
October 2004 

 

 
 

 

 

Early Years and Creativity Research Initiative: 
International Creative Practice in Early Years Sett ings 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
By Ruth Churchill Dower, Director, Isaacs UK 
 



 2

1 Introduction  

1.1 Research Brief.……………………………………………………………3 

1.2 European and US Context ………………………………………………3 

2 La Culture et les Tout-Petits (Théâtre de la Guim barde - Charleroi, 
 Belgium, and La Baracca - Bologna, Italy)  

2.1 Context …………………………………………………………………….6 

2.2 Practice …………………………………………….………….…………..9 

2.3 Issues and Obstacles …………….……………………...……………. 14 

3 Professional development for nursery workers in F rance         
 (Balabik Dance Company)  

3.1 Context …………………………………………………………………..17 

3.2 Practice …………………………………………….………….…….…..18 

3.3 Issues and Obstacles …………….……………………...……...……. 21 

4 Learning Communication Skills Through the Arts Pr oject          
 (Bradford County Regional Arts Council – Pennsylva nia, US)  

4.1 Context …………………………………………………………………..26 

4.2 Practice …………………………………………….………….…….…..30 

4.3 Issues and Obstacles …………….……………………...……...……. 35 

5 Findings 

5.1 Training and Professional Development….…………………………..38 

5.2 Creative Curriculum …………………………………………………… 38 

5.3 Advocacy ……………………………………….………………..………39 

5.3 Network Opportunities …………………………………………........…40 

6 Methodology …………………………………………..……….…………… 43 

7 Contacts Targetted with Research Questionnaire. ….….…………….43 

8 Acknowledgements ……………………………………………………..….45 

9 References  ............................................................................................ 46 

10 About Isaacs UK ……………………………………………………………49 

 
Cover Image: Nursery Nurse and child exploring colour in T’Chots Crèche, Charleroi, 

Brussels. Photo: Ruth Churchill Dower 



 3

1. Introduction 

1.1 Research Brief 

In June 2003, Arts Council England, Yorkshire convened the first meeting of 
an Early Years and Creativity Hub to determine from members, what role any 
future hub might have. The membership identified an interest in learning about 
international models of creative practice in early years settings - other than 
that of Reggio Emilia as several members had already visited Reggio centres 
and Bradford had hosted the One Hundred Languages of Children exhibition 
with associated workshops, in 2000. 
 
In November 2003 Arts Council England, Yorkshire commissioned Ruth 
Churchill Dower of Isaacs UK to carry out research into three international 
models of creative practice in early years settings. The research was gathered 
over a period of six months, then collated into this report and prepared for the 
national early years and creativity conference, New Worlds, at West Yorkshire 
Playhouse in November 2004. 
 
The aims identified by the hub were to: 
·  Identify good practice of working creatively in early years settings in other 

countries (e.g. in Europe and North America) 
·  Broaden the knowledge and understanding of members of the Yorkshire 

Early Years and Creativity Hub 
·  Share and disseminate the research findings and contacts at a national 

conference 
 

1.2 European and US Context 

 
There is much evidence showing the values of creative practice in children’s 
learning: gaining confidence, helping to express and communicate feelings, 
thoughts, and ideas, developing a sense of identity and individuality, and of 
course learning new skills. There are equally important benefits for 
parents/guardians, nursery staff, child carers, educationalists, and arts 
practitioners in approaching learning through creative means. These include 
helping to identify children’s strong and weak points, exploring new 
techniques and skills, language and literature development, breaking down 
social barriers in the home, empowering effective teaching, giving children a 
voice, and so on. 
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The partnership of artists (across all art forms) with nursery workers, 
educationalists and parents to achieve these objectives is not a new 
phenomenon. Some of the most progressive practice has been evolving over 
the last 30 years, starting from the dynamic and high politicised community 
arts movement back in the sixties and seventies.  
 
However, much of this valuable work has been quietly driven by those who 
are deeply involved in the arts or education, who are keen to explore new 
solutions and think ‘outside of the box’ in relation to what might be possible 
and, above all, are passionate about securing a better future for their children. 
It is only in the last few years that their unrelenting advocacy work has really 
started to pay off and has attracted the attention of central government policy 
makers. In England and other European countries, Ministries of Education, 
Culture and Health have begun to recognise the fundamental importance of 
such work to the healthy and balanced development of a child from the 
earliest stages, and have started to support this with wide ranging policies and 
sensible budgets. 
 
Ordinarily governmental backing on its own wouldn’t be enough to secure 
high-status validation and longevity (arts and cultural sectors have been 
supported with national and European treasury funds for decades but still 
struggle to achieve anything like parity of esteem with, for example, 
agriculture policy which attracts 43% of the EU budget as opposed to less 
than 1% for culture).  But the crucial difference with (arts and) early years 
policy is due to its very infancy – ministers across the globe are watching, 
listening to, and understanding the practitioners in this sector in order to 
inform the making of policy.  
 
Although not true for every country, certainly in the western European regions 
and parts of the US, this is not about revolution and fighting battles for visibility 
and validation. It’s about evolution – the consecration of new ground in 
partnership working because the policy cannot be formed without the practice. 
The dynamic new growth experienced recently across these sectors is surely 
the best evidence of the need for this work. The first challenge is for arts and 
early years practitioners and policy makers to secure a position of strategic 
significance at the heart of cultural, educational and social policy. The second 
challenge is to do so without allowing that policy to become tired and faded, 
entrenched in the traditional quagmire of inertia. 
 
Significant quality research exists already as to the amount and nature of 
each country’s commitment to early years and arts without needing to be 
repeated here (see final section for sources of information). This report 
instead concentrates on highlighting the work of three key players in this 
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evolutionary story; their backgrounds, their current practice and the issues or 
obstacles experienced throughout their work many of which will sound 
familiar. Following the case studies is a section on the future opportunities, an 
invitation for all of us to harness opportunities that are open whilst the climate 
is so ripe. Prior to and during the research, practitioners from all three case 
studies have come to know the emerging infrastructure of arts and early years 
networks in England and have already made plans to extend their own 
networks to reach out to ours in different ways:  to learn from, share with, and 
support this exciting and growing body of work.  
 
It is but one example where being part of the global community is far from 
frightening – in this partnership we have nothing to lose and everything to 
gain. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Terres by Charlotte Fallon, Théâtre de la Guimbarde 

Photo: Elisabeth Schnell 
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2. La Culture et les Tout-Petits (Théâtre de la Gui mbarde - 
 Charleroi, Belgium, and La Baracca - Bologna, Ital y) 

2.1 Context 

Théâtre de la Guimbarde began in 1973 during the movement of cultural 
decentralisation in France and Belgium. It began as combination of a political 
community arts movement dedicated to tackling class justice issues, and 
growing a network of writers and directors from both the voluntary and 
professional communities whose work is entirely influenced by, and reflective 
of, the community they try to support. Their work developed particularly 
around children and young people with a specific aim to help them better 
understand the world in which they live. Théâtre de la Guimbarde have spent 
the last few years creating theatre and animation across Europe specifically 
designed for the very young (0 to 3 years). 
 
Faced with a lack of commitment and resources from within the early years 
system run by the Ministry of Health in Belgium for this sort of work, Charlotte 
Fallon, Director of Théâtre de la Guimbarde, researched similar work in 
theatres across Europe. Whilst performing one of their first shows for under 
fives ‘Ombres et Lumieres’ (Night and Day) at the International Children’s 
Theatre festival in Bologna, Charlotte made connections with the festival 
organisers, La Baracca, a company with similar aims, achievements and 
history to their own. 
 
Inspired by La Baracca’s success in gaining support from the Italian 
authorities, Théâtre de la Guimbarde invited the Belgian Minister of 
Education, Jean-Marc Nollet, to see Night and Day back in Charleroi. He was 
so impressed by the positive reaction of the young children, seeing their 
intense concentration and interest in this piece, it changed his perception of 
the value of arts in early years education. In 2001 the Minister created a three 
year funding programme and charged Théâtre de la Guimbarde to carry out 
the first theatrical experiments undertaken in Belgium for toddlers from 0 to 3 
years. Workshops have since happened throughout several nurseries and 
crèches, and a full programme of creativity training for the nursery nurses 
who work with the children is now in place for the coming years.  
 
The results of this work are shared widely through an annual conference of 
practitioners and policy makers in culture, education and health, La Culture et 
les Tout-Petits (Culture and the Very Young). Last year’s conference 
attracted the Head of ONE (the National Agency for Birth and Children under 
the Ministry for Education). As a result, ONE have set up a policy group for 
reflection on art and the very young in partnership with La Guimbarde, and is 
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now commissioning them to look at the quality and standards of creative 
learning within the crèches across Belgium (a programme not dissimilar to 
our Artsmark scheme).  
 
It is interesting to note the context within which Théâtre de la Guimbarde are 
working: Belgian state run crèches (nurseries for under five’s) are big and 
institutionalised; puericultrici (nursery nurses) wear sanitised uniforms, 
children sleep in caged beds all with identical bed linen or grobags, times for 
sleeping, eating and playing are heavily regulated (routine is of the utmost 
importance), walls are generally whitewashed and kept free of any artwork 
apart from the occasional mural by an enthusiastic nurse or parent. Since the 
whole nursery care system is funded by the ministry of health, it therefore has 
an extremely health oriented focus. There is a complete lack of any 
pedagogic structure to the day outside of eating, sleeping and playing and the 
environment is generally not one which inspires (or allows the opportunity for) 
more creative activities.  
 
In order to work in childcare, it is necessary to take a Paediatric Nurses’ 
Course (equivalent to our NNEB Diploma) which is mainly aimed at sixteen to 
eighteen year olds. This has been reformed in the last couple of years to a 
three year course with equal emphasis on the educational, social and health 
aspects, and enriched with additional studies such as French, maths and 
humanities. In partnership with Théâtre de la Guimbarde, the De Mot-
Couvreur Teacher Training Institute in Brussels recently added a new feature 
to their Pediatric Nurses course which had previously been missing: an 
artistic and cultural dimension. 
 
Three artistic projects were created in collaboration with artists and with 
funding from the King Baudouin Foundation including two with Théâtre de la 
Guimbarde. One of these was ‘Terres’, the first project of its kind created to 
be accessible for babies and toddlers from fifteen months upwards under the 
direction of Charlotte Fallon. 
 
“The main aim was to allow students to explore and discover their own artistic 
capacities, but as a result the students expressed the desire to perform the 
shows themselves in playgroups and nurseries. It has to be said that it was 
the students that mainly created the shows.” Gilbert Clymans, Head of 
Paediatric Nurses Dept at the Institute.1 

                                                 
1  ‘The role of Art in the training of professionals working with very young children’ - a 

paper written for the London Arts Education Partnership early years conference 2003, 
by Gilberte Clymans, Head of Paediatric Nurses Department, De Mot-Couvreur 
Teacher Training Institute, Brussels, Belgium 
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The pilot scheme has been so successful that arts training is now being 
introduced into the mainstream courses in Brussels, and being enhanced with 
additional work on vocal and physical training and expression, storytelling, 
and child-friendly spatial design. The latter being of particular importance to 
providing a more imaginative and child-oriented environment within which to 
nurture the children’s own creative expression. Meanwhile in Charleroi, just 
south of Brussels, Charlotte Fallon has continued her own professional 
development work with the trained nursery nurses who also lacked a cultural 
dimension to their previous training and experience. 
 
Around the same time these important developments were happening in 
Belgium, a company of fifty people only a thousand miles south in Bologna 
were involved in similar ground breaking work. La Baracca – began in 1976, 
created by four people (Roberto and Valeria Frabetti and their family) as a 
children’s theatre company responding to the new movement of arts and 
animation in schools and the increasing recognition of the importance of 
creative relationships with children. Having started life in a shed, La Baracca 
are now housed in a multi-disciplinary arts venue Testoni Ragazzi (Big 
Headed Children) which is maintained by Bologna Municipality as their 
exemplar Children’s Cultural Centre, and is the seat of intense workshop and 
research activity - a sort of crossroad where all art forms and doctrines meet.  
La Baracca also run the International Children’s Theatre Festival with nine 
days of intensive laboratories, debates, and round table discussions. Their 
aim is to realise a network of organisations and other networks that are 
developing knowledge and experimentation in this field across Europe. They 
believe strongly in the power of all art forms for enhancing the lives of 
children and want to use this international knowledge base as an advocacy 
tool to persuade policy makers to share this understanding. 
 
La Baracca’s work with schools is very selective, building long term 
relationships with few schools in order to measure the long term impact on 
children’s’ development and also to provide a fundamental training ground for 
young people, many of whom are now employed by the company itself.  
La Baracca's creations are researched over months and years in partnership 
with babies, children and young people across Europe and worldwide to 
ensure that the work is real and meaningful. They believe that the techniques 
required for survival in life are the same as those needed in theatre, so the 
work evolves as the children creating it develop. Like Théâtre de la 
Guimbarde, actors from La Baracca stay with children for long periods of time 
to absorb their reactions, sometimes remaining in nurseries and crèches for 
many days, in order to be on their level, to build up trust with them and 
observe their reactions. They recognise that the border between what is and 
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isn’t real doesn’t exist for young children, every moment is real and needs to 
be respected as such in theatre. 
 
Unlike schools, their work with nurseries and early years settings is 
widespread, built up from a seed planted when two puericultrici approached 
them to run a workshop. The results of this small piece of work were so 
powerful it began a chain reaction and before long they were being 
approached by several nurseries to expand this work. Yet La Baracca knew 
they had no where near the resources necessary to implement this sort of 
work themselves in any meaningful way across the early years system in 
Bologna.  
 
So in 1989 La Baracca started a programme of professional development for 
puericultrici (nursery nurses) and educatrici (early years teachers). It has 
since been harnessed and funded by the government to the extent that forty 
eight municipal crèches now receive this training for six hours each week. 
The main objective of La Baracca’s training for puericultrici and educatrici is 
to inspire and enable them to build their own vision, commitment and ideas 
on how to meet their children’s needs for creative expression, not just to 
replicate a 'method'.  
 
 
2.2 Practice 

Prior to creating any early years performances, Théâtre de la Guimbarde 
spends long periods with children through festivals, residencies and 
workshops to get to know them, their lives, the events and environments 
which influence them, and to collect their own stories. Children are worked 
with primarily, but also all those which, at one time or another, make up their 
environment and their memory: nursery nurses, family, grandparents, friends, 
teachers... 
 
”Because they are at the start of their lives, babies often discover things for 
the first time with an attitude of curiosity and an exciting feeling of discovery.  
To grow, they must remake the path that has made humanity evolve: the first 
gestures, the discovery of their own body, standing up, and all that it is 
necessary to start to satisfy their emotional and physical needs. For me, in 
their desire to discover the world, toddlers are starting all their artistic 
expressions. By seeking to find their equilibrium to walk, they dance. While 
playing with the sounds, they are in music. In exploring materials, they are co-
ordinated and focused.” Charlotte Fallon 
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Through their experimental work with babies, Charlotte and her actors spend 
a great deal of time playing, listening, watching, proposing music, stories, 
songs and activities - learning how to communicate without being invasive, 
and how to respect their rhythm of life. She has discovered that by offering 
the toddlers an environment where they can indulge their curiosities, they are 
able to concentrate for much longer periods than one would believe.  
 
“A child builds his imaginary world starting with his first feelings and emotions 
If toddlers up to three years are the true audience, they will watch the show in 
a different way to adults: they look at it with the body, the senses, the heart. 
They take in the images, the sounds, the songs, and the movements, 
intensely. Since they perceive the life in a sensory and emotive way, it is 
important to give to this work a sensory and organic form.” Charlotte Fallon 
 
Consequently, in her work with the nursery nurses, Charlotte helps them to 
understand and take pleasure in the spontaneity of play, to break through the 
habit of routines and encourage a state of ongoing discovery which reduces 
the prejudices they may bring to working with their children.  Many of them 
have commented how this approach has helped change their vision for their 
professional practise since by recognising and valuing their own emotions, 
they become more in tune with those of the children. 
 
“Together, [our actors and nursery nurses] revisit the sensory path to uncover 
the fundamentals of expression: the body, the voice, movement, painting, 
sculpture... This sensory work is connected with their emotions. By doing so, 
we reawaken in ourselves the driving force behind children when they make a 
gesture, a painting, a sculpture...” 
 
“In order to communicate in the best possible way with the children, it is 
important for the adults who are present to feel for themselves the curiosity 
and perhaps delight in discovering these artistic opportunities. It is in this 
sense that our work in the nurseries is above all a work of partnership. The 
puéricultrices know the children, they go everywhere with them and keep 
them secure, through their trust they allow us to take our work closer to the 
children. The more the child feels the pleasure of the puéricultrice, the more 
willing they are to let their own pleasure show” Charlotte Fallon 
 

In the creation of performances, actors from Théâtre de la Guimbarde 
experiment with different parts of the show again and again within the 
nurseries. Children are involved in the transformation of the nursery space for 
each show, and in the warming up of the actors prior to rehearsing or 
performing, all of which is part of their creative experience. Their reactions 
constantly inform and change the development of each piece until it reaches 
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a level of quality which reflects the honesty and openness of children. It is 
sometimes difficult for an actor to be placed in this situation, they are 
performing with children only a metre or two away, and need to capture and 
keep their eye contact in order to gain their trust and openness in reacting to 
the pieces. This inevitably also includes adverse reactions, which the actors 
have to learn to deal with. In many ways, working so closely with children 
forces them to look at themselves honestly and openly, and can often bring a 
much greater quality and truth to their work – there is no stage or costume to 
hide behind here. 
 
An early years psychologist is frequently invited to intervene in the stages of 
work. The idea is to verify whether or not the proposed performance is 
suitable for that stage in the development of the child, to question how it will 
help the child to express themselves.  
 
“the meeting of this psychologist and the actors is always important. She has 
a way of talking about the children that puts them in direct contact with the 
reality and the interior life of the children. She also listens to their questions, 
their concerns and gives them a greater sense of connection to their work for 
toddlers.” Charlotte Fallon 
 
Similarly in Italy, La Baracca have changed the way artistic training and 
delivery for early years educationalists and artists is carried out. Early years 
settings across the breadth of the Emilia Romagna region are now funded to 
incorporate creative activity into their daily routine, but it is more than just a 
project. In this region, as in the city of Reggio Emilia and other northern Italian 
towns, it is an attitude, a culture, a way of life. When they began, La 
Baracca’s performance work was the first in Italy to be designed entirely for 
children and young people. Their team of fifty six young actors (most of whom 
came to train with La Baracca through a workshop or performance in their 
school or youth group) learn and create through physical training and 
improvisation with children, the writing of performances coming out of this at 
the end of the training period.  
 
Again, like La Guimbarde, La Baracca’s performances can change and 
evolve considerably with the reactions of children they work with. They 
research each part of a performance with children and their carers, they stay 
with them for long periods as ‘cultural mediators’ to absorb their reactions so 
that they can reconstruct their inner worlds. Particularly with the youngest 
children - they stay with them in the crèches for many days, to be on their 
level, to understand who they are, their influences, their environment and 
therefore the context for the children’s memories, fantasies and difficulties. 
They want to offer young children a space and time which enables them to 
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share their own ‘codes’ of communication that reveal new feelings and 
emotions which characterise themselves. They want to help them build 
relationships with adults based on honest expressions and communications 
(which adults have often abandoned and forgotten during their growth into 
adulthood). 
 
“Our work becomes richer every day with this activity, we never stop learning. 
Our actors’ bodies are like suitcases, a receptacle for the luggage of 
knowledge, memories, experience and understanding being gathered. It is 
important to remain inside the children’s situation to know what is important 
for this particular situation and for them, so each performance of the same 
show is different without changing the spirit of the performance. Also the 
children are learning step by step with us. We shouldn’t really need to have a 
separate schooling for children and actors as the techniques in life are the 
same as those needed in theatre. But the key to realising this relationship 
with the very young is to stay and work with them, and enable the puericultrici 
to continue this work when we are not there.” Valeria Frabetti 
 
La Baracca work intensely with the puericultrici, encouraging them to put 
themselves where the children are at, and discover their own way to do this, 
helping them to find new ways of communication through creative stimuli. 
They stress the importance of working in physical way with child carers and 
educators in order to create the trust, to touch and be touched and realise the 
possibility of creating something altogether without fear or inhibitions and 
without judgement of themselves or of others.  
 
There is however an exciting development to this work which sets La Baracca 
apart from other early years trainers: La Baracca have for fourteen years 
pioneered the building of an infrastructure of skills transference by trained 
puericultrici who, themselves, go on to mentor and train other nursery nurses 
and teachers across the region, at the same time as leading the creative work 
within the crèches on a daily basis.  
 
From 1990 to 1992 six ‘laboratory’ work groups have built a portfolio of 
experience with their youngest children from thirteen to twenty four months 
during the first year, and with children from twenty-five to thirty-six months in 
the successive two years. The work groups participated in the laboratories 
either as leaders or observers. In 1993 and 1994 the work groups, 
augmented through partnerships with experts of several disciplines, were 
able to spend time reflecting on the experience. From 1996 the laboratories 
have been resumed, this time under the direct leadership of the educatrici, 
coordinated and planned collectively. This is now a permanent laboratory for 
the educatrici. This laboratory programme of training has become so 
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engrained into the lives of some puericultrici and educatrici, some return 
annually and have built up a depth of knowledge with director Roberto 
Frabetti for over twenty years now. This skills exchange between peers has a 
profoundly important impact on the validity, longevity and acceptance of such 
creative work within the nursery system in northern Italy and, indeed, across 
Europe as their work is expanding across Belgium, Spain, France and now 
the UK. 
 
“ Roberto can do a workshop for the puericultrici but he is a professional 
[actor/director], they are not, so the simple presence of them in nursery has 
much more impact than La Baracca actors. They are the same as other 
puericultrici, they are accepted more easily and without fear and they have 
the knowledge of both the children's and puericultrici needs, and so on. This 
is how they transfer the belief in creative practice further a field, it’s not just a 
one-off but very much a part of their culture and they are the living examples 
of how it has worked with their children. Some of whom are now young adults 
and can testify as to the benefit of early creative interventions on their lives, 
their ability to communicate easily and be confident in themselves.” Valeria 
Frabetti 
 
Educatrici, Tiziana Baldanza (Grosso nursery), Elisabetta Martinelli and 
(Maria) Teresa Righi (San Donato nursery) have worked for ten years with 
Roberto now and implement their training every day in their nurseries - not as 
an artistic production but as a creative part of their nursery life. The holidays, 
weekends and sometimes during term time (when they can secure funding for 
cover teachers) take them around their region and other countries sharing 
their laboratory training with fellow teachers and nursery workers. They have 
a complete belief in their work with children and as such can engage them on 
their own level, not like actors who can put on a mask yet not believe 
completely in what they are doing, and therefore not engage properly the trust 
and imagination of children. It is here that Théâtre de la Guimbarde and La 
Baracca have explored a real partnership as the Italian pericultrici have been 
invited twice to Charleroi to lead workshops in their crèches. The crèche 
managers have been so inspired, they have visited Bologna to learn more, 
and have brought back to Charleroi a vision for their own development, 
supported by the work of Charlotte Fallon. 
 
The arts work that the educatrici and puericultrici create is not so much 
termed a performance as an interactive piece. A recent example is Una 
Valigia .. Tante Storie (One suitcase … (so) many stories), inside which are 
several sensual and tactile objects (silver tops, down feathers, blue paint, a 
small yellow jumper, loose beads, etc) which are offered to the children one 
by one for them to decide which ones should feature in the piece. The props 
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and background music are simple and sensual, enhancing opportunities for 
children to use their imagination. Interactivity is welcomed throughout but is 
particularly invited after the initial fifteen minutes of exploring the suitcase, 
offering children the freedom to play with the objects, explore their sounds 
and feelings and express themselves through all senses. Nursery workers 
and teachers are just as welcome to join in the journey of discovery and 
imaginative play, although they sometimes need a little persuasion… 
 
 
2.3 Obstacles and Issues 

During the theatre performance, children can express themselves with 
sounds or words and are free to move without however entering the actors 
space. “If a child cries, it is very often enough for her nursery nurse or parent 
to take her in their arms or a little distance away in order to give her a sense 
of security. The child will turn her back on the scene but gradually, her 
curiosity gets the better of her. Happy in the arms of the adult who comforts 
her, she continues to watch the show. If it is felt that the child is afraid, it is 
necessary to take her out. The goal is not to make her live through a 
traumatic theatrical experience. But this situation is very rare: in general this 
scenario only occurs with children who aren’t well, have problems in their 
lives at that time, or have just started at the nursery.” Charlotte Fallon 
 
Contrary to older children, younger ones do not need a story with a beginning 
or an end. Early years performances are often moments which are joined by 
a theme, but even so, adults do feel they should guide their children as to 
how they should watch a performance, trying to explain what it means.  Many 
adults think that it is necessary that children understand the entire piece 
rather than letting them be and take what they want out of it. Both companies 
feel that it is better not to intervene, not to explain and let the children live 
through the performance in their own way.  
 
In Charleroi and Brussels, it wasn’t easy in the early days to motivate the 
puericultrici, or more importantly to gain the commitment of the Directors of 
each nursery to help find funding for this work to happen at all. At first 
participants were generally reticent, not having seen this approach to working 
with children before, and unaware of the values of creative practice. 
Particularly concerned by the word ‘performance’ puericultrici would come to 
the sessions feeling a great deal of intrepidation, and lacking in confidence. 
Their concerns were assuaged by Theatre de la Guimbarde’s gentle 
approach which was designed completely around the needs of the children, 
the puericultrici and the nursery setting.  
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It is important to note that nursery nurse training is often seen as the last 
option for those who are not academic achievers. Graduate puericultrici are 
often young, poorly educated and come to the nursery without any previous 
life or work experience. They are at the stage where they haven’t even come 
to terms with their own maturity and what they themselves want from life, let 
alone helping children to get the best they can out of their lives. This helps to 
explain their initial cynicism and fear, and also why the work of Théâtre de la 
Guimbarde has such a profound impact upon their own lives as well as those 
of the children. 
 
The lack of understanding, empathy or even interest from both the ministries 
for education and health in Belgium has, in the past (and to an extent still 
does) proven a real barrier to the progress of this work. Advances have only 
been possible due to constant liaison and advocacy work done by Théâtre de 
la Guimbarde and other partner companies with these ministries. Even so, no 
long term commitment has yet been made at policy or funding level to support 
this work. The fact that the reaction of participating nurseries, schools and 
training institutes has been so positive has helped to maintain a momentum 
of creative practice within both the professional work and training of 
puericultrici, but the impact on evolving policy is far from complete. 
Where politicians have seen the impact of the work, they can understand the 
benefits and are much more willing to make financial commitments. However 
several education and cultural ministers are reluctant to take on board yet 
another call on the small mount of funding they have to distribute and yet the 
subsidised sector feels itself in a catch twenty-two situation, not wanting to 
overtly lobby the politicians for fear of losing their subsidies.  
 
“A child plays, goes to theatre, goes to the cinema, goes through an art 
gallery and stops in front of a painting, listens to music and walks down the 
road. ....... an infinite number of opportunities,  different opportunities, the 
variations of which they can understand and internalise; that is the richness of 
the world of culture and particularly of the world of the arts.  Because the child 
can continually confront itself, we need to work intensely, supported on all 
sides by educationalists and adults that live and work in the arts.  Perhaps we 
will one day be able to succeed in creating the conditions that allow these 
opportunities to be more numerous and, at least in theory, validated.  A 
professional pathway which allows one to develop the capacity of skills and 
knowledge needed without putting aside the instinct that enables you to deal 
with the unexpected”.  Roberto Frabetti in Il Nido e il Teatro (The Nursery and 
The Theatre) 
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Suoni D’Acqua lead by pericultrici Teresa Righi and Elisabetta Martinelli at Docteur Dourlet 

crèche, Charleroi 

 
 
 
 
 
 
 
 
 
 
 

Commonly accessible equipment is used to enable nursery workers and parents to continue 

the exploratory work afterwards 

 
 
 
 
 
 
 
 
 

Una Valigia .. Tante Storie  lead by pericultrici Tiziana Baldanza and colleague at T'Chots 

crèche in Charleroi      Photos: Ruth Churchill Dower 
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3. Professional development for nursery workers in France 
 (Balabik Dance Company) 

3.1 Context 

Noëlle Dehousse, founder of Balabik, has been giving pedagogic workshops 
for the very young in French, Finnish and Belgian schools, kindergarten, day-
nurseries and crèches for fifteen years. In the early days, the inspiration for 
Balabik came from Noelle's daughter (now nine) who was a ‘guinea pig’ baby 
for ideas in meetings between Balabik and local crèche workers in Provence. 
With her own baby, Noelle realised many of the issues around working with 
children, how we communicate with them and them with us, and how we treat 
them (and expect them to behave) as young adults instead of as children in 
their own right.  Noelle worked with crèche workers and her daughter to try 
out different things for two years, going step by step to find things that 
worked. This has resulted in having a portfolio of starting ideas for their 
shows. 
 
With the philosophy that “To dance is to give a physical basis to one’s 
imagination and emotions while settling them in space and time”, Balabik 
grew to offer workshops to support both children and their parents or 
guardians to develop an understanding of the complexity of children’s 
learning, and aims to harness this understanding and opportunity through 
dance.  In one example, at the end of a workshop, the Children invited their 
parents, guardians, and grandparents to participate in a dance session where 
they had never danced before and presumed such a session would be easy.  
 
The children led the adults through relaxation and other exercises, and the 
parents realised how difficult and complex it was, and how much their 
children had learnt. This was specifically poignant for parents whose children 
had what they thought to be behavioural or learning disabilities, but saw them 
concentrating, participating, and learning in a way they had not before 
experienced within their home and educational environments. They witnessed 
their children concentrating for long periods of time without crying, moving, 
fidgeting, or causing disruptions; participating in an imaginative, motivated 
and creative way; working together with each other in a positive way.  
 
“I use techniques which include even the worst behaved of children, and 
encourage them to reach a level of attention which surprises even the 
parents. It begs the question about why the children behave like this in the 
first place and whether or not the problem actually lies with the way they are 
treated by adults as opposed to who they are as children. “ (Noëlle 
Dehousse).  
 



 18

For parents who had rarely seen this in their own children and yet thought 
they knew their children well, this could be sometimes encouraging and 
sometimes disconcerting, but always a pleasant surprise! In another 
workshop, the parents concluded the session by doing a piece of dance for 
the children, most of whom had never seen their parents do this before. This 
had the powerful effect of widening both children’s and parents' perception of 
what each was capable of achieving. 
 
Working with very young children (birth to three year olds) gives Balabik the 
chance to capture them at their most 'humane' time of life when they have the 
most positive attitude, their idea of the world is condensed into a positive, 
humane structure.  
 
“At the same time they are already like a perfect diamond with many facets 
and the relationship that we have with them serves only to try to amplify this 
quality that they already have. Very often this diamond quality is asleep or 
lost and my work, through performances and teaching, tries to reawaken this 
quality in adults too.” Noëlle Dehousse 
 
 
3.2  Practice 

 Noëlle describes several key components to achieving the maximum 
developmental impact though dance with children. One is with regards to the 
length of the workshops both with children and with staff. Ideally, Balabik 
would work with children in their nursery setting over a period of five or more 
workshops happening over an intense period of a week: six sessions of thirty 
or forty-five minutes over six days (one a day) or over twelve days (one every 
other day). This is over and above any previous planning and development 
days they run with their teachers or workers. This intensity and length gives 
longevity and value to the achievements, which then raises expectation levels 
of what is possible and is more likely to facilitate further work.  
 
Balabik dancers spend time with the children prior to the workshops to get to 
know them and their needs, their learning abilities and styles, their 
environment, and their concerns. In some cases, full evaluation is carried out 
after the workshops and Balabik make return visits each month with a view to 
building the results into the setting’s daily routine, but this is largely 
dependant on available funding and resources within the settings, and often it 
is only the most committed settings who continue this work, with or without 
input from Balabik. 
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In France, women generally go back to work three months after the baby is 
born. The baby is then usually taken care of by a nurse at home or an 
educator in a public day-nursery. Balabik’s professional development 
workshops are aimed at people who work with little children in public 
structures (such as day-nurseries) where they can come and ‘interfere’. The 
sessions are held over five days, six hours a day, (workshops often include 
by design the same teachers as are involved in the children’s workshops). 
Balabik also support training programmes based on this work for professional 
pedagogic dancers in the contemporary dance world, to give them a better 
insight into working with young children. 
 
Sometimes the first and second training sessions don’t achieve huge 
amounts in the crèches, but successive sessions tend to be much better 
when the nursery workers have built up a level of confidence and expectation 
as to what is possible to explore and achieve. Balabik have experienced great 
changes in the teachers and nursery workers over a long period. For instance 
the Alexander technique2 is used a great deal to encourage the staff to relax, 
listen, and watch and provide other techniques they can use with their 
children. The nursery workers learn to see the changes, they learn initially to 
watch and to listen to the children, to take a different approach to their 
'physical attitudes' towards children, one which is less forceful and more 
respectful to them as individuals. For instance, often basic instructions are 
given such as 'everyone sit down’, or ‘all hold hands’, or ‘just do what I say' 
but there can be an authentic reason why some children can’t or don’t want to 
which is either ignored or missed through not listening to them.  
 
A key component of Balabik’s work is the large proportion of both the training 
and performance time it commits to the education of nursery workers and 
teachers, either by working with childcare workers and teachers on their own, 
or with children, or with parents, or all three groups together. They often 
realise that the problems they experience lay not just with the children but 
with the parents, carers and guardians, and this approach of working leads to 
better integration on social and cultural levels. Parents who see the show 
have often never had the opportunity before to see dance performances, only 

                                                 
2  Australian actor, F.M. Alexander (1869 - 1955), discovered, after a patient and subtle 

observation of himself, the link between the body and the mind. First and mainly, he 
enlightened the "head - neck - back line", its role in the improvement of problems that 
are related to stress, pain in the neck and in the articulations, breathing difficulties and, 
more generally, its strong influence on the working of the whole body. By getting the 
interaction between body and mind so close, F.M. Alexander was one of the first who 
showed clearly how our thoughts and emotions affect our physical and psychic well-
being. 
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2% of the French population go to see theatre per se for a number of reasons 
(distance to travel, access to TV entertainment, lack of cultural icons in 
dance, poor funding leading to poorly available product, etc.). It is difficult to 
get them interested but crucial to have their involvement if these issues are to 
be tackled, so working parents are particularly targeted through weekend 
workshops and festivals. 
 
The next key element once the attendance of parents and carers has been 
secured is to find a comfortable and meaningful starting point, either with the 
creation of performances or workshops. One approach they use is to begin 
with a specific idea which Balabik dancers send out to the children or the 
parents or workers, to illicit a response - if the idea and instructions are good, 
it will fill the recipients with emotions and imagination, it will touch a nerve and 
create several positive responses through debate, then they can run with it 
and develop the idea further. The wrong starting point can drain recipients of 
energy quickly as they struggle to make it work. In fact if the idea isn’t a real 
issue for nursery workers, parents or children, it could work against them and 
alienate them. It could even result in damaging their idea of the usefulness of 
dance by pursuing something they have little or no interest in. On the other 
hand, the right starting point will inspire and fill recipients with energy to last 
much longer, regenerating their inspiration more and more as the session 
progresses.  
 
“This is particularly true for workshops with children who don’t hide their 
emotions as adults do, and with the very young. Their emotions are exposed 
directly in everything they say and do, and therefore can be worn out too 
early in the session if emotions are not harnessed in the right way.” Noëlle 
Dehousse 
 
The training is not based on an intellectual approach but an emotional and 
physical one. Balabik prefer to work specifically with the action verbs as their 
starting point (running, jumping, motion, gesture reproduction, coordination, 
isolation, succession, rhythm, possible variations linked to the distribution of 
energy in movement), adding a theme (e.g. water or wind) in relationship with 
space, time, emotions, imagination, and rhythm. Bringing all these elements 
together, Balabik guide their trainees towards a deep understanding of 
different teaching and learning styles that they themselves can use through 
dance. 
 
“Very often the crèche workers say to us: why sometimes do I feel that the 
children dance and why sometimes do I feel they do gymnastics? My 
response is that they dance when they play with all the ingredients together. It 
is, of course, impossible to design a 'recipe' for this methodology, as each 
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person is influenced by a different set of expectations, experiences, 
relationships, idea of their own worlds, and of dance.” Noëlle Dehousse 
 
Balabik dancers encourage groups of nursery workers to make ‘propositions’ 
in movement to each other using the chosen verbs and the theme, as if they 
would be targeting a specific age group, e.g. birth to three years, or five to 
seven years. Once each group has designed their proposed piece of 
movement, they then exchange their ideas between the groups and build on 
them further using inspiration taken from other groups’ ideas, still thinking 
about it in terms of working with children in specific age groups. The 
proposals are continually swapped around, reflected upon, questioned, 
discussed, and built up again, each time coming back to exchange and try out 
the ideas on each other.  
 
This method requires a lot of reflection and questioning of their own methods, 
and an openness to reflect on new ideas. It’s a methodology which is very 
dynamic and constantly leads to new ideas as they feed off each other, never 
ostracising or alienating individuals. It also inspires the nursery workers with 
more confidence to work as a team when they are back in situ with their 
children.  
 
“Many think of dance in terms of specific and traditional art forms, e.g. 
Flamenco or salsa, and think they know nothing about it, but the same people 
can often be found dancing the tango with their baby. The beauty is that 
everyone has some experience of dance whether it is from the TV or film, pop 
music videos or a wedding party. The trick is to find those memories or 
experiences within them and use this as a starting point to overcome fear of 
the unknown. By doing this we can enable the recipients to realise how much 
they do actually know and understand about dance, and then take that 
experience further to become more personal to them and their children.” 
Noëlle Dehousse 
 
 
3.3  Obstacles and Issues 

One of the main difficulties in working this way lies within the structure of the 
crèches. Ideally all staff are invited to work with Balabik (cooks, teachers, 
cleaners, volunteer workers, parents) and understand the context of the work 
with the children, the starting points and the development of ideas, from the 
same point of view. But the reality is that not all staff start from the same 
point, and usually the setting can only release a small number at one time. So 
when the nursery staff who engage with Balabik dancers during the training 
workshops then try to implement this training within their daily work, other 
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staff don’t understand what or why they are suddenly working in this way and 
can often criticise and undermine. It can seem strange and uncomfortable to 
have fellow colleagues using methods to communicate and interact with their 
children which require such physical expression that is generally unknown 
and often feared in the adult world. They run the risk of opening a chasm of 
knowledge and understanding between those who have worked with 
Balabik’s and those who haven’t. Balabik encourage their trainees to talk with 
fellow staff and share the stories from their workshops in order to break down 
these barriers as much as possible. 
 
When they are fortunate enough to have several groups of staff from one 
nursery attend a session, Balabik recognise the importance of working 
separately with the different groups in the beginning “…because all these 
different people expect many different things at different levels and with 
different competences in this work you have to open many doors inside you. 
For instance, it can be difficult in the beginning to ask the children that you 
work with all the day to open up in front their parents at the end of the day, 
the same between different groups of staff, so it’s better at the beginning to 
work separately and develop joint understandings from the confidence they 
develop within their separate groups.” Noëlle Dehousse 
 
Several nursery workers also feel that, if they incorporate creative dance and 
movement in to their day, their directors won’t understand why they are not 
‘working’, presenting an obstacle to their freedom of expression from the 
start. Larger municipal nurseries are often designed with open spaces, or 
open access between directors and staff, where they can be seen whilst they 
work. However, in general, Balabik have found the directors to be usually 
very committed, “…it’s just that the crèche workers don’t realise this as all 
they see is the structure of the hierarchy….” Noëlle Dehousse  
 
Nursery workers are often initially frightened of this approach to working with 
their children, fearing anarchy and a complete lack of regard for rules and 
guidelines. However, the opposite is often the result with children developing 
an even better regard for the adult as their relationship becomes centred 
around trust and openness, with new ways to express their feelings leading to 
a better understanding of each other. Not a relationship based on a set of 
rules and regulations. It also helps to decentralise the importance attached to 
learned regimes of cleaning hands and faces, dressing properly, eating and 
sleeping at the same time every day, and helps them to think and act much 
more creatively according to theirs and their children's needs and desires. 
 
There is always a contradiction between the rules and guidelines the workers 
themselves are obliged to follow, and the desire for a more creative, flexible 
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and open approach to children's development. Nursery workers can feel 
unable to think 'outside of the box', constrained by a lack of experience, age, 
education, status, self esteem, ability to articulate themselves, or confidence. 
However, using dance and movement, Balabik's approach is not about 
breaking the rules, but adapting them to accommodate different and 
alternative approaches to communicating, teaching, working and learning. 
 
Balabik also feels strongly that this work needs to be done in tandem with 
increasing the understanding of the parents. Training the teachers and 
nursery workers gives them the confidence to use the same techniques on a 
smaller scale with the parents when they drop off the children, for instance.  
 
One example was of a young pregnant mother who was dropping off her two 
year old child at nursery; she came in having had very little sleep as the child 
had been ill during the night, and felt extremely stressed. The nursery worker 
who had gained confidence through Balabik’s training spotted the stressed 
parent, invited them to sit down in the quiet area of the nursery for five 
minutes before rushing off, and used the Alexander technique to help the 
parent to concentrate on the colours, sounds, smells and sensations around 
them, and forget the troubles within them. Since the parent knew the nursery 
nurse well, she was able to participate in this and felt extremely relaxed as a 
result. As well as being able to continue the day with less stress, that parent 
then expressed a much greater understanding of (and empathy for) what the 
professionals were doing with the staff and the children. It is small 
approaches like this that make a huge difference, and which Balabik 
encourage the nursery workers to have the confidence to do, building on the 
relationship of trust they already have with the parents. 
 
Other difficulties arise around the continuity of the work throughout the weeks 
as the nurseries already have a packed programme without having to add in 
half an hour of dance every day. One exemplar crèche in Fuveau, Aix en 
Provence, already incorporate this way of working every week. In this crèche, 
it is the cook who came to the initial Balabik sessions, and is now the dance 
teacher in the crèche. She had already thought about moving into teaching 
and had done some elementary training but wasn’t decided as to which field 
she would concentrate on. Having been inspired and motivated by the dance 
workshops to focus her skills there, she now integrates both skillsets, 
incorporating the creation of food and associated themes into the creation of 
expression and dance with her children. 
 
She has continued working like this for 3 years, and has inspired the director 
of this crèche, Marie-Hélène Hurtig (who now heads up the entire childcare 
service for the city of Fuveau). Together they give much energy and 
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commitment to the creativity training of nursery workers and teachers across 
the city, weaving together all the strategic and financial threads needed to 
make this work happen. Balabik support them in this work and use their 
infrastructure as a model for other areas to see what is possible. They also 
use the crèche as a base for some of their performance work which helps to 
develop parents’ understanding of children as an ongoing concern: 
 
“…the reactions of the public to our work are very interesting because at the 
end of performances, children and adults speak about sensations and 
imagination and emotions, each person imagining his own story. An adult and 
a child "dream" different things but at the end of performances they can 
compare and the "dreams" of the children are often more "open" than the 
adults. The adults say to us " well, I don't know that I can come to your 
performances for children again because I felt so emotional at the end! Your 
performance is definitely for adults too!” Noëlle Dehousse 
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Balabik’s performance of Pestacle for birth to fives, Limoges            Photos by Balabik 

 

 

 

 

 

 

 

 

 

 

Accompanying movement workshop for toddlers    
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4. Learning Communication Skills through the Arts P roject 
(Bradford County Regional Arts Council – Pennsylvan ia, US) 

4.1 Context 

In the state of Pennsylvania, artists in the main cities of Philadelphia and 
Pittsburgh had developed a tradition of securing grant aid for arts 
development and educational projects to the exclusion of rural areas who 
historically found it hard to compete at the same level. As part of its 
decentralisation strategy in 1996, Pennsylvania Arts Council selected 
Bradford County Regional Arts Council (BCRAC) to deliver their funding in 
support of rural areas through an extensive arts education programme.  
 
“Funding for early childhood programmes is currently very poor, so much 
money is spent on college education but not on early education and that’s 
what we’re trying to change in partnership with the funders. There is a 
plethora of research now about the importance of early childhood education 
and brain development. Our aim is to use this and focus on arts programmes 
which benefit this age group.” Brooks Eldredge Martin 
 
Throughout the seven counties within the region that BCRAC’s work covers, 
pockets of deprivation, social and economic decline were identified where 
cycles of violence and abuse were common through the generations. 
BCRAC’s work with these families led them to the firm belief that the earlier 
they started working with children using the arts as a tool for communication, 
the more chance they had of breaking these cycles and avoiding the pattern 
becoming established in future generations. 
 
At the same time, there was a growing realisation of the severe lack of 
connectivity between the region’s key players in children’s day care services, 
the library pre-school reading programme, health care organisations, pre-
natal groups, private and public preschools, social services, various crisis 
organisations, parents groups, and the Headstart programme (a national 
programme similar to our Sure Start initiative). Brooks Eldredge-Martin, 
founder member of BCRAC, took the bold step of establishing the Learning 
Early Network (LEN) in 1998 to bring together the key regional players 
working through learning, social and cultural arenas with a view to sharing 
knowledge about their work and developing integrated strategies wherever 
possible.  
 
Their mission is to work with parents, educational agencies and the 
community to improve the early learning opportunities for young children (0-
8). Artists are also invited into the network to focus on how different art forms 
can be used to tackle some of these issues. The network meets on a monthly 
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basis and has generated several projects and partnerships that have 
benefited the region’s young children. The network won the prestigious arts 
award in 1999 for “Best Practice in the Arts in Pennsylvania”. 
 
“The Head Start programme takes a holistic approach and already embraces 
the arts but the quality of understanding or delivery is not always high. 
Through LEN, we can educate Head Start co-ordinators on the integration of 
quality artists to support early learning as a whole.” (BEM) 
 
The first LEN conference took place four years ago to raise the profile of the 
role of the arts in young children’s learning, social, educational and emotional 
development. Seminars focussed on Howard Gardner’s multiple intelligence 
theory, music as an effective communication tool for autistic children, and 
listening to children.  
 
It was so successful that the conference became an annual event and is used 
as a vital forum from which cross-sector projects both small and large are 
initiated throughout the network. One such project was Learning 
Communication Skills Through the Arts. Launched at the 2003 conference, 
this project is an ambitious and progressive partnership of artists and 
educators across the most culturally barren parts of the region. Funded by the 
Mid-Atlantic Arts Foundation during its pilot in year one, it is hoped that the 
profile raised due to its early success will attract increased funding in years 
two and three from the National Endowment for the Arts. Through their core 
funding of BCRAC, the project is also supported greatly by the Pennsylvania 
Arts Council, and it is hoped that this multiplicity of funders’ support will 
enable the grass roots of this project to become sustainable and influence 
policy and practice across the region.   
 
The Learning Communication Skills project brings a diverse range of music, 
storytelling, drama, dance, puppetry, textile arts, music poetry, play and visual 
arts activities to 289 children from low income families and thirty-four Head 
Start Teachers from the rural counties of Bradford and Tioga.  The project is 
targeted at young children (three to five years) of families in deprived and 
rural areas (at least 90% of which are at or below the federal poverty line). 
These are families who experience deep cultural divides, they find the 
education system challenging, they have a lack of outlets or language for 
expression, and no access to regular arts or other creative opportunities. 
 
The main goals of the project are: 
·  to improve communication skills of children in the Bradford-Tioga Head 

Start program through regularly scheduled, high quality arts activities and 
experiences with master artists, and 
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·  to train and mentor Head Start teachers in the use of quality arts activities 
and strategies to improve students’ communication skills now and in the 
future. 

 
Artists from the region are employed extensively throughout the duration of 
the project. They are selected through their experience of working in early 
years settings particularly where they have specialities such as Special 
Educational Needs. All selected artists are required to have credentials that 
demonstrate their knowledge of Developmentally Appropriate Practice in 
early childhood education3 (the US Standard for working with children). 
Selection is based on demonstrating their understanding of residencies in 
schools, initially through written or multimedia application which, if successful, 
is followed up with observation in a residency environment and in depth 
interviews. Above all, the quality of their work with children and teachers is 
the top selection criteria. Four artist residencies of thirty-two days in length 
are distributed between the seventeen Bradford-Tioga Head Start Centres, 
each day of a residency involving visits to two or three centres. The number 
of days is growing as BCRAC attempt to fulfil the emerging artist and 
educator needs, i.e., adding days for teachers and artists to work together on 
activities, skills, and concepts. 
 
Both artist and teachers skills and knowledge are transferred through pre and 
post project training schemes. Artists also share with each other through a 
mentoring and professional development programme which runs throughout 
the year. Extensive parental involvement is encouraged throughout to pass 
skills and confidence into the children’s homes and ensure that use of these 
activities continues to improve communication into the future. During the 
project, children go home with information sheets and ‘ask me’ notes so their 
parents are encouraged to ask them about what they did that day and talk 
about it together. Families are also offered free access to BCRAC theatre 
performances throughout the year to enhance the work of the residencies. 
 
The formative evaluation plan for the first year of the project (2003) has 
enabled the learning to be built in to its second year (2004) which also 
includes urban as well as rural centres. Planning for 2005 is also underway, 
possibly to include an international exchange for artists and early years 
teachers from both our regions to share practise and different methodologies. 
Every one of the five Head Start counties uses the same curriculum and 
assessment data, and select indicators to assess the direct impact of the arts 
intervention on the development of each child’s behaviour, learning, 

                                                 
3     Developmentally Appropriate Practice in Early Childhood Programmes is published by 

National Association for the Education of Young Children (US), details of which can be 
found here www.naeyc.org/resources/position_statements/daptoc.htm  



 29

interaction, communications and so on. The impact evaluation is carried out 
three or four times per year to assess the progress of the children and make 
changes during the project where different approaches are required. Past 
records are used for comparison, including a control group form a year 
without any arts input, with a view to building a long term understanding of the 
impact of arts on children’s communication skills. Mansfield University 
professors are keen to use this data to assess the longer term impact on 
childhood development, which will provide a credible platform for BCRAC to 
persuade the National Association for the Education of Young Children on 
using quality arts to enhance social and cultural learning, as opposed to the 
generally accepted ‘painting and easel’ approach.  
 
“Due to resource and time restrictions, [Mansfield University’s] evaluation of 
the project is only quantitative which measures only what’s visible on the 
outside, but not what’ s happening on the inside - the spiritual, emotional and 
psychological impacts of the arts residencies on the children. However, 
together with BCRAC’s qualitative approach, and teachers current 
assessment procedures, we are confident that the impact will be clearly 
evident based on fact that most of the children are 90% below poverty line 
and don’t have exposure to arts opportunities generally.  
 
“Also we intend to have some measure of the secondary impact on teachers 
in terms of their ability to continue the work and support creative development 
over the longer term, and the actual development of each child’s multiple 
intelligences through the creative process as it becomes more embedded into 
classroom practice. The key is that research has to be honest and not 
manipulated to have a real meaning.” Professor John Mansfield, Mansfield 
University. 
 
BCRAC co-ordinators recognised the limitations of this method of evaluation 
in terms of there being a small sample, few artists visits, different children 
each year, teachers changing, no longer term resources yet committed to 
monitoring and so on. So it is difficult to measure exactly year on year, but 
they are limited by resources and keen at the very least to do what is possible 
with what they have. In the main the results will be useful for teachers to see 
the creative potential of children, find out what is and isn’t working, and 
develop new skills and understanding to continue this work. They recognise 
that not everything will be perfect in each case, but in the bigger picture some 
things will change, this will also be useful as an advocacy tool for the future 
proofing of the project with funders in both policy and practice. 
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At the end of each year’s programme, it is expected that study guides and 
DVD teaching aides will be generated to ensure this legacy of quality of 
shared knowledge is continued. 
 
All learning, performances, exhibitions and demonstrations of artist and 
teacher training are brought together in an annual conference in April, feeding 
into the following year’s planning. The aim of which is to facilitate the sharing 
of the artists’ methods and expertise with educators, artists and others 
throughout the region working with young children. 
 
“Successful industry leaders have identified that the leaders of the future 
have to be able to ‘get out of the box’ in their thinking and action. They all 
agree that creative application can help potential employees identify their 
inner motivation, articulate and express that, and then to take it further into 
real life solutions. This is partly what we want to help prepare our children 
for.” Brooks Eldredge Martin 
 
 
4.2 Practice 

In the summer of 2004, BCRAC held a three day Summer Training Institute to 
prepare both the artists and the teachers from the participating Head Start 
programmes. The programme not only brought all facilitators together in 
sharing their vision for the project and developing ideas for how this vision 
might be realised, but it also served to deal with many of the practicalities and 
potential obstacles to their success. The first day brought together the artists 
from the first year of the project to share their insights and learning with artists 
preparing for the second year of the project.  
 
Facilitated by Paula Chan Bing (performing artist, music education specialist, 
and author of several publications on creative approaches to early learning), 
the trainees explored the meanings behind creativity in terms of 
understanding what is necessary to stimulate the creative process. Valuable 
time was spent discussing whether or not creativity could be ‘taught’ and how 
it should be ‘allowed’ (not just by ‘others’ but also by ourselves), how teachers 
and artists can enhance children’s abilities to express themselves creatively, 
how the creative process can be nurtured, what is the value of creativity, and 
how these areas may be relevant to children’s communication both now and 
in the future. 
 
It was apparent from the start that teachers and artists had different 
understandings of, and approaches to, enhancing a creative environment in 
the classroom. Whilst all acknowledged the dangers of succumbing to the 
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‘cookie-cutter’ approach to creative practice (where children follow workbooks 
of how to ‘do’ art, or children’s creations are based on templates or ‘finished 
off’ by the teaching or nursery staff) there were still nevertheless widespread 
accounts of this happening. In many ways this was understandable because 
nursery staff found it easier (and less time consuming) to replicate set 
methods than having to think up and plan something specifically around the 
needs and potential of individual children; or else because they didn’t know 
there was any other way; or because they were happier staying within their 
perceived skill and comfort zones rather than trying something with which 
they felt unskilled and unconfident, and therefore exposed to unnecessary 
criticism or even job loss.  
 
In several instances, children were often cited as engaging with the creative 
work with enthusiasm and imagination which, in the case of performing arts 
especially, often made the teachers feel unconfident. In one case where a 
dance exercise was used as an ice-breaker during the training, performing 
artist Rand Whipple reflected that “kids approach this exercise expecting it to 
be fun. We approach it expecting it to be uncomfortable. I don’t know where 
in our lives that change happens, but it can make or break the ‘creative’ 
experience for us all”. 
 
Nevertheless teachers were keen to tackle these issues, and the Learning 
Communications Skills project provided an excellent platform with which to do 
so. 
 
The trainees used the Institute to design their own objectives and goals, 
based on identifying their own visions, skills and areas of need. Several 
participants felt they benefited from identifying common ground both in terms 
of understanding better what and how the project would evolve, where their 
strengths and weaknesses lay, and also in expressing and tackling some of 
their fears and concerns. They felt much more confident and supported within 
this network of artists and teachers in being able to learn and develop as the 
project as a whole unfolded. BCRAC confirmed their intention to carry out a 
series of Diagnostic Needs Analyses before the residencies begin based on 
the comfort levels of each teacher with different art forms, understanding their 
knowledge and experience of using different art forms in the classroom, and 
where gaps in their knowledge and skills might be bridged by enhanced 
partnerships with some of the selected artists.  
 
Both artists and teachers were extremely keen to build on what is already 
familiar to teachers, creating pathways which weave into the curriculum rather 
than enforce a pack of uncomfortable ‘bolt on’ exercises. The whole group 
agreed on the importance of creating a sustainable residency which involved 
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a great deal of planning and preparation together. Artists were especially 
keen to leave a legacy of skills and knowledge which could be continued with 
ease and confidence once the residencies were complete, not just by 
teachers but also parents and guardians. Some of the means by which this 
would happen were also agreed:  
·  mentoring between artists from the different years of the project 
·  extensive documentation of each residency using a variety of media, 

some led by the children, some by the teachers or the artist 
·  sharing and presenting their results at the BCRAC LEN annual conference 

involving artists, teachers, funding and policy makers amongst the 
attendees 

·  writing daily journals to document their personal journeys, including what 
didn’t work for them as well as what did 

·  building time for review and reflection in to each residency, with a view to 
informing and changing its development as the days progressed 

·  preparing parents as far as possible to understand the process and value 
of the residencies and by doing so, putting less pressure on the teachers 
to produce ‘out of the box’ – documentation from previous residencies 
would be an excellent aid for this 

·  willingness to have a fresh understanding of the children’s learning needs 
and potential through the project without bringing preconceptions of what 
they will or wont do best (e.g. artist to children ‘does anyone enjoy making 
up songs when you dance around?’ teacher ‘well Sam’s really good at 
singing so he could show the rest of us how to do it…’ or ‘Frankie’s 
probably better on the bells, she doesn’t like drums or loud noises…’) 

·  providing as safe an environment as possible (emotionally) for the children 
and teachers to feel free to create without anxiety or fear (of judgement, 
peer pressure, expectations, inhibitions, perceived ability, etc), whilst still 
encouraging risk taking and being ‘allowed to be different’, i.e. 
encouraging choice and respect (for self and others). 

 
One successful model was cited for further exploration where the residency 
takes place during the morning of each day, followed by a period of reflection 
between artists and teachers. This feeds in to an afternoon of professional 
development time where teachers are helped to build toolkits for creating 
lessons which continue to meet their children’s needs once the residency was 
over. Artists support teachers by sitting in on their lessons each week to 
observe how they use their toolkits, and advise on areas which could be 
changed further. 
 
Throughout the Institute, the artists shared tips and hints with teachers, 
starting to build their toolkits and giving them the confidence to try out the art 
forms through ‘bite-sized’ activities. Aleta Yarrow, visual artist, showed the 
group a multi-art form exercise where one person cuts out from a piece of 
paper or card the shape of another person’s dancing or movement as they 
are doing it. The same can exercise can be done to music, poetry, and so on.  
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“Four year olds aren’t easily intimidated by anything, certainly not big white 
sheets of paper. However, with teachers it’s easier to start working with 
coloured paper and card than pen and pencil. It raises confidence levels 
quickly as its not about how something ‘should’ look. The resulting shape 
gives the teacher an idea of how the child feels when they are creating and 
gives validity to the child’s creation. There are no rules, just imagination, fun 
and the freedom to take risks with scissors!” Aleta Yarrow. 
 
An extension to this exercise involved listening to a story, writing down or 
expressing one’s own responses to the story, identifying key memories or 
situations the story triggered, selecting various colours of paper and card 
which reflect those feelings, and again cutting out the shapes of those 
feelings and sticking them down to make their picture on piece of card. The 
results of this exercise astonished several of the teachers participating in 
terms of the high quality of their own work when they had previously felt 
unable to ‘do’ visual arts. This had a tremendously positive effect on raising 
confidence levels. The group were also coached on good and bad techniques 
for helping the child to express and communicate what their feelings were 
from their pictures (“I really like the different purples in this bit, tell me about 
that” or “I thought it was really interesting how you ripped up paper to make 
this section rather than use the scissors, why did you do that?” as opposed to 
less positive or closed responses, “that’s nice dear, what is it?”) 
 
Highly experienced musician and rhythm artist, Mary Knysh, explored with the 
group the power of rhythm for communicating. She helped participants to 
explore and understand the different sounds inside their bodies and how to 
use these, to set up rhythmic patterns using body sounds, to create rhythm 
conversations, and to explore movement improvisations around the rhythms. 
In the next stage, Mary used drums to bring a sense of unity to the group, find 
their common focus as well as their individual languages, and to help release 
expression and energy. She explained how the use of rhythm focuses both 
left and right brain activity and so stimulates creativity and increases 
concentration. Teachers found it to be a valuable way of exploring themes 
around group or individual control and freedom, listening and responding, 
non-verbal communications, and going beyond their own parameters of 
‘acceptable’ behaviour.  
 
“You have to see it to believe it. It is incredible to watch how naturally people 
take to music making in this way. This is a technique that has been tried and 
tested for centuries. Rhythmic experiences such as these can be powerful 
teambuilding methods because when they work, the effect is immediate. 
Everyone can feel it and hear it. Every one can also hear and feel it when it is 
not working. This makes it a great diagnostic tool. You have to be aware of 
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your neighbour, and if you get lost, the group can carry you; it can hold you till 
you find your place again.” Mary Knysh 
 
Rand Whipple, theatre artist, built on the idea of using one’s own body to 
communicate stories. He explored the use of mime for enhancing imagination 
and expression. Using familiar stories, Rand highlighted how to make use of 
the two ‘golden moments’ in performance- suspense and focus. By 
associating specific sounds with specific movements and leaning how to use 
the two golden moments with pauses, different tonal levels, animation, facial 
and body expressions, the teachers were able to create a structure for a 
story, which they would then mime and give signals for children to join in with 
telling the story themselves. 
 
“What you are about to say is infinitely more interesting than what you 
actually do say. It’s about training the kids to see what their part is, 
conducting them or shaping them to do it, inviting them into the story or giving 
them space to tell it in their own way. Learning how to use suspense and 
focus can help enormously for daily use in the classroom, such as in 
capturing children’s attention or helping less verbal children to express 
themselves with equal confidence and enthusiasm.” Rand Whipple 
 
Throughout the Institute, discussion centred throughout around issues of 
respect, not just for each child’s own cultural and sociological identity, but 
also between artists, teachers and children. It was acknowledged that each 
was an expert on their own sphere and should be respected as such, 
including the children who are experts at being children. We should not be in 
the business of telling them how to do per se that but facilitating their ability to 
express who they are better – we are not here to set up ‘hierarchies of 
expertise’.  
 
Beth Philips Brown, poet and storyteller in the Welsh and Celtic traditions and 
a book artist, showed teachers how to help children create their own six-page 
pocket sized book out of a piece of A4 paper, two cuts and several folds. 
 
“In my experience, kids have used their pocket books for all sorts of things 
from very young kids sticking and decorating letters from the alphabet on 
each page right through to older kids writing their own poems. Its their book 
and their work of art, they are both author and artist; they made it from 
scratch and often the book becomes treasured for years as children carry it 
around with them and refer to it on a daily basis, because its so much about 
who they are”. Beth Philips Brown 
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The beauty of the Summer Institute was that it not only introduced all artists 
to their respective teachers before going in to work with them, but it enabled 
both parties to get to know each other, share possibilities and ideas, and 
identify the specific areas they knew would need much more detailed 
planning together before the residencies began. Some artists also arranged 
planning visits to the schools in order to gain a visual understanding of the 
layout of where they would be working, which inevitably had an impact on 
their preparation. 
 
“The residencies are really important for artists to give validation to what our 
teachers are doing. Our kids know that their teachers are bonkers and 
prepared to do all sorts of crazy things, but when the artist comes in and does 
similar things, if not more animated, it gives the teachers’ work much more 
credence.” Wendy Swingle, Head Start Associate Director 
 
 
4.3 Obstacles and Issues 

During the Summer Institute several issues became apparent as concerns to 
both artists and teaching staff. These were explored in detail, ideas bounced 
off each group of participants, and solutions proposed wherever possible. It 
was noted that several of these issues were not dissimilar to those being 
faced by colleagues in our own arts and early years networks in England, and 
participants expressed their interest and pleasure to be part of this research 
in order to share knowledge of creative practise, potential solutions and 
alternative ideas much further across international waters. Some of the very 
real concerns and obstacles included: 
 
·  The stress of meeting standards and guidelines (this is often overcome 

during the planning and residency stages as teachers find out how much 
of the arts work can be incorporated into, and enhance, the required 
curriculum) 

 
·  Not having artists or teachers own needs understood or even expressed 

prior to having to meet the needs of their children 
 
·  Low level of ‘intention’ of classroom teachers as to what and how 

creativity might be integrated to their current teaching methods 
 
·  Concerns at to the ‘bombshell’ nature of a residency (it was felt that more 

preparation of the children needed to get the most out of the experience 
such as pasting pictures of the artist on their calendar, preparing stories or 
instruments to be used by the artist, meeting the artist a little while 
beforehand, and so on.) 
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·  Lack of clarity over expectations between artists and teachers as to what 
will be achieved through the residency (not just due to poor planning but 
also due to changing goalposts as teachers’ and children’s confidence 
grows) 

 
·  Lack of understanding of each other’s languages - of the art form or the 

teaching and curriculum (this was a key one since the whole project was 
about aiding communications). This lead to a fear of undermining each 
other’s authority in their own areas of expertise, and a break down in team 
work instead of recognising their weaknesses and supporting each other. 
The BCRAC Diagnostic Needs Analyses are intended to tackle this 
beforehand. 

 
·  Concerns about new early years staff who have not experienced arts 

residencies or been involved in the planning or training programmes, not 
being inducted properly to understand, respect or maintain alternative 
creative teaching methods used. 

 
·  A bank of knowledge and understanding of how to communicate between 

artists and teachers which has been built up over a long period of time not 
being documented, logged, or shared properly to benefit artists and 
teachers of future residencies. 

 
·  Concerns also about the quantitative nature of the evaluation (being 

carried out by a respected academic institution) dominating the qualitative 
assessments carried out by BCRAC, which was felt by teachers and 
artists to be more meaningful. This was partly due to the nature of the 
project not being about boosting statistics, and therefore not sitting well 
within a qualitative framework, but also due to the fears of teachers and 
nursery staff as to whether the quantitative results might be used to judge 
the quality of their own teaching methods to raise academic standards. 
(Mansfield University assured them that this would not be the case, but 
acknowledged the fact that future potential funders and policy-makers 
would expect statistical evidence as a base line in any future proposals for 
increased funding). 

 
 
 “The essence of working as an artist with a young child is to go in and find 
that child’s potential, then build the environment around that potential in order 
to let that child shine. Not to build a structure through the art form and then 
expect the child to fit into it.” Rand Whipple 
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Early years teachers and classroom aides from the Head Start programme at the  

BCRAC Summer Institute 

 
 
 
 
 
 
 
 
 
 
 

Percussion Discussion - BCRAC communicating with their artists and 

Mary Knysh’s Rhythm Workshop 

 

 

 

 

 

 

 

 

 

              

 

 

Aleta Yarrow’s workshop in visual expressions of inner feelings 

gave the teachers a great confidence boost 

 

 

 

 

 

 

 

 

 

 

 

Photos: Ruth Churchill Dower   
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5. Findings 

5.1 Training and Professional Development 

Through all three case studies, great importance is attached to integrating a 
significant arts dimension in to the formative training of teachers, 
educationalists and nursery workers. Where this training is led by the artists 
themselves, the different languages of teaching and the arts are shared, 
learned, and in time become naturally integrated into practice. The building of 
a skillset in both languages is an important process in the breaking down of 
perceived fears and prejudices on both sides, and the building up of 
confidence to use such approaches. 
 
Likewise in the professional development of trained and experienced staff, 
the more skills and knowledge are exchanged between artists and teachers, 
the less noticeable their differences become (in terms of language, 
understanding, skills, confidence, and so on). This learning curve is 
particularly noticeable where the training is led by peers, such as teachers or 
nursery workers who have already changed their practice by working with 
artists then re-training their own colleagues. Or through mentoring 
programmes between artists experienced in early years practice and those 
just entering in to the field. Peer to peer skills exchange gives a validity and 
acceptance to the work as it is approached with less fear, an understanding 
of the context, a belief and trust in the ‘trainer’ and a greater openness to 
changing practice. 

5.2 Creative Curriculum 

Children are constantly growing and changing, seeking new challenges and 
new learning. The impact of such creative practice on their lives is not always 
immediately evident and needs to be measured over a much longer period of 
time, in synergy with their growth. Whilst short term arts residencies and 
performances have an important part to play in early years  introduction to 
and acceptance of creative practices, ideally such practice would be 
integrated in to the daily work of early years professionals. All case studies 
cited the importance of artists spending long periods of time in the settings as 
‘cultural mediators’, to learn about the children and staff, their influences, how 
they communicate and express themselves, and to discover the potential of 
each child to help them shine out using their art form. Artists commented on 
the effectiveness of their work in breaking the habit of routines, and in 
engaging a state of ongoing spontaneity and discovery. Another impact of this 
was on ‘reawakening’ early years professionals to the potential of their 
children, and challenging prejudices they might have held as to what was 
possible. 
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This long-term approach to work also gives the practitioners and 
educationalists a chance to build up a toolkit of skills and knowledge which is 
tailored to the needs of the children, staff and environment within which the 
early years staff will continue to work once the artist has left. A toolkit of 
practice which based on who they are, is real and accessible to them, and 
enables those in a unique position of trust with the children to encourage 
them to express themselves. 
 
Artists are keen to leave a legacy which works for the setting, and in order for 
this to happen, it is crucial that time and resource are committed to the 
processes of planning, reflection and change between artists and 
educationalists. This enables trust to grow and constructive ways of 
supporting each others skills and knowledge gaps to be found. 
Time is also required to involve parents and guardians in the process, from 
the planning stages right through to the delivery of such work, in order that 
they understand and can encourage and continue the creative learning at 
home. Enormous growth and interaction can be achieved by providing 
opportunities for them to see afresh what is possible, witnessing their children 
responding in new ways to the creative process and challenging their own 
methods of communicating with each other.  
 
The quality and standards of creative practice vary considerably from setting 
to setting, arts organisation to individual artist. The recent moves towards 
establishing guidelines and principles which are process based and 
encourage experimentation with open learning methods, as opposed to 
curriculum based assessment which is product oriented and outcome driven, 
are to be welcomed. Against such guidelines, practitioners and 
educationalists can challenge, measure and develop their own work but much 
work still needs to be done to advocate this process. Guidelines should be 
just that, they should also remain flexible to receive new learning, and not 
become regimes which serve to burden and constrain. 

5.3 Advocacy 

A central theme running through all three case studies is the importance 
assigned to advocacy and lobbying work. Developing good relationships with 
policy makers and funders is often easier once they have experienced for 
themselves the benefits of such practise ‘in the flesh’. The importance of 
developing such relationships relates not just to securing long term funding 
for creative practice, but also to increasing the status of arts and creative 
learning within the early years curriculum, i.e. to influence and establish a 
position for creative practice at policy level. 
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The two can be mutually exclusive (policy can exist without significant budget 
lines attached, and project funding can be made available in the short term 
without it ever becoming endorsed by policy) but this will not secure a 
longevity in the field or provide a legacy for future practitioners and 
educationalists in their earliest stages of training.  
 
Quality evaluation, research, laboratory work and shared practice through 
conferencing and other mechanisms of networking knowledge, all contribute 
to a stronger bed of evidence as to the positive impacts of creativity on 
children’s development, socially, culturally, educationally and emotionally. A 
stronger European network would enable the collation, exploration and 
testing of such knowledge as it evolves, and in doing so will provide a solid 
foundation for more effective advocacy. 

5.4 Network Opportunities 

By the very nature of this work, our learning is continual and requires an 
infrastructure of ongoing exploration, research, discovery, assessment, 
reflection and review in order to inform and change our practise. But this 
knowledge is worth little if it is not shared and debated across a wide 
platform.  
 
Following on from the successful International Children’s Theatre Festival, La 
Baracca’s  future plans include a second annual festival with nine days of 
intensive laboratories, debates, round table discussions, and examples of 
international practice.  La Baracca are keen to realise a broader network of 
developing practice and learning in this field, to measure the longer term 
impacts of such work, and to put this to good use through advocacy on a 
European level.  
 
Théâtre de la Guimbarde have likewise been negotiating an international 
exchange programme of professional development for 2005 involving 
England, Italy, Spain, France, and Belgium. The Belgian government have 
already committed a substantial budget to the project, which should inspire 
each country’s networks to secure the same. The project will include a 
showcase of innovative work plus ‘swap-shops’ of training and professional 
development skills between artists, nursery workers, teachers, and early 
years networks. It is aimed to become a regular event, depending on the 
success of the first year and funding being secured. 
 
In addition, the 2005 programme for La Culture et les Tout-Petits festival is 
already being planned and will be including work by Balabik . It is open to 
expressions of interest from our own theatre companies and early years 
practitioners – see their web site (link under References) for details. 
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Bradford County Regional Arts Council  have been so excited by some of 
the activity happening in England and its closeness in philosophy to their own 
programme, they are currently seeking to extend the Learning 
Communication Skills Through the Arts project by a further year to 
incorporate an International Exchange Programme with English colleagues.  
The programme is yet to be designed and will probably take the form of 
professional development workshops involving artists and early years 
professionals from both countries. The aims would be to share and debate 
issues around the planning, training and evaluation as well as the delivery of 
creative practice, and how this can be linked in to national policy making on 
arts and early years curriculum.  
 
At the very least, BCRAC have extended an invitation to all English 
practitioners and educationalists to attend their 2005 Creative Practice in 
Early ears conference which will be sharing the results of the current years’ 
training and residency programme. 
 
A network for England? 
 
Finally, it remains to be said that one of the main issues for interested 
practitioners is how to set about developing such partnerships. What should 
the structure and process be to linking up the many (and increasing number 
of) arts and early years networks in England to provide a synergistic 
approach to these European and international partners. Partnership 
development has evolved organically to date, and there is much to be said for 
this. However such an approach allows important discoveries and 
explorations to fall through the net of practitioners, advocators and policy 
makers who cannot avail upon a specific knowledge bank or network to learn 
about such innovations. Several of our own networks are unaware of each 
others’ work and run the risk of redesigning the wheel, duplicating resources, 
and losing the potential opportunity for an international powerhouse of 
creative practice. This needs to be addressed if we are to gain a strategic 
position within the international landscape. 
 
The call made so eloquently in the national study on arts and early years 
published in 20024 is worth repeating: for better coordination between early 
years infrastructures (such as the former EYDCPs and Sure Starts) and the 
Arts Council regional offices to enable better communication and a broader 
knowledge of the activity of both sectors.

                                                 
4  The Arts in the Early Years – A National Study of policy and practice by Alison Clarke, 

Ellen Heptinstall, Antonia Simon and Peter Moss. Arts Council England, 2002.  
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6. Methodology 
 
·  Literature and Web-based review – several reports, journals and other 

publications plus 30 web sites on creative organisations or projects in 
early years settings across Europe and north America (see resource bank 
on www.isaacsuk.co.uk for links). 

 
·  Evaluation questionnaires – 51 sent out (see next section), 10 returned, 

from which 5 potential case studies identified. 
 
·  Telephone interviews – 5 interviews with potential candidates from which 

3 case studies were chosen, then more in depth interviews by telephone, 
face to face meetings and written correspondence. 

 
·  ‘Go and See’ research visits – Charleroi for La Culture et les Tout-Petits 

festival, Pennsylvania for BCRAC early years artists and teachers 
Summer Institute (grateful thanks to Arts Council England, North West for 
funding this part of the research as part of the north west earlyarts 
network development).  

 
·  Action research to identify the main objectives, methodologies and 

outcomes of such practices through live observation and consultations 
with project managers and practitioners. 

 
·  Collation and assessment – of the 3 case studies’ photographic, audio, or 

visual documentation and ongoing email research.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

More creative exploration at T'Chots crèche in Charleroi. Photo: Ruth Churchill Dower 
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7. Contacts Targeted with Research Questionnaire 
 
·  Action for Children’s Arts                                                           

http://www.childrensarts.org.uk  

·  Americans for the Arts – Early Childhood Centre 

http://www.americansforthearts.org/issues/artsed/childhood.asp  

·  Anna Craft and Bob Jeffrey, Open University   

http://opencreativity.open.ac.uk/pdf/CLASP-Interim-Report-All-Mar04.pdf  

·  Art Centre for children and young people, Finland  

http://www.hyvinkaa.fi/artcentre/english-home.html  

·  Artists at the Centre, Hamilton Ontario Canada 

http://www.artistsatthecentre.ca/project.html  

·  Arts Education Partnership, USA                                                                   

http://www.aep-arts.org  

·  ARTSEDGE, Washington                                                                          

http://artsedge.kennedy-center.org/  

·  Assitje - International Association of Theatre for Children and Young People 

http://www.assitej.org/  

·  Balabik, France 

·  Bernard Leer Foundation                                

http://www.bernardvanleer.org/page.asp?pid=147  

·  Bradford County Regional Arts Council and the Learning Early Network, Pennsylvania 

http://www.bcrac.org  and  http://www.learningearly.com  

·  Centre for arts & early years, Germany 

·  Centre for Creative Communities (formerly the BritishAmerican Arts Association)-

http://www.creativecommunities.org.uk/frames.html  

·  Child in Focus project, Israel 

·  CIAO! Children’s International Arts Organisation                             

http://www.ciaofestival.org.uk/  

·  Connecticut Alliance for Arts Education                                

http://www.ctarts.org/Plan/Goal4.htm  

·  Coram Family                                                                        

http://www.coram.org.uk/listening.htm  

·  Denmark early years network                                                                

http://www.reggioemilia.dk  

·  Eric-EECE – International Educational Resources Centre                                

http://ericeece.org/  

·  Esmee Fairbairn Foundation                                                      

http://www.esmeefairbairn.org.uk/  

·  EUnetART - European Network of Art Organisations for Children and Young People 

http://www.eunetart.org/  

·  Institut for forming og formgiving, Norway 
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·  International Child Art Foundation                                                   

http://www.icaf.org/index3.html  

·  International Yehudi Menhuin Foundation                                                        

http://www.menuhin-foundation.com  

·  Jabadao Dance Company                                                                          

http://www.jabadao.org/  

·  La Baracca, Italy                                                    

http://www.testoniragazzi.it/index.php?cPath=69  

·  La Casa Incierta company, Spain                                                         

http://www.lacasaincierta.com/  

·  MALADIE D'AMOUR Theatre of Arts, Greece                                                          

http://www.magic-net.org/pages/theatres/maladiedamour.html  

·  Melina Project, Greece                                                                                            

http://www.culture-school.net/doc/Think%20Tank%20MELINA.ppt  

·  Moonbeams project, Birmingham              

http://www.earlyarts.co.uk/practice/documents/E-BulletinEXTRA5a-Insert5.pdf  

·  National Children’s Bureau                                                                             

http://www.ncb.org.uk/  

·  Nature’s Fairytale, Ministry of Education and Science, Lithuania-

http://www.creativecommunities.org.uk/Register/nature.html  

·  On the Magic Carpet project – Turin 

·  PlayTrain                                                                                        

http://www.playtrn.demon.co.uk/  

·  Ragdoll Foundation                                                                     

http://www.ragdollfoundation.org.uk/  

·  RESEO - European Network of Opera House Education Departments     

http://www.reseo.org  

·  Schedia Centre of Artistic and Pedagogical Training, Greece                     

http://www.schedia.gr/  

·  Sightlines Initiative                                                                                         

http://www.sightlines-initiative.com/  

·  Stichting Pedagogiekontwikkeling, Amsterdam                       

http://www.pedagogiekontwikkeling.nl  

·  Stockholm Institute of Education, Dept. of Child and Youth studies 

http://www.lhs.se/~brijon  

·  Storycrafting network, Finland 

http://www.stakes.fi/palvelut/palvelujen_laatu/lapset/In_English/frontpage/index.htm  

·  The Forge Arts & Early Years Network, France                                                    

http://www.theatre-enfants.com/  

·  The Project Approach, Department of Human Development and Family Sciences, Ohio 

University   http://www.project-approach.com/  

·  Theatre de la Guimbarde                                                            

http://www.laguimbarde.be/frames.html  
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·  University of Akureyri, centre for Early Childhood Studies, Iceland 

http://www.unak.is./not/gudrun/  

·  University of Alberta, Canada                                                                      

http://www.ualberta.ca/  

·  Vlaggen en Wimpals (With Flying Colours) – Belgium 

http://www.veerman.be/httpdocs%20vl&w/indexvl&w.html  

·  Vormingscentrum voor de Begeleiding van het Jonge Kind, Belgium                   

http://www.vbjk.be/  

·  West Yorkshire Playhouse, Leeds                                                                

http://www.wyp.org.uk  

·  Wolf Trap Institute for Early Learning Through the Arts                                                  

http://www.wolf-trap.org/  
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Isaacs UK is a cultural and educational consultancy with a European remit to 
pioneer cultural learning networks. Isaacs UK provides specialist support in 
areas of lifelong learning, including arts in education and early years, online 
learning networks, needs analysis and professional development, evaluation 
and impact assessments, and transferring knowledge and skills from 
European practice. 
 
Isaacs’ focus is on building commitment to, and integration of, lifelong 
learning as a part of everyday culture. Isaacs’ philosophy is about sharing 
skills, improving practice, and achieving a greater understanding of each 
other’s cultures and needs. In both policy and practice, Isaacs is wholly 
committed to equality, diversity and inclusion. More information can be found 
here: www.isaacsuk.co.uk 
 
Early Years work 
 
Isaacs UK is committed to broadening the definitions and understanding of 
creativity and its role within early learning and educational environments. In 
practice, this means bringing together partnerships of arts and early years 
practitioners, educators and policy makers to make this happen with the right 
combination of advocacy, knowledge, resources, time and commitment to 
achieve a balanced learning network. 
 
Isaacs UK retains a currency in the latest approaches to creative learning in 
order to play an advocacy role as well as a practical role in building and 
strengthening these networks. We can offer training in this area, support for 
artists or educationalists embarking on early years or schools work, 
consultancy for funders and policy makers on developing policies around 
creativity in early years or educational issues, or general advice and 
information on the sector.  
 
An example of Isaacs’ work in developing arts and early years networks can 
be found here: www.earlyarts.co.uk. Further information on the UK context 
and issues can be found here: 
www.isaacsuk.co.uk/clients/documents/EarlyDaysforEarlyYears.pdf    
 
Further Information : Ruth Churchill Dower, Director, Isaacs UK,  
Tel:  +44 (0)1484 688407. Fax: +44 (0)870 706 3009.  
E: ruth@isaacsuk.co.uk. W: www.isaacsuk.co.uk 
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