehearsing work 

• mentoring in arts and business 

• a small budget (up to £300) for the group to use on specified items 

• the opportunity of working within IOU’s base as the company produces its programme of

work 

• access to IOU’s archives.

Cohorts are taken twice a year.
Richard Sobey, artistic director of IOU commented that the model works best when groups have accessed funding to support their time so this has meant that groups with a track record who can access Grants for the Arts tend to get more out of the process as they do not have to take on additional work.
www.iouproductions.com

Case Study: Mintfest International Summer School for Street Arts 

Mintfest is the flagship festival of Lakes Alive, a four-year programme of world-class outdoor performance events set in the spectacular landscapes of Cumbria and the Lake District, run by Kendal Arts International in partnership with Manchester International Arts.

In 2010, Kendal International Arts are piloting a more holistic approach to professional development: new and emerging professional street artists – or students of drama or theatre who have an interest in working in the outdoors - will be immersed in an intensive, week-long residential training course.

The Mintfest International Summer School of Street Arts takes place in Kendal in Cumbria from 29 August - 5 September 2010. The 30 students on the week-long residential course will be taught by leading national and international street artists, with a variety of workshops, presentations and discussions. At the end of the week, the students will have a chance to show off their skills at Mintfest, which takes place in Kendal on the 3-5 September 2010.  

For the first pilot, four experienced and internationally recognised street artists will each lead a workshop based on shows that they have already created. In 2010, these artists are Richard Stamp (dotComedy), Doug Dougal (Surreal McCoy), Jon Beedell (Desperate Men), and Jean-Luc Prevost (Les Goulus). Students will work with one of the tutors on an existing show, learning new skills and developing their talents as an outdoor artist.

Students will also benefit from lectures from visiting street arts professionals such as John Fox (Welfare State International) and Raymond Gabriel (Les Commandos Percu). The week will end will students performing their work in front of large audiences, world-class artists and industry professionals at Mintfest.

Julie Tait, director of Kendal Arts International which organises the Lakes Alive season of events including Mintfest, says: "This is a wonderful opportunity for young and emerging street artists to learn from leading national and international artists, and to showcase their new skills in front of large Mintfest audiences. It is an important step in the County's development as a centre of excellence for street arts."
www.lakesalive.org

Case Study: Without Walls

Without Walls is a consortium of 8 of the UK's most strategically significant outdoor arts festivals. By working together in the pursuit of a set of common goals, over the last 3 years Without Walls has been breaking new ground in the development and creation of outdoor arts in the UK.

By coming together to present and develop work from a new and emerging generation of street artists, the festivals aim to create a more secure environment within which new work can flourish and new audiences can be developed. At the same time the festivals seek to raise the profile of the wider street arts sector in the UK by curating a platform of exceptional new work which will be presented at each of the festivals.

The eight member festivals are:

Lakes Alive www.lakesalive.org/
Norfolk and Norwich Festival www.nnfestival.org.uk
Brighton Festival - www.brightonfestival.org
X.trax, Manchester – www.xtrax.org.uk
Greenwich + Docklands International Festival London -www.festival.org
Winchester Hat Fair - www.hatfair.co.uk
Stockton International Riverside Festival - www.sirf.co.uk
The Bristol Do www.thebristoldo.com
. 
“This is a ground-breaking opportunity for UK street arts. Without Walls has been working to raise the standards and quality of street performance in this country, and this investment will support pioneering new work, emerging artists and initiate a new era of creative growth.” Bradley Hemmings, Without Walls Chair.
www.withoutwalls.uk.com
Work Placements and Apprenticeships
As seen in the industry survey in Section 4 above, gaining work experience is a vital route into the outdoor arts sector. The mapping of opportunities revealed many existing organisations running structured work placements or apprenticeship programmes.
Good examples include Mandinga Arts who offer a rolling Internship Programme designed to offer young people, students and recent graduates’ valuable experience in working for a small but busy not-for-profit arts organisation. Pyrotechnic company, The World Famous offer 3-month internships for young people starting a career in outdoor theatre or events who want to learn about the technical, administrative or creative aspects of their work.
As a general rule, placements or internships in the outdoor arts sector, as is common in the performing arts as a whole, tend to be unpaid. Some outdoor arts organisations have made use of recent government funding from the Future Jobs Funding to take on young people aged 18 to 25 who are long term unemployed. However, this fund has recently been discontinued.

Many of the UK’s outdoor arts festivals offer volunteering opportunities either as part of the production team or as general volunteers at the event. These experiences can be a valuable way of young people engaging with the outdoor arts sector for the first time. 
Case Study: XTRAX

XTRAX Arts Ltd was established in 2001 as a vehicle for the development and delivery of the XTRAX showcase festival of outdoor performance. It has developed into a dynamic organization delivering a range of activities and events in the performing arts sector. In addition to its work in the outdoor sector XTRAX has specialist knowledge of promoting and supporting culturally diverse and disabled artists, developing international partnerships and commissioning ambitious outdoor projects. 

XTRAX offer a range of training and professional development opportunities for young people, professionals and companies within the sector including:

- An two month long international placement during the festival
- A placement for a disabled practitioner
- Sixth form placements for students from local schools
- Mentoring of volunteers and casual staff by existing staff members
- The support of professional outdoor arts companies by hosting them for a day or longer focussing on specific areas of their development.
XTRAX is a Regularly Funded Organisation of Arts Council England and is project funded by Manchester City Council. However, staff capacity limits the amount of professional development the organisation can offer to emerging or more established professionals. 
Maggie Clarke, the Director commented that there could be capacity within the winter months to spend more time working with outdoor arts companies but the organisation is already stretched in terms of personnel. Further, she finds it difficult to source suitable professional development at a high level for her needs and within a small organisation where core funding needs to be spent on producing the events, it is difficult to find the time and money for her own professional development. 
www.xtrax.org.uk
6.
KEY RECOMMENDATIONS

6.1
Introduction
Key recommendations that have emerged through the primary and secondary research for this report cluster around the following themes:

1. Artist Development
2. Mentoring

3. Management and leadership
4. Evaluating and supporting innovation

5. Ring fencing resources for training and professional development

6. Recognising and rewarding entrepreneurial talent

7. Encourage talent from outside the sector

8. Working in partnership with education

9. Apprentice Producers

6.2
Key Recommendations
6.2.1
Theme: Artist Development

Outdoor artists need to have the space and time to develop their work, and in particular, to work with other artists and companies to develop their practice.

Recommendations
21. The Arts Councils should continue to fund development time for outdoor artists.

22. Subject to funding, ISAN will investigate setting up a pilot peer to peer learning programme for outdoor artists, with bursaries for participants.
23. ACE should prioritise supporting programmes that give artists time, resources and opportunities to develop their practice.
6.2.2
Theme: Mentoring

Outdoor arts practitioners, at all levels of experience, would benefit from mentoring.

Recommendations

24. Subject to resources, ISAN and NASA will collaborate on developing a mentoring scheme within the outdoor arts sector providing bursaries for potential mentors. The scheme would operate at many levels including artist/producer; established/emerging etc.
25. ISAN will evaluate the mentoring aspect of the Cultural Leadership Programme Outdoor Arts Leadership Network which will pair senior outdoor arts leaders with mentors from another sector or the business sector and disseminate this learning to the sector.
26. ISAN will seek to work in partnership with organisations such as Business in the Community to signpost outdoor arts practitioners to potential mentors in the corporate sector.

6.2.3
Theme: Management and leadership

Outdoor arts organisations are led by outstanding individuals. Most have ‘learnt on the job’ and few have received any management or leadership training. In such a small sector, the are two problems for our current leaders, one, is the perceived or real inability to take the time to address professional development needs, and secondly, when you are at the top, to whom do you look for development?

Recommendations

27. ISAN will closely review both the Cultural Leadership Programme funded Outdoor Arts Leadership Network and the Outdoor Arts Leadership Programme funded by Arts Council England South East to evaluate their impact on the participants with a view to making recommendations about how such programmes could be expanded and implemented in the future.

6.2.4
Theme: Evaluating and supporting innovation

In recent years, a number of innovative training and professional development initiative have emerged, both in the industry and in education settings. Examples include the BA in Street Arts at University of Winchester, now heading into its second year; the Mintfest International Summer School; and Conflux in Scotland.

It is imperative that these initiatives are evaluated, and where successful, potentially disseminated as models of good practice and replicated.
Recommendations
28. ISAN will work closely with the leaders of innovative initatives in training and professional development to critically evaluate these models, and where possible, disseminate models of good practice.

29. ISAN will programme and host a training and professional development symposium in autumn 2010 to critically look at these initiatives.

6.2.5
Theme: Supporting training and professional development

The effects of the UK-wide recession and associated government cuts are being felt strongly in the outdoor arts sector whose festivals and events have traditionally been reliant on corporate support and local authority funding. In these difficult times, resources for training and professional development may not be seen as a priority. 
Most outdoor arts companies are small, and many people work in the sector on a self-employed basis. In a small business, or as a freelancer, organising time out for training is disruptive, and the cost can be hard to justify, especially in a sector whose funding base has been traditionally low.
Recommendations

30. The Arts Councils should implicitly include the maintenance and development of training and professional development schemes in funding agreements with RFOs and resources for training and professional development schemes and initiatives should be ring fenced in order to ensure they are maintained.

31. Best practice training and professional development initiatives in the outdoor arts sector should be supported as a priority through Grants for the Arts.

32. ISAN will work closely with NASA and Xtrax to actively promote to the membership and the wider sector that professional development is important using the medium of the ISAN blog and case studies to demonstrate tangible impact.

33. ISAN will work with NASA to provide information, advice and guidance to members who wish to develop or extend training or professional development opportunities, for example on areas such as insurance, health and safety and accreditation.

6.2.6
Theme: Recognising and rewarding entrepreneurial talent

The overall quality of British outdoor work has improved exponentially over the past 10 years, partly through increasing exposure to international work and partly through greater financial investment in the sector.
Investment to date in the sector has been well spent with many companies and organisations, including ISAN, receiving uplifts in their funding agreements in the last funding round and many more organisations becoming RFOs for the first time. Other larger scale initiatives such as Without Walls have also had a major impact on the sector.
However, investment in the sector, compared to theatre and dance is still low and there is a need for entrepreneurial talent to be recognised and rewarded.

Recommendations

34. The Arts Councils should continue to identify and invest in entrepreneurial British talent in the outdoor arts sector.
35. Companies that have developed an entrepreneurial model should be recognised and singled out for more resources and professional development initiatives.

6.2.7
Theme: Encourage talent from outside the sector

There have been excellent examples of artists and companies from other sectors including theatre, dance and visual arts, making the transition to working outdoors, including companies such as Graeae, Kazzum, Punchdrunk and Nitro.

This cross-fertilisation of artists and companies from outside the sector working with outdoor artists has had a beneficial impact on raising the quality and aspirations of outdoor work.

Recommendations

36. The Arts Councils should continue to support festivals and organisations, for example Greenwich and Docklands International Festival and the Without Walls consortium, who actively support artists and companies from other sectors to work in the outdoor arts sector.
37. The Arts Councils should continue to support Grants for the Arts applications that encourage the blossoming and sharing of expertise between sectors.

6.2.8
Theme: Working in partnership with education

Due to the nature of the work, many artists come into this area of practice for ideological, social or political reasons, a standpoint that can sometimes take time to develop.

For this reason, large numbers of ‘outdoor arts’ specific courses at FE and undergraduate level are generally not appropriate. However, more research and critical work is needed at postgraduate and doctoral level.

Recommendations

38. ISAN, through its partnership with CETT, will disseminate the findings of this report to the education sector.

39. ISAN will play a strategic role in bringing education providers and the industry together to further discuss how they can work together and disseminate models of good practice. As a starting point, ISAN will programme a symposium on these issues in autumn 2010 to coincide with the second InQuest conference at Leeds Metropolitan University.
6.2.9
Theme: Apprentice Producers

There is an urgent and strategic need to encourage and support the development of Apprentice Producers in the sector in order to develop the next generation of leaders. 

In a better resourced sector, this process can happen more organically, but notwithstanding the strong desire for current leaders to support and mentor the next generation of producers, they do not have the time and resources to do so.

A good example of how investment and support has impacted on a sector is the dance sector in London. London Arts (now the London office of Arts Council England) invested in the Independent Dance Managers Network – a membership organisation that promotes professional development for its members as well as initiated a two year scheme of support for trainee dance managers.
Some best practice lessons could potentially be learnt from this initiative.
Recommendations

40. The Arts Councils should consider funding Apprentice Producer roles.
Case Study: The Independent Dance Manager’s Network (IDMN)

Established in 2002, IDMN is “a network and forum for existing and new independent dance managers – supporting, advocating and developing an independent dance infrastructure for the industry; raising awareness of the role/work of independent managers; providing training, education and services that increase the extent, efficacy & impact of independent dance management; acting as a  focal point for info & events etc”.

Membership is open to any individual or organisation meeting the
basic definition of an IDM – a professional manager of dance artists, companies, buildings or projects. Originally a separate organisation, today, the IDMN network is part of the Greenwich Dance Agency.

One of its early initiatives was the funding and support of trainee dance managers for a 2 year period. It can be argued that the targeted investment of ACE into the professional development of independent dance managers, both leaders in their sector and trainees, has had a considerable impact on the professionalism of the independent dance sector and it provides a good model for apprentice producers, but also continuing professional development in a wider sense, for the outdoor arts sector.

www.idmn.co.uk
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Appendix Three: The Survey Questions
1.
Your Work

In this section, we would like to find out a little about your professional work in the outdoor arts sector.

Q. 1a
How would you describe your primary, secondary and tertiary job roles? (please insert 1 answer only in each column)

	
	Primary
	Secondary
	Tertiary

	Performer
	
	
	

	Artistic Director
	
	
	

	Artistic Director/Performer
	
	
	

	Choreographer
	
	
	

	Producer
	
	
	

	Promoter
	
	
	

	Designer
	
	
	

	Technician
	
	
	

	Administrator/Manager
	
	
	

	Consultant
	
	
	

	Marketer
	
	
	

	Public sector
	
	
	

	Educator
	
	
	

	Other – please specify
	
	
	


Q. 1b
Looking at your employment status as it relates to outdoor arts, are you (please tick all that apply):

Self employed/freelance full time

Self employed/freelance part time

Employed full time

Employed part time by one or more organisations

Unemployed

Student

Q. 1c
How many years have you been working in the outdoor arts sector?

Less than 1

1 – 4

5 – 8

9 – 15

15 +

Q. 1d
If relevant/different to above, how many years have you been working in the arts sector in total i.e. including your work in the outdoor arts sector?

Less than 1

1 – 4

5 – 8

9 – 15

15 +

Q. 1e:
Are you a member/subscriber of/to any of the following professional organisations?

Independent Street Arts Network

National Association of Street Artists

Equity

Circus Development Agency [formerly Circus Arts Forum]

Total Theatre Network

Independent Theatre Council

A Regional Carnival Network (please specify which one)

Other (please specify)

2.
Qualifications and Training

In this section, we would like to find out a little about your existing qualifications and training.

Q. 2a:
What is your highest level of formal education:

GCSE or equivalent

A Levels or equivalent

Undergraduate qualification

Postgraduate qualification

Prefer not to answer

Q. 2b:
Have you completed any accredited training that you consider relate to your work in outdoor arts e.g NVQ, BA, Certificate, Diploma, MA,?  





Yes / No 

Q. 2c:
If yes, what was the duration of the course and the qualification received e.g. BA, 3 years:

Q. 2d:
What have been your main learning route/sources to your current work in the outdoor arts sector? (please tick all that apply)

My accredited training

My work in another arts discipline

My work ‘on the job’ on the outdoor arts sector

Continuing Professional Development e.g. master-classes, seminars and workshops

Through a mentor

Through an apprenticeship/internship/work placement

Please expand or comment on any of the above if you wish:

Q. 2e:
Briefly, please describe your route into the outdoor arts sector. How did you end up doing what you do?

3.
Your Education and Professional Development Needs

An important part of the study is identifying existing pathways and professional development opportunities and also to highlight where there are gaps in provision. In this section, we would like to find out more about what education and professional development you have undertaken and also where you think your development could be further supported.

Continuing professional development (CPD) comes in a variety of shapes and sizes and helps people at all stages of their careers to expand their skills, knowledge and opportunities. It includes:

    * information, advice and guidance

    * seminars and training

    * business support

    * conferences, away-days, retreats and summer schools

    * mentoring and coaching

    * apprenticeships / fellowships and other work-based learning

    * networking opportunities, peer support and artist-led projects.

Q. 3a:
What are your sources of information about professional development opportunities for your work (please tick all that apply)?

Independent Street Arts Network’s e-bulletin

NASA’s e-group

Circus Development Agency’s monthly newsletter

Arts Council England’s ArtsNews and ArtsJobs

Email bulletins and groups e.g. Circus Space, Theatre Bristol, Conflux

Equity

The Circostrada Network

Industry publications such as The Stage or Arts Professional

Social media e.g. Twitter, Facebook, LinkedIn

Newspapers

Internet research

Higher or Further Education institutes 

Your local authority

Word of mouth

Q. 3b:
Have you undertaken some training or professional development in the past 3 years?

Yes / No

Q. 3c: If yes, can you give some examples?
Q. 3d:
On average, how much money do you think you allocate/spend on your personal training and professional development and each year?

None

Less than £100

£101 to £250

£251 to £500

£501 to £750

£751 to £1000

Over £1000

Prefer not to say

Q. 3e:
What are the main barriers to undertaking training and/or professional development? (select all that apply)

Time – lack of time to undertake training and/or professional development



Loss of income while training

Money – lack of resources to ring fence for training and/or professional development


Distance - training courses are too far







Lack of knowledge of best or most relevant training opportunities



Can not find appropriate training to suit my needs/wants




Training and/or professional development is not a priority for me




Other (please specify)

Please expand or comment on any of the above if you wish:

Q. 3f: Thinking about continuing professional development in a broad sense, what are the top FIVE areas/opportunities that would help you further your practice in the outdoor arts sector? (please be as specific as you can*)

1.

2.

3.

4.

5.

* This can be anything from specific business skills development such as Fundraising or Touring, to more development style opportunities such as working collaboratively with an artist from another sector, to personal development such as Time Management or Pitching.
4.
Future Development of the Sector
Part of this study will be to make recommendations to the Arts Council on how they can best support the sector’s training and development needs, and if applicable, where resources could be best placed.

Therefore, it would be great to get your feedback on training and development opportunities that you or your organisation either already deliver or could potentially deliver to the sector.

Q. 4a:
Do you or your organisation deliver education or professional development of any kind?










Yes / No / Not relevant


Q. 4b:
If yes, please describe briefly the type of training, the target audience and whether the training is accredited:

Q. 4c:
Do you offer apprenticeships, internships or work experience opportunities in your organisation? 









Yes / No / Not relevant


Q. 4d:
If yes, please describe briefly:

Q. 4g:
If you or your organisation do not currently offer education or professional development opportunities but would like to, please describe what you could offer and who could benefit:

Q. 4e:
If you or your organisation do not currently offer training or professional development opportunities, are there any barriers to you doing so?

Q. 4f:
If yes, what kind of support would you need to overcome these barriers?

ISAN are considering submitting a proposal to the Cultural Leadership Programme for a leadership network to provide tailor-made, work based support to leaders in the outdoor arts sector. Would you be interested in being part of this network if the proposal was successful?

Yes No Not relevant

Q. 4f
What legal form does your organisation take (tick all that apply):

Sole trader

Informal or un-constituted group

Formal partnership 

Constituted group

Company limited by guarantee

Company limited by shares 

Registered charity

I am not part of any organisation or company

Q. 4g
What funding does your organisation receive (tick all that apply):

We receive core or fixed term funding from one the Arts Councils e.g. RFO.

We receive core or fixed term funding from another source e.g. local authority.

We receive project funding from a variety of sources.

We are a commercial organisation.

We are an unfunded or self funded organisation.

Not relevant.

Please note that these financial questions are for putting the rest of the survey in context. All answers will be treated in the strictest of confidence.

Q. 4h
If you run an organisation, what is the average annual turnover?

Under £49,999

£50,000 - £99,999

£100,000 - £249,999

£250,000 - £499,999

£500,000 - £999,999

£1 million and over

Not relevant

Too difficult to say

Q. 4i
If you are employed, what is your annual gross salary?:

Up to £14,999

£15,000 - £19,999

£20,000 - £24,999

£25,000 - £29,999

£30,000 - £39,999

£40,000 - £49,999

£50,000 - £74,999

£75,000 - £99,999

£100,000 or over

Not relevant

Too difficult to say

If you would like you or your organisation’s details to be considered for inclusion in a website guide to education and professional development pathways for individuals entering, or working in, the outdoor arts sector, please add your details here and we will contact you:

Contact Name:

Name of organisation (if relevant):

Contact email:

Website:

5.
Any other feedback

If you have any other comments or feedback to make that is not covered by the questions above, please feel free to add it here.

6.
Personal Details (optional)

For the purposes of ensuring a representative sample of responses to the survey, we would appreciate if you could fill in the basic information below (this will be used for monitoring purposes only)

Gender

Male


Female



Prefer not to answer

How would you describe your cultural background?

White

British

Irish

Any other White background, please state__________________

Asian or Asian British

Asian Bangladeshi

Asian Indian



Asian Pakistani  

Any other Asian background, please state__________________

Black or Black British

Black African

Black Caribbean

Any other Black background, please state _________________

Chinese or other ethnic group

Chinese

Any other, please state______________________

Dual Heritage

Dual Asian & White

Dual Black African & White 

Dual Black Caribbean & White

Dual Chinese & White 

Any other background, please state_____________                

 FORMCHECKBOX 
 Prefer not to answer

Do you consider yourself to have a disability

  FORMCHECKBOX 
 YES
 FORMCHECKBOX 
 NO

 FORMCHECKBOX 
 Prefer not to answer

Which of the following age categories do you fall into?

16-24
25-34
35-44
45-54
55-64
65+

Which region of the British Isles are you based in:

England - East

England - East Midlands

England - London

England - North East

England - North West

England - South East

England - South West

England - West Midlands

England - Yorkshire

Scotland

Wales

Northern Ireland

Republic of Ireland

I am based outside the British Isles

I have no permanent base

If your would like to be entered into the prize draw to win £150, please enter your name and contact email here:

Name:

Contact email:

Thank you for taking the time to complete this questionnaire.

If you need this document in large print, audio, Braille, alternative format or in a different language, please contact ISAN on 020 7388 9767 and we will do our best to help.
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