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A. Commission:  
 
To Research into and Develop Protocols for Securing 
Informed Choice and Adequate Evaluation Strategies for 
People with Learning Disabilities Accessing the Arts 
 
The research was conducted by arts charity Salamanda Tandem 
(ST) for Arts Council England East Midlands (ACEEM), sub-
contracting part of the work to the School of Performance and 
Cultural Industries, University of Leeds (PCI). ST and PCI are 
partners in the Arts Work With People Project (AWP). 
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B. Research outline 
 
The research fell into six areas across two main phases: 
 
Phase 1 
 
Creation of baseline information on principles and best practice in the 
provision of participatory arts experience for people with learning disabilities 
through 
 

• a. Literature search 
• b. Creation of regional specialists directory 
• c. Creation of national specialists directory 

 
Phase 2 
 
Investigation of principles of best practice in evaluation and informed choice 
by 

• a. Pilot survey by questionnaire 
• b. Interrogation in learning/teaching context 
• c. Invited research seminar 

 
Data is also included from 
 
• d. East Midlands Arts one-day invited seminar, Social Care, Health and 

the Arts - Questions of Continuing Provision, June 2002 
 

Outcomes are presented below under each of these six headings.  
 
 
C. Contexts 
 
1. Learning disability, choice and the arts 
 
Since the early 1980s, when many adults with a learning disability were still 
resident in long stay hospitals, there has been a powerful movement of forces, 
mostly stemming from the voluntary sector, arguing that people with learning 
disabilities should be integrated into mainstream society (e.g. King’s Fund 
1980, 1982).  As part of this movement there was also recognition that the 
services needed by an individual might come from a range of agencies, both 
statutory and voluntary, and that there needed to be a fundamental 
reorientation so that services were co-ordinated to meet the needs of the 
person, rather than fitting the person into existing provision, each of which 
may be unconnected from the others (e.g. Freedman 1988 a & b).   It is 
interesting to note that over twenty years after the publication of the King’s 
Fund’s An Ordinary Life and eighteen years after the beginning of initiatives 
such as the Jay Project, the Government White Paper, Valuing People.  A 
New Strategy for Learning Disability for the 21st Century (March 2001)  still 
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sees such person-centred services as a desired aim rather than something 
already achieved:   ‘The Government wishes to see a greater emphasis on 
individualised and flexible services….’  (Valuing People, 2001, 
paragraph 7.24) 
 
Advocacy also grew in importance. The imperative was to include in the 
structure the person with a learning disability, expressing their personal views 
and preferences and - where appropriate - having an advocate speak on their 
behalf. It is notable that advocacy was considered to be radical. While it 
should seem obvious that people with a learning disability have opinions, 
desires and preferences, it has not historically been obvious that these should 
be treated in the same way as those of people who are not categorised as 
having a learning disability. Because many learning disabled people have 
been denied the opportunity to express choice in the past, the organisational 
structures do not necessarily exist for it to occur, or where it does occur for it 
to have a material effect.  The literature and research on self-advocacy1 has 
grown in recent years (Goodley et al have written extensively on this area, 
see, for example, Goodley and Armstrong, 2001) and its value has become 
increasingly recognised over the last twenty-five years. 
 
2. Policy 
 
ACEEM (formerly East Midlands Arts) covers the counties of Derbyshire, 
Leicestershire, Lincolnshire (part), Northamptonshire, Nottinghamshire, and 
the unitary authorities Derby, Leicester, Nottingham and (the county of ) 
Rutland.  The ACEEM Corporate Plan 2002-2005 makes a clear commitment 
to improving access and participation in the arts by disabled people, and to 
take arts into buildings that are not necessarily arts dedicated buildings or 
where arts have not been performed before.  There is a powerful thrust 
throughout the plan on inclusivity, diversity, encouraging existing partnerships 
and building new partnerships. 
 
The government White Paper, Valuing People.  A New Strategy for Learning 
Disability for the 21st Century (March 2001) addresses issues of personal 
development, equality, health and empowerment. It states:   
 

People with learning disabilities should be fully involved in 
the decision making processes that affect their lives………It 
is no longer acceptable for organisations to view people with 
learning disabilities as passive recipients of services; they 
must instead be seen as active partners. 

(Valuing People, 2001, paragraph 4.27) 
 
                                                 
1 That ‘advocacy’ and ‘self-advocacy’ have become near-synonymous is 
symptomatic of a cultural and political shift. A person can be their own 
advocate either alone or by using someone in a surrogate role. The advocate 
represents and facilitates, rather than speaks on someone’s behalf. But note 
that Goodley and Moore (2002:179) warn that there remain ‘complicated 
issues concerning the critical difference’ between the two. 
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The White Paper also recognises that people with learning disabilities do not 
have sufficient opportunities to access leisure activities, within which we can 
locate artistic opportunities: 
 

People with learning disabilities often do not take part in 
ordinary leisure activities.  Leisure is rarely built into 
individual or community care plans.  It tends to be seen as 
an optional extra, generally coming well down the list of 
agencies’ priorities when decisions are being made about 
resources.  Enabling people to use a wider range of leisure 
opportunities can make a significant contribution to 
improving quality of life, can help to tackle social exclusion, 
and encourage healthy lifestyles. 
 
The Government expects local councils to ensure that their 
local cultural strategies and service plans encompass the 
needs of people with learning disabilities.  This will include a 
review of physical access to leisure resources and ways to 
find out about them.  Leisure will be an integral part of 
person-centred planning. 

(Valuing People, 2001, paragraphs 7.37 & 7.38). 
 
Goodley and Moore (2002) produced a detailed study of five performing arts 
groups, addressing inter alia the creative processes, the group dynamics 
including the relationships between participants and workers, and the 
ownership of the work.  However, with regard to workers, they found: ‘Little 
has been written about the role of those seeking to support people with 
learning difficulties in their performing arts…..’ (Goodley and Moore 2002: 
164), and so their chapter on this is of great interest.  It is clear that the skills 
background and status of the workers is extremely important, but of equal 
importance is how the organisations in which they work see the value and 
status of the work both formally and informally.  Goodley and Moore (2002) 
also raise the issue of a lack of formal training and recognised qualifications in 
this field.  It is in this area that this research project is located. 
 
3. Choice, evaluation and complexity 
 
This research has engaged in three areas of enquiry related to the 
opportunities people with learning difficulties have to participate in the arts: 
 

(i) to what extent and how the participants are actively involved in 
exercising informed choice around the selection and organisation of 
the activities; 
(ii) how the interaction between artist and person with a learning 
disability is set up and maintained on the principle of choice during 
the activity; 
(iii) to what extent and how the participants are actively involved in 
evaluating the activities. 
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While not part of the chief focus, a fourth area is also implicitly also in the 
frame:  

(iv) to what extent participation in the arts helps the process of 
increasing independence and decision-making in life.  

 
The guiding principle of the research was to identify models of best practice 
so that these could be shared. It was recognised that these are complex areas 
to tackle and so the researchers presented themselves to respondents as 
inviting a conversation around the issues of facilitation of choice and 
evaluation as these affect adults with a learning disability accessing the arts. 
They declared themselves interested to know, for instance, what may have 
been difficult issues and how the respondents had tried to surmount them - 
and what had been particular successes. Interest was also expressed as to 
how the various integral structures of organisations - from particular 
organisations and those local to an area, up to government level - either help 
or hinder an orientation that is person-centred and has the possibility to be 
flexible and change according to individual needs. And the researchers asked 
how practice changes according to specific individual need. 
 
The government White Paper addresses the issue of choice specifically: 
 

Like other people, people with learning disabilities want a 
real say in where they live, what work they should do and 
who looks after them.  But for too many people with learning 
disabilities, these are currently unattainable goals.  We 
believe that everyone should be able to make choices.  This 
includes people with severe and profound disabilities who, 
with the right help and support, can make important choices 
and express preferences about their day to day lives.  

 (Valuing People, 2001, p. 24 mission statement on Choice) 
 
People with learning disabilities should be fully involved in 
the decision making processes that affect their lives.  This 
applies to decisions on day to day matters such as choice of 
activities, operational matters such as staff selection and 
strategic matters such as changes to eligibility criteria.  It is 
no longer acceptable for organisations to view people with 
learning disabilities as passive recipients of services; they 
must instead be seen as active partners. 

(Valuing People, 2001, paragraph 4.27) 
 
 
Objective 3, ‘More choice and control’: To enable people with 
learning disabilities to have as much choice and control as 
possible over their lives through advocacy and a person-
centred approach to planning the services they need. 

(Valuing People, 2001) 
 

This research acknowledges, however, that the central issue and concept of 
‘choice’ is a complex one.  Harris (2003) sets out and reviews several different 
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models of choice and shows the complexity of their application in the context 
of people with learning difficulties.  Two forms of choice are addressed by this 
research: (1) declaring a choice between options and (2) ‘performative’ 
actions within an arts activity (see Definitions).  

 
An area also addressed in this research is the issue of the barriers that exist 
that prevent learning disabled people from taking part in artistic and leisure 
activities.  In recently published literature, Reynolds (2002) investigated the 
experiences of staff in residential homes in London and Leeds (urban rather 
than rural settings) and found that artistic activities mostly took place in 
buildings designated specifically for learning disabled people rather than 
mainstream buildings; some were brought into group residential homes and 
others frequently took place in day centres.  The most commonly available 
activity was art and the least available was drama.  The key barriers Reynolds 
found to taking part in activities were: financial, transport cost and availability, 
and a lack of sufficient staff to support the people.   
 
Beart et al (2001) found that the range of leisure activities available was 
smaller for people with learning disabilities than for the general population, 
and that most of the activities did not take place in integrated settings.  The 
participants in their study were adults who had mild to moderate learning 
disabilities and had ‘relatively good communication skills’ (Beart et al, 
2001: 137). They found that there were two key barriers to taking part in 
activities: transport and support.  Finance did not emerge as a key factor.  
 
4. Choice in the context of changing provision 
 
National government has given guidance through legislation and reports that 
people with learning disabilities should be integrated into their communities. In 
response to this guidance and the reorganisation of funds, local authorities 
across the country are in the process of closing and/or reorganising day 
centres. The general handling of integration appears to be ad hoc, with for 
instance charities conducting the integration in a number of cases. 
 
There is little understanding of the role arts work could take in these new 
government targets which significantly are intended to deliver personal 
development, equality, health and empowerment. Nevertheless, the provision 
of arts experience through day centres was often lacking in opportunity and 
quality. 
 
Focusing specifically on the arts and disability, central government has set the 
agenda for social inclusion versus dependency for people with disabilities 
accessing the arts. On local evidence, two models of action research have 
emerged: (i) focusing on disabled people's declared needs and interests; (ii) 
focusing on the simple imperative to foster integration in order to end 
dependency. 
 
In the context of the situation outlined above, each type and degree of 
disability will exert a different pressure on the integration/dependency 
paradigm. People with learning disabilities, and especially profound and 
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multiple learning disabilities, are a particular case in point. Consider for 
example the question of self-advocacy: how can this be fostered and 
supported without recourse to models of dependency? And if the preferred 
model for the uptake of provision is by means of informed choice, what 
precisely constitutes informed choice, for whom, and in what circumstances? 
(See Definitions) 
 
Broadly, while the present reformulation of rationale for arts provision for 
people with disabilities is progressive, it is based on a (funded) free market 
concept, which could be in danger of disempowering and marginalising people 
with learning difficulties. This raises urgent questions for infrastructural 
support at regional and local levels. 
 
While the aim to achieve the social integration of people with learning 
disabilities is laudable, it brings in its train the prospect of people being 
absorbed into a culture that ignores their specific needs. At the level of arts 
experience, even if the threat of passive absorption is countered, there 
remains a tension to be mediated between fully integrated work and specific 
group-defined provision. 
 
5. Salamanda Tandem, AWP and learning disability  
 
Salamanda Tandem (established 1989; charitable status 2001) is an the East-
Midlands based training and participatory arts organisation for independent 
artists from various disciplines including dance, drama, digital media, film, 
music and the visual arts conducting art work with people. Its Artistic Director 
Isabel Jones is a choreographer, visual artist, film maker, voice artist and 
composer. She is a recognised leader in the field of arts work with people 
nationally and internationally, and has a special expertise in autism and 
sensory disability. In March 2003 the British Council recognised Salamanda 
Tandem as specialists in the Performing Arts for its Arts and Culture for 
Development initiative. A substantial proportion of Salamanda Tandem’s work 
is with people with learning disabilities. 
 
AWP results from the award of a National Teaching Fellowship of £50k to 
Mick Wallis and is conducted in collaboration with Salamanda Tandem. In 
2003-4, AWP conducted a pilot course for Nottinghamshire County Council 
(NCC), co-educating freelance artists at postgraduate certificate level and day 
centre care professionals at NVQ levels 2 and 3. The pilot was delivered in 
the context of NCC’s Involve Project, specifically the provision of participatory 
arts experience to elders and people with a learning disability. It has since 
been validated by the University of Leeds. 
 
The three-way relationship between artist, service user and care professional 
in participatory arts experience is at the heart of both the present research 
and the AWP course.  
 
In 2002, AWP proposed an action research project to East Midlands Arts on 
the issues investigated here, based in the first instance in a Users’ Forum. 
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EMA felt that a survey of current practice was needed first, and commissioned 
the present Report. 
 
 
Definitions 
 
1. Learning disability 
 
The definition of a learning disability can be made in at least three ways: 
 
• Medical A categorisation made by medical or equivalent persons 

based on clinical diagnosis and assessment.  It is presumed that the 
impairment is the cause of the disability. 
 

• Social  Disability is seen as being socially produced. The social 
and human-crafted physical environment is not fitted to the person’s 
needs. (Oliver, 1983) Barnes and Mercer (1997) comment: 

 
In the broadest sense the social model is nothing more or 
less dramatic than a concerted shift away from an 
emphasis on individual impairments as the cause of 
disability, but rather onto the way in which physical, 
cultural and social environments exclude or disadvantage 
certain categories of people; namely, people labelled as 
disabled (Barnes, 2001: author’s emphases).   This model 
has arisen in the last twenty five years as a ‘radical 
challenge to the medical or individual model of disability. 

 
 
• Service  This definition is based solely on whether a person is 

receiving a service specifically designated for people with learning 
disabilities.  This definition does not include any medical diagnosis or 
assessment of abilities, nor does the definition consider the social 
causes.  This pragmatic definition is useful when looking at the practice 
and provision of services and activities. 
 

For the purposes of framing this research we have used a service definition. 
We have been addressing organisations, practitioners and participants 
involved in arts activities for people with learning difficulties.  Such an 
approach has been used successfully in the past. For example, The Jay 
Project (Freedman 1988a, b) included in its scope all people currently in 
receipt of services for people with a learning disability either currently or 
originally from a specific geographical area. The project was thus able to 
include both very young people and elderly people, some of whom had been 
put into institutional care at a young age. 
 
Nevertheless, both our respondents and our own modelling have principally 
been concerned with the social definition of disability. The relationship 
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between individual service users and institutional frames has been the main 
focus in this respect. 
 

2. Choice, informed choice and performativity 

Jenkinson (1993) distinguishes between normative and descriptive models of 
choice: 

 
• Normative    This model presumes that people make choices in ideal 

circumstances, to optimise their goals. The relative efficacy of the choice 
in principle is its ‘utility’. 
 

• Descriptive This model admits both that ideal circumstances never 
actually exist, and that real choices are made as much on the basis of 
cognitive and social factors as much as abstract ‘utility’. 

Freedman (2003) proposes the following definition of 

• Informed choice ‘the ability to experience a minimum of two options; 
weigh them up; predict possible outcomes; and then make and express 
a selection, which one is then able to evaluate’. (see also p.25, Q.11). 

 
The terms ‘performative’ and ‘performativity’ are pertinent to categories of 
choice and to models of subjectivity, respectively:  

• Performativity  Jenkinson (1993) draws on Rawlinson et al (1995) 
to refer to practical choices made in social settings as ‘performative’.  In 
queer theory, derived from poststructuralism, ‘performativity’ designates 
the minute negotiations whereby slight variations in repeated behaviour 
effect real personal change and category shifts. (see Shepherd and 
Wallis 2004: 220-4) 

 
3. Priorities of provision 
 
Wright, Haycox and Leedham (1994: 158-9) distinguish between horizontal 
equity and vertical equity as follows: 
 
• Horizontal ‘measured by the proportion of people needing the  
services and receiving them’ 
 
• Veritcal  ‘concerned with providing services according to individual 

need 
 
We suggest that the horizontal/vertical paradigm may be applied to service 
delivery by individuals as much as by agencies. 
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D. Research Report 
 
 
Phase 1 
 
To assist in this phase, the post of Research Assistant, 1-month fixed term or 
part-time equivalent was advertised and Dr David Freedman appointed to the 
post by the University of Leeds in February 2003. His internal Report 
(Freedman 2003) informs Contexts 1&2 above. 
 
1.a Literature search 
 
See Contexts and Bibliography. 
 
1.b Creation of regional specialists directory 
 
The first object was to find such workers in as inclusive a manner as possible 
within the ACEEM-administered area. The Research Assistant sought out arts 
organisations that work with learning-disabled people, individual artists, 
statutory arts officers, people who are involved in the running of the buildings 
where such activities take place, and people who work in the statutory sector 
and are involved in arts activities both at a direct and at supervisory and 
management levels, including care managers. 
 
A working database was constructed through an iterative process that drew 
together 
 
• literature searches 
• web searches 
• Salamanda Tandem directories 
• Salamanda Tandem professional knowledge 
• David Freedman professional knowledge 
• East Midlands Arts Directories 
• email and telephone contact 

  
Organisations with a reputation for good work in the field were also contacted 
and a number of visits and telephone calls were conducted:  
 
27A Access Arts    Director 
Artlink     Director 
First Movement   Director 
Salamanda Tandem  Artistic Director 

& Company Manager  
 
In September 2003, a letter and reply form was sent 
 
1. to 80 individuals drawn from the directories established by the 

Research Assistant (1.b&c), the 80 selected on the basis of Salamanda 
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Tandem professional knowledge and the Research Assistant’s iterative 
conversations in the process of making searches. 

 
2. to all Arts Development Officers and Strategic Arts Development 

Officers in the East Midlands, through NALGAO East Midlands. 
 
The Research Officer had difficulty obtaining databases from EMA/ACE East 
Midlands. 
 
The letter sought covered a pro forma inviting responses to the following: 
 
• Who do you regard to be exemplary in the facilitation of informed choice 

both before and after an arts activity, and/or in evaluation methods that 
make sure the opinions of people with learning disabilities are fully 
exercised and expressed? … And please also note examples where 
best practice is emergent but perhaps not yet fully established. 

• Would you welcome: 
a questionnaire by post? email? live interview? 
would you like to be involved in a discussion with others? 

 
Replies from the East Midlands to the first question were collated and edited 
to produce the tables that follow. They indicate, by county, knowledge on the 
ground of best practice both local and global. 

 
Derbyshire 
Respondent 
 

contact occupation   exemplary/emergent 

Roseburgh, M. Derbys: Civic 
Offices, 
Swadlincote 

Partnership 
Development 
Officer 

- People  Express, Sharpes Resource Centre, West 
Street, Swadlincote DE11 9DG. Director, Julie Batten 
01283 552962 – exemplary community development 
approach to Community Arts generally  

Guthrie, Laura Derbys: Derby 
Dales District 
Council 

Arts 
Development 
Officer (p/t) / 
freelance artist 
facilitator, 
media 
consultant, 
researcher 

 No exemplary practice in informed choice encountered 
in 13 years of LD work. Rather, to be found in non-arts 
practices devoted solely to advocacy, e.g. People First. 

 relatively high standard, but no knowledge of 
methods Shysters Theatre Co, Coventry 

 Lawnmowers, Newcastle  
 Bamboozle Theatre Co, Leicester run by Chris 

Davies and Sue Pyecroft. Residencies in theatre 
spaces attended by young people with learning 
disabilities. bamboozle@webleicester.co.uk tel 
01162839697  

 Interact, 212 Third Ave, N.Ste 140, Minneapolis, 
MN 55401, USA. (612) 339 5145 

 e mail info@interactcenter.com / website  
interactcenter.com /  'center for visual and performing 
arts dedicated to creating and challenging society's 
view of disability.' 

 'Down Beats' - performers often work on integrated 
pieces involving people with physical disabilities and 
people with learning disabilities. 
 

Wright, Ann Derbys: Arts Officer  First Movement, PO Box 6447, Matlock, Derbyshire / 
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Derbyshire 
County 
Council 

(Development 
and 
Regeneration) 

High Peak Community Arts, High Lee Hall, St Mary’s 
Road, New Mills, Derbyshire SK22 3BW / People 
Express, Sharpe’s Heritage and Arts Centre, West 
Street, Swadlincote, Derbyshire DE11 9DG 
 

Seccombe, 
Rick 
 

Derbys: High 
Peak 
Community 
Arts 
 

Administration 
and Finance 
Officer 

 High Peak Community Arts has run arts projects 
with disabled people for  6 years. Ongoing contract 
with Derbyshire County Council (under 'day care 
services for disabled adults' budget) to provide 
individually designed arts projects for adults with a 
sensory or physical impairment resident in Borough of 
High Peak, some also have a learning disability.  
Believe it is unusual for a Social Services department 
to directly contract a community arts organisation to 
deliver this type of service.  

 Whilst no one has to date done any study of the 
service we deliver (other than our own evaluation) 
many people have commented that the project (entitled 
"The Arts Exchange") is worthy of a research project.   

 Have passed questionnaire to colleague Alison 
Bowry who manages the Arts Exchange. She will wish 
to participate in sharing and dissemination process you 
describe. 
 

Reynolds, Jan Derbys: Q Arts Creative 
Pathways 2 
Manager / 
Acting 
Programme 
Manager 

 Q Arts outs all its freelance artists through a training 
programme, Creative Pathways. 
 Q Arts principles: process and product of equal value / 
participatory arts allows for consultation and choice is a 
major part of the process 
 Q Arts have promoted informed choice by working with 
many major partners in Derby, including Services for 
Disabled Children / Children’s Fund; plus smaller 
projects with Community Centres, etc.  

 
Leicestershire 
Respondent 
 

contact occupation   exemplary/emergent 

Wright, Sophy 
 

Leics: 
Harborough 
District Council 
 

Arts 
Development 
Officer 

 former employee of Salamanda Tandem 
 in two years since leaving hasn't come across 

anybody as experienced or expert in the field as 
Salamanda Tandem Artists and its Associate Artists. 

 only people who stand out - Liz Clark; and Paul 
Mace, who leads music sessions for people with 
learning disabilities in Market Harborough. His way of 
life. Uses traditional 'songs' and teaching methods; not 
'pioneering' but inspirational and accessible. 
 

Barradell, 
Katie 

Leics: Mosaic, 
Leicester 

Co-ordinator, 
Services for 
Young People 

 SYP has been impressed with facilitation by Leicester 
Printworkshop 0116 255 3634 / 27A Access Arts 0116 
2229030 /  Soft Touch 0116 2702706 / Fosse 
Neighbourhood Centre (Ceramics Department) 0116 
2221902 / Speak Easy (drama company) 0116 283 
6646 / Leicester Art Gallery 
Evaluation has been done during activities. Good 
flexible and informal approach. 

Spence, 
Lynne 

Leics: Oakham 
Day Services 

Manager  Simone Draper and Martin Brown, Disability Day 
Services @ ODS 
 First Movement (visual arts) – regular workshops at 
ODS building base; exemplary in facilitating informed 
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choice, especially for people without verbal 
communication 

 
Lincolnshire 
Respondent 
 

contact occupation   exemplary/emergent 

Fishwick, Kat Lincs: East 
Lindsey 
District 
Council, Louth 

Arts 
Development 
Officer 

 Arts Link East, Lee Sass, artlink@artlinkorg.uk, 01476 
794398 
 emerging practice with Art Link East:  Louth Social 
Education Centre, Debbie Dennis, 01507 602410 
(includes Black Bird Flies Performing Arts Group) 
 

Cole, Emily Lincs: South 
Holland 
District Council 

Arts Education 
and Outreach 
Officer 

 Self: ensures all arts activities in district are accessible 
for people with LD. Close partnership with local 
centres/groups to ensure needs are met or working 
towards being met. Ongoing work: workshops tried 
very successful and being developed. 

 
Northamptonshire 
Respondent 
 

contact occupation   exemplary/emergent 

Scott, Jacky 
 

Northants: 
Northamptons
hire County 
Council 
 
 

Interim County 
Arts Manager 
 

Sent recent research report. 

Stockdale, 
Wenna 

Northants: The 
Castle, 
Welling-
borough  

Outreach and 
Education 
Officer 

Problem with disability arts: who the work is for & what 
is to be achieved. People with disabilities get drawn 
into disability-issue work, rather than accessing wider 
work. 
 Good long-established companies: Blue-eyed Soul / 
Mind the Gap / Full Body and the Voice / Anjali Dance 
 Ats Council research by Tabitha Allum: 
TabithaAllum@artscouncil.org.uk 

 
Nottinghamshire 
Respondent 
 

contact occupation   exemplary/emergent 

Clark, Liz / 
Louise 
Bardgett, 
Carly Annable, 
Stephany Hall 
 

Notts: Dance 4 Education and 
Community 
Team 

 Excellent in both informed choice and evaluation: 
Wolfgang Stange / Shepherd School 
 Also: Company Chaos / Veronica Broomhall and So 
Dance Co (Northants) / Salamanda Tandem 

Bentley, Anne Notts: Red 
Oaks Day 
Centre 

Day Centre 
Officer 

Manager and Anne would like to discuss, either in 
interview or with others 

Wood, Rachel Notts: Rufford 
Craft Centre 

Audience 
development 
worker 

 Generic answer: co-ordinator, reinforced by good 
relationship with group. Experience of Rufford 
workshops and Nextstage 
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1.c Creation of national specialists directory 
 
A working database was constructed through an iterative process that drew 
together 
 
• literature searches 
• web searches 
• Salamanda Tandem directories 
• Salamanda Tandem professional knowledge 
• David Freedman professional knowledge 
• email and telephone contact 

 
 
Organisations with a reputation for good work in the field were also contacted 
and a number of visits and telephone calls were conducted: 
 
Mencap    National Arts Co-ordinator (telephone) 
Infoscape    Co-ordinator 
Strathcona Theatre Company Director 
The Ark     Artistic Director, Facilitator, Musician 
Jackson’s Lane Arts Centre Disability & Access Manager 
 
The working database is both large and needs adapting to the needs of 
potential users, including ACE East Midlands. It is available on CD-ROM. 

 15



2.a Pilot survey by questionnaire 
 

(i) Method 
 
A questionnaire was designed in two slightly different formats. One format 
was for arts organisations and individual artists, and the second was for 
people working in the statutory services. 
 
The questionnaire covered the following key areas: 
 

• Basic details about the organisation or artist. 
• Details of the activities undertaken with learning disabled people. 
• Questions about the opportunity participants have to choose 

activities and to make choices within the activities. 
• Review and assessment of work. 
• Suggested further contacts. 

 
The questionnaire was designed to collect principally qualitative data. The 
questions were ‘open ended’.  As the questionnaire was designed for 
distribution by email it was possible to incorporate into the design answer 
boxes that would expand to accommodate the written responses. 
 
Both questionnaires were piloted outside the area of study. 
 
As a result of the pilot, it was decided not to pursue a full distribution. 
 
(ii) Pilot outcomes 
 
The Pilot helped to refine the questionnaires and, in itself, produced useful 
information on what is occurring elsewhere. Further outcomes and projected 
outcomes are discussed below. 
 

 Pilot questionnaires were completed and returned by 3 respondents: 
 
A. Company manager of an arts charity  
B. An artist 
C. Manager of a building-based arts organisation.  
 
Respondent A gave a full and useful response. Respondent B gave a partial 
response but felt that his preferred way of considering the issues would be as 
part of a conversation.  
Respondent 3 said she did not have adequate time to consider or answer the 
questions satisfactorily and therefore her questionnaire has not been included 
here.  
  
 
Assessing the responses of A and B there seem to be 5 key areas for 
consideration 
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• Informed Choice has to be meaningful; physical, auditory, experiential 
• Non-Verbal evaluation methods need to be used for people with LD     
• A continuous stream of evaluation shapes and moulds the work 
• Flexibility in project design and a variety of ways in to an activity 

facilitate informed choice 
• Bureaucratic systems and rigid art form definitions get in the way of 

informed choice 
 
A collation of Respondent A and B’s responses is in Appendix A / 1-5 
 
 

 The Pilot confirmed that a very useful set of questions had been 
developed, even though they were unsuitable for written response, at 
least in the format of a distributed questionnaire. 

 
The questions for artists and arts organisations are: 
 
 

Q1.  Name of artist and/or organisation and contact details. Please give job 
title if applicable. 

Q2.  Please describe the art forms you use in your work with people with 
learning difficulties. 

Q3. Approximately what percentage of your work has been with people with 
learning difficulties in the last year? How long have you been involved in such 
work? 

Q4. What range of people with learning disabilities do you work with? (for 
example: profound learning disabilities, autism) 

Q5.  Please set out the ethos and values (or aims, mission) your organisation 
and/or you personally hold that provide the context and orientation for your 
work. 

Q6. What are the hoped-for outcomes of the art that you or your organisation 
make with people? Do any of these apply especially to people with learning 
difficulties?  

Q7.  When involving people with learning disabilities in arts experience, how 
do you help people to make choices: 

(a)  when choosing an activity? 

(b) during an activity? 
The order of questions 7a,7b and 8 may not reflect the order in which things 
actually happen. For instance, choice of activity often depends on recently 
evaluated experience.  
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Q8.  When involving people with learning disabilities in arts experience, how 
do you help people evaluate their experience during an activity? 

Q9.  When involving people with learning disabilities in arts experience, how 
do you help people evaluate their experience after an activity - and ensure 
that their evaluation is effectively expressed? 

Q10. Please describe how your own practices of reflection and evaluation are 
involved in the process described in questions 6 and 7. 

Q11.  How pertinent is the concept of ‘informed choice’ to your work with 
people with learning disabilities? How useful, for instance, is the definition 
below? (You may have a better one.) 

Perhaps consider one definition of 'informed choice' as: the ability to 
experience a minimum of two options; weigh them up; predict possible 
outcomes; and then make and express a selection, which one is then able to 
evaluate. 

Q12.  Can you give a concrete example of choice in connection with an arts 
activity working in practice? What was done? To what effect? 

Q13.  What organisational and other factors help sustain the practice of 
choice? 

Q14.  What organisational and other factors do you think get in the way of 
implementing choice? 

Q15.  Do you have any plans for developing your practices around the issues 
of choice and evaluation? If so, what are they? 

Q16.  Are there issues around ‘person centred’ modes of working other than 
those of choice and evaluation that are important to you? Please illustrate with 
examples if possible. 

Q17. Please name organisations or individuals that you would identify as 
models of best practice in the areas of choice and evaluation methods, or 
person-centeredness in general, in this field. 

(Please also give their contact details if you have their permission). 

Q18. Do you know of examples of arts-based processes (in advocacy, for 
instance) increasing the independence of people with a learning disability? 
Please give a brief description and any contact details if possible. 

Q19.  Would you welcome a follow-up at some point to this questionnaire? 

The questions for people working in the statutory sector, together with the 
covering letter, are at Appendix A / 6-10 
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 A ‘non-jargon’ version of the questionnaire was developed for future 
pilot and use– see Appendix A / 1-15. 

 
 

 The questionnaire can provide the framework for essays by experts in 
the field. 

 
We propose in Conclusion and Recommendations that this potential be 
explored, with a view to the publication of a collection. Isabel Jones has 
responded on this basis to the questionnaire, as follows: 
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Q1.  Name of artist and/or organisation and contact details. Please give job title if 
applicable.  
 
Isabel Jones 
Artistic Director 
Salamanda Tandem  
Nottingham  
UK 
 
Q2.  Please describe the art forms you use in your work with people with learning 
difficulties. 
Dance, movement, voice work percussion and music composition, film, photography, 
sculpture and 3D, performance and new emerging art forms .The work also encompass’; 
audio, recordings, CD Rom, installations, multi media performance, paintings and the 
visual/tactile arts, multi sensory, exhibition, site specific events – audio description as an art 
form, multi speaker systems, lighting buildings, touch performances in churches, gallery’s, 
theatres, factories, warehouses, landmark buildings, domestic locations, studios, homes and 
institutions of all kinds etc.     

Q3. Approximately what percentage of your work has been with people with learning 
difficulties in the last year? How long have you been involved in such work? 
 
Last year 03/04 approximately 80% of my work was connected to learning disabled people. 
  
 38% of all people who participated in Salamanda Tandem arts projects had learning 
disabilities, 5203 participants took part in 259 arts sessions. 
Training and mentoring is responsible for around 40% of our work as a whole. All of these 
instances related to disability broadly during the year but around 85% to learning disability 
specifically.  60 training sessions were held during the year reaching 809 people. Whilst 336 
mentoring sessions were conducted reaching 11 people. A Total of 396 training sessions 
were held reaching a total of 820 people.  
 
I began working professionally with people with learning disabilities in 1982. 
 
Q4. What range of people with learning disabilities do you work with?   
 
People with Autism, sensory impairments, moderate, profound and multiple learning 
disabilities. 
 
Q5.  Please set out the ethos and values (or aims, mission) your organisation and/or 
you personally hold that provide the context and orientation for your work. 

a.   Salamanda tandem artists work to a set of underlying Principles which I established as a 
result of my early work  with people with autism    

 
Informed Choice 
Self expression 
Person centeredness 
Self realisation 
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Embodied experience 
Direct Creation of art    
Art Defined by creators 

 
 These principles spring from a belief that everyone has something uniquely valuable to say 
and express; so we aim to nurture the development of creators and new art forms. We aim to 
develop imagination and flexibility in our use of resources and in the sensory dimension, 
questioning our own preconceptions and entering into dialogue. The quality of the 
relationship is also important so we aim to Develop approaches and tools that provide people 
with a variety of modes of a) engagement and, b) expression. i.e. approaches to non verbal 
communication . 
 
Q6. What are the hoped-for outcomes of the art that you or your organisation make 
with people? Do any of these apply especially to people with learning difficulties?  
 
 Collaboration, communication and relationships with people with learning disabilities, and 
their care professionals, parents / families and the wider arts community. 

 
Empowerment of the individual 
High quality arts working processes that can inspire and enrich our society and culture, 
making us question and reflect on who we are.  

 
It is also important that we can see the presence of the artist /person with a learning disability 
in the work produced and that the makers recognise themselves in the art work produced.   
 
Q7.  When involving people with learning disabilities in arts experience, how do you 
help people to make choices: 
(a)  When choosing an activity? 
 
In my opinion it is impossible to really choose an activity unless you have some experience on 
which to base your choice. Equally, it isn’t easy to choose an activity in isolation without its 
context. For example; a ‘dance activity’ could be both alienating or empowering; e.g. 1. A 
dance class where people are expected to remember dance moves that the teacher does 
quickly in a sequence and perform them in front of others will feel totally different, from 2. A 
dance session arising out of the movements that happen when you and a friend play around 
with a pile of feathers. But equally, the dance with feathers could take on a wholly different 
complexion if instructed by the teacher only to blow them in time to the music. Or in the first 
example if a series of taught dance moves are used as a starting point to move a way from 
then participants stand a better chance of making a contribution. 
 
In this way, so much depends on the facilitator’s ability to create a safe and supportive 
framework that is both flexible enough to encompass the creativity of individuals, whilst 
structured enough to give people the support they need to develop their confidence.    
 
Also see answer to Q9 for more detail – as it is after the experience that one is able to use 
photographs, drawings, film, audio in order to inform future experiences. In the case of music 
I remember seeing Wolfgang Stange play short excerpts from a variety of tape recordings and 
then ask people to show hands in order to decide which they would like to dance to.  
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(b) During an activity? 
 

So in my opinion the process of informed choosing should be going on moment by moment 
throughout the activity. There’s no point in saying to someone “well you chose dance before 
so now you have to stick with it. Last time it involved feathers but this time it involves dancing 
in a damp cave in hob nail boots but you chose dance so I’m assuming you’re happy with 
anything we do”   
 
It is so important to check in with people; do you like it? Do you want to do it again? Do you 
like it when you do it with Lisa or when you do it on your own?  Do you like it bare foot? Would 
you like it if it happened outside?  
 
But even such questions don’t always hit the mark. Verbal responses aren’t always easy to 
get hold of, and questions need to be asked in such a way that allow the person to makes a 
‘negative’ choice. So we have to find ways of getting at the answers non-verbally; draw a 
picture of the bits you liked or use a drum or your voice to tell us how long to dance for.   
 
Ultimately I find that the only real way to create informed choice during the activity is to 
embed it into the actual art making process.    
 
For example: In the early stages of an activity one needs to establish a series of 
structures/frameworks in which to involve people in decision making processes. For example 
‘turn taking’ is one such structure. Passing a movement around the group or to a partner; 
echoing / copying someone else’s movement or mark; collecting individual sounds in a 
recording from people to make up the whole; or having a movement or sound conversation 
where one person directly influences the other. In this way feedback, reciprocal activity and 
mutual exchange can be established as fundamental to the creative workings and process. In 
my experience individuals quickly begin to pick up the idea or feeling that their choices to 
move this way or that have an ‘impact’. So they simply make more of them – becoming more 
expressive and adventurous. On the other hand if our choices make no ‘impact’ on others we 
ultimately feel they have no value and stop making them. By giving people the opportunity to 
act on their environment by making meaningful choices that make a material difference the 
person stands a chance of developing their confidence as long term creative choice makers.  
 

 
The order of questions 7a,7b and 8 may not reflect the order in which 

things actually happen. For instance, choice of activity often depends on 
recently evaluated experience. 

 
Q8.  When involving people with learning disabilities in arts experience, how do you 
help people evaluate their experience during an activity? 
When working with people with profound and multiple learning disabilities it becomes even 
more important that we consider the process of ongoing evaluation. This might happen in the 
case of a child with profound autism for example if the facilitator uses words like ‘again’? or 
'more'?, stopping what they are doing and waiting for an indication to stop, continue etc as an 
intrinsic part of the interaction. One needs to be prepared to notice and read responses in a 
wide variety of ways – for example eye contact could be an indicator of interest – but still we 
would need to put our assumptions to the test and keep up a constant state of active 
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reflection as a practitioner, because eye’s looking down or away may also be an indicator of 
someone listening or feeling positive. We need to learn how each individual expresses’ their 
likes and dislikes and potential interest. In this way one learns how to check in with the person 
as we go along giving them a chance to select / continue / develop/ finish an experience as it 
emerges moment by moment.      
 
So much here is dependant on the ability of the facilitator to establish a relationship. One 
need not make the assumption that this takes weeks – in my experience a facilitator that 
shows they are influenced positively by the contributions of the other is likely to establish a 
relationship quite quickly. The actions of a person with a profound learning disability can 
sometimes be hard to spot – the facilitator needs to be able to see and respond to these 
actions, building up the person’s confidence initially through attributing communicative intent 
to these actions and later by amplifying and supporting these actions in different contexts. So 
the evaluation can be happening in the quality of a breath, a fleeting grasp or a blink, it’s all a 
matter of tuning in.      
 
Q9.  When involving people with learning disabilities in arts experience, how do you 
help people evaluate their experience after an activity - and ensure that their evaluation 
is effectively expressed? 
It can be difficult to involve people with learning disabilities in evaluative processes when the 
individual is removed from the experience itself – for example answering questions or talking 
about what you did in the abstract. In one instance we worked with a boy with autism in dance 
and after the session he sat at a table in a nearby room and drew what he had experienced. 
The resulting drawings were so detailed, he was able to point to the pictures and in 
combination with single words that he rarely has the confidence to use; he was able to 
indicate what he’d like to do more of. Subsequently he took on a choreographic role by using 
his drawings to select and develop what he wanted involving a small group of his peers.  
 
One important factor in achieving evaluation after the experience is to have the evidence of 
the process or artwork itself in front of you. As an artist I often find it hard to evaluate things 
I’ve done while I am closely involved, and it can be easier to listen back to a recording or 
watch a film documenting what I did first or to see the work in a different context in order to 
think of how I want to go forward or what I’d change. The same is true for people with learning 
disabilities and often it’s the time a week later after a performance when watching it on screen 
with their fellow makers that people find language or indicate they liked that or  want to do 
more work on that bit. In these instances one needs to provide a variety of means for 
individuals to give the feedback – the chance to point at or pause favourite bits, the chance to 
sit with co- makers and share it through drawing or making marks, the chance to put 
sequences of photographs together to construct a narrative of the experience and then to 
change their sequence in order to indicate the ways in which it could develop. When working 
with people with autism for example I have been involved in work where many small 
photographs have been laminated and put together on a key ring, these photographs may 
show pictures of family artists, leaders, carers, activities, objects, places, emotions etc and 
these can be mixed and matched in order to evaluate experience or make informed choices. 
However, to make this work this kind of system needs the co-operation of everyone involved 
and needs constantly updating as individuals add more experiences to their portfolio.  
 
 Equally, it is important that individuals take away evidence of their work. Issues of ownership 
are raised here, because so often disabled participants aren’t given their own copies of the 
creative work they have made. Evaluation depends on the ability to re access ones creative 
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work and to develop new work from it.  For me, the recordings and photographs I made years 
ago provide me with a sustained opportunity to reflect and build upon what I have done.  
Giving a person the chance to do a tick by a smiley face as an indicator of enjoyment is just 
the beginning. Evaluation goes beyond gross likes and dislikes – for example we need to 
provide ways of giving people with learning disabilities the chance to alter the quality of what 
they are doing. For example I could like that one if I was doing it with this person or in that 
environment, with this music.  
Other potential ways t evaluate could be through producing; a radio report, a journal, post its 
with visual indicators of hot, warm, cold, maps, or new art works     
 
Q10. Please describe how your own practices of reflection and evaluation are involved 
in the process described in questions 6 and 7. 
 
Listed below are a number of evaluation and reflection strategies that I use on a regular basis. 
There are many and they keep forming and growing. And since establishing Salamanda 
Tandem in 1989 I have evolved some of these strategies further for use by all our artists and 
on our projects. At the moment I am co-working on a method that will enable us to assess 
creative performance across all out activities.    
 
A Reflective Journal including maps, diagrams, streams of consciousness, pictures, 
commentary etc 
Writing to a series of questions posed by myself and others at the end of the project e.g. did 
person centred learning take place for each individual? If not how could this change? 
Self reflection of how I performed and the difficulties I encountered with a mentor or colleague 
Writing reports, articles etc after the project is finished discussing the philosophy and 
methodology of that project. 
Experiencing the work by taking part i.e. not as a leader. This can give one information 
through an immersive experience. 
Formative evaluation for example writing aims and objectives or a guiding ethos for other 
professionals taking part e.g. care workers and classroom assistants   
Peer assessment through watching each other’s sessions or co leadership and follow up 
discussion 
Reviewing Video and audio recordings  
Editing music, dance on film and photographs 
Summative evaluation – visits to final events, facilitating participant, organiser, and artist 
involvement in such evaluation 
Reflection in Action - A series of underlying questions that underpin the practical work 
moment by moment e.g. am I engaging the whole group including staff, or is this person really 
interested in pursuing this idea further or is my voice communicating the right atmosphere. 
See ‘the artists journey’ for more detail  
A standard evaluation form of quantitive details following a project e.g.  An equal opportunities 
report and analysis of these figures 
Review meetings after projects and during projects which are documented and form part of 
my annual review report of all salamanda tandems activities. 
Pieces of art work created and shared with an audience, artist’s research processes where 
findings are disseminated and influence future art works         
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Q11.  How pertinent is the concept of ‘informed choice’ to your work with people with 
learning disabilities? How useful, for instance, is the definition below? (You may have 
a better one.) 
 
Very pertinent. Everybody can participate in the arts and make informed choices. Informed 
choices are a fundamental part of creative participation. I have never worked with anybody 
who hasn’t managed to make choices through the arts e.g. Michael at curie ward who was 
paralysed but could communicate through blinking, Paul with autism who communicated 
through sound and movement, at Sense people who are deaf and blind communicated 
through touch and vibration. The non verbal arts present us with a universal language …and 
a language that can be harnessed by all people not just artists. Relating to each other in this 
way provides us with a unique opportunity to develop a relationship and to relate to and see 
the person and not the deficits. 
 
The definition: The problem with the definition here is that it doesn’t seem to take into account 
of informed choice as an inherent part of the creative process. Perhaps I would say simply 
that 
 
 ‘Informed choice is the process by which an individual expresses a desire to do something 
on the basis of personal experience’.    
 

 
Perhaps consider one definition of 'informed choice' as: the ability to 

experience a minimum of two options; weigh them up; predict possible 
outcomes; and then make and express a selection, which one is then able 

to evaluate. 
 

Q12.  Can you give a concrete example of choice in connection with an arts activity 
working in practice? What was done? To what effect? 
Passing ones leadership role to others is important, for example participants playing the gong 
could stop and start the dance or music. Even blinking could indicate that a gong player 
strikes it – in this way all people could take a conducting or choreographic role. Or in a group 
of people where each person is making a sound, one can select from and construct to create 
your own composition using a gesture as simple as pointing or eye contact. Or by collecting 
words that arise from individuals sharing their dances one can sustain an idea into another 
art form e.g. painting sound could allow individuals to choose a different mode of expression. 
 
Once structures like passing, turn taking, transferring leadership, feeding back etc have been 
established as the bedrock of the activity then it becomes self sustaining.    
 
Q13.  What organisational and other factors help sustain the practice of choice? 
 
Clear guiding principles for artists and care professionals, and a Critical and evaluative 
process for project deliverer’s. An individually tailored approach   
 
When workers are left to there own devices and are dealing with difficult situations they can 
get ground down. It can be easier to make someone do something because it’s quicker than 
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waiting for them to be involved, it can be easier to give them a pre prepared drink rather than 
ask how they would like it. Providing meaningful opportunity’s for informed choice takes time 
and person to person knowledge, it can be easier not to listen, not to have a conversation, 
not to open up to the other person.  So allowing time and support for people to develop their 
confidence as choice makers is a key factor. 
 
Q14.  What organisational and other factors do you think get in the way of 
implementing choice? 
 
Within the activity  
- A pre defined end product. Pre conceptions about the abilities of the people with 

learning disabilities you work with – the deficit model. Having an idea of a ‘right’ or 
‘wrong’ way to dance, play a rhythm, or make a mark – e.g. a samba rhythm that has 
to be played exactly in order for it to work or a ballet movement that has to be copied 
to be right. 

 
When choosing the activity 
- Pressure or anxiety around the decision making process. Lack of contextual 

experience of the activity. Lack of time allowed for people to make an informed choice. 
Inferior range of choices.  Choices you have made before which you are being held to 
now e.g. in a day centre recently one participant told me that she couldn’t choose to 
do music with Duncan although she really liked it because she had already chosen to 
go out on the bus every week this year on a Wednesday. But that in fact going out on 
the bus had turned out to be very boring. In fact I was told that yes she couldn’t take 
part because she had already made her choice. Instances like this where people 
make ‘choices’ but when new options come available they cannot change their mind 
are common in the organisational climate of a day centre. Of course it’s good to stick 
at things but if people make decisions based on an impoverished range of choices 
surely this is a case for revue.  

 
Organisational Factors 
Routines can prevent us from standing alongside another person and we need to consider 
the quality of experience and to examine who these routines serve. For example: 
Routines which have been established for the convenience of professional staff can often 
turn into oppressive regimes – Tanoy announcements  relaying peoples personal goings on, ‘ 
Sandra Smith come to the foyer for her doctors appointment’ etc or people being taken in 
and out of rooms for routine toileting set by the clock. The re-organisation of a service which 
sensibly may now require all people living in the city to go to day centre at Point A (nearer 
their home), becomes a problem when life long friendships have been established despite 
the impossibly long bus journeys to a Day Centre at Point B which is now closing. 
 
 These things reduce and disempower people with learning disabilities taking away their 
decision making process’ It is important to empower people to make informed choices within 
the creative activity itself, but one also needs to be aware of the wider context surrounding 
such an activity for each individual. Individual adults may not be making the basic decisions 
about their own life; where they live, their choice of partners, choice of food, drink, clothes, 
medication, trips out etc. Ultimately we may have to start by creating an infrastructure of 
informed choice that surrounds the individual’s creative activities. Otherwise we are in danger 
of creating more isolation for people with learning disabilities. In developing the concept of 
the ‘Involve’ programme with Nott’s county council in Nottinghamshire, I tried to achieve a 
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holistic approach where all areas of the program’s delivery embedded informed choice and 
person centeredness at its heart. For example; the funders, administrators, managers, care 
professionals and artists that delivered it were all trained and had to develop their awareness 
of the underlying barriers and an enabling practice.           
In 2001 the government’s white paper ‘Valuing People’ reflected a substantial re thinking 
about these issue’s at policy level. For example the concept of person centred planning was 
introduced for all people with learning disabilities. So theoretically all service providers should 
have a sound understanding of informed choice. But in practice the new policy can be 
misinterpreted e.g. on an issue of rights we would think that a person using a wheelchair 
should have the right to sit at the dinner table alongside other day centre users. This is an 
important point when institutional wheelchairs are so big and cumbersome that individuals 
often cannot sit with others - but to interpret this point rigidly as some do and to insist that at 
every meal and coffee break that the person in the wheelchair is lifted out of their chair in 
order to sit at the table could also become a serious invasion of that persons rights.  
What is most important is not to loose sight of the person in this. And informed choice can 
become our aid. 
Q15.  Do you have any plans for developing your practices around the issues of 
choice and evaluation? If so, what are they? 
This Research project. Future opportunities I would like to create are; a user led evaluation 
group as part of the delivery strategy attached to an arts activity programme.  
 
Q16.  Are there issues around ‘person centred’ modes of working other than those of 
choice and evaluation that are important to you? Please illustrate with examples if 
possible. 
 
Issues surrounding Ownership.  
 
Q17. Please name organisations or individuals that you would identify as models of 
best practice in the areas of choice and evaluation methods, or person-centeredness 
in general, in this field. 
I list here a small number of company’s and individual artists from people I have worked 
directly with. 
 
Wolfgang Stange, Lee Sass at Art Link, Theatre Resource Essex, Artworks in Hastings, 
Ingred Ashberry at Carousel, Julie Hood at Indigo, Wendy Lawson, Spiral Dance Company at 
First Movement.  
 
Q18. Do you know of examples of arts-based processes (in advocacy, for instance) 
increasing the independence of people with a learning disability? Please give a brief 
description and any contact details if possible. 
Department Of Health seminars – an advocacy group exists as part of that which is 
interesting   
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2.b Interrogation in learning/teaching context 
 

(i) Artists 
 
In 2003-4, AWP conducted a pilot course for Nottinghamshire County Council 
(NCC), co-educating freelance artists at postgraduate certificate level and day 
centre care professionals at NVQ levels 2 and 3. The pilot was delivered in 
the context of NCC’s Involve Project, specifically the provision of participatory 
arts experience to elders and people with a learning disability. 
 
In Induction days, artists and care workers gathered variously as separate 
cohorts, artist-carer pairs and ensemble, to engage in both seminars and 
workshops. The work included the simulation of service delivery. 
 
Artists later attended a series of seminars, held during the period in which 
they worked on placement with their care professional partner. The third 
seminar was concerned with informed choice and evaluation. 
 
It was a requirement for both artists and care professionals that they had 
substantial experience of delivering participatory arts experience to people 
with severe access needs. 
 
The course leaders found that, 
 
• while the principle of informed choice was not fully understood at the 

outset of the course, artists had a good conception by the seminar, and 
could discuss strategies with some confidence; 

 
• at the time of the seminar, artists were still apt to confound their own 

evaluations of their delivery and the task of facilitating the evaluations of 
the participants. There was not, in most cases, a developed sense of 
strategies. 

 
The second matter was addressed on the course. But, given the recruitment 
protocols for the course, it suggests that similar education is needed for the 
general pool of artists delivering such work. 
 
(ii) Three care professionals were eager to maintain contact with AWP and 
thereby to develop their professional perspectives, after their segment of the 
course had finished. AWP invited them to meet as a group and commissioned 
a short Report (Bentley and Shardlow, 2004). Their report follows in full: 
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A Care-Professional Perspective on the Development of 
Arts Work With People in Nottinghamshire 
 
A. Bentley and D. Shardlow 
(2004) 
 
 
Care work with arts will have a positive influence in the integration 
of people with learning difficulties into the community 
 
 
Look at what it is, what it should be 
 
Develop a strategy 
 
What concepts would influence arts in care work? 
 
How do you measure developments? 
 
Consequences for management/care professionals 
 
 
Care work with arts will have a positive influence in the integration 
of people with learning difficulties into the community 
 
 

A) What it is,  
B) What it should be 

 
 
A.i. Specialised input within arts work has been fragmented, sporadic and 
selective due to     funding, transport or facilities 
 
A.ii. Institutionalised environment 

Art programmes are being provided within another service (Learning                             
Disabilities) 

 
A. iii Day services providing a multi disciplined staff team 
 
A.iiii. A safe environment where people can meet their friends 
        A good support network from colleagues 
 
 
B.i Inclusive. Autonomous service 
 
B.ii. Structured procedures in place to provide choice 
 
B.iii. An independent environment that provides the activity of choice 
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Possible ways to develop integration into the arts 
 
Create directory (regularly updates) of what art activities are available 
 
Create directory (regularly updated) of what artists are available 
Find out what people like going and access this further using above 
information for reference 
 
Enable people to have meaningful choices, by experiencing different art 
forms, to have a full understanding (choice through experience) 
Appropriate recording systems in place to monitor what people 
like/dislike/unsure of etc 
 
Care professionals to facilitate arts activities with artists to mentor 
 
Accessing the community. Art work to be facilitated at art venues 
 
People to access existing art forms, i.e., participating in college courses, arts 
clubs, workshops etc (this is to be interest led by the individual opposed to 
people attending on mass) 
 
 
Concepts that could influence arts in care work  
 
Provide informed choices 
 
Person centred planning. (PCP is increasingly promotes as a means by which 
people with learning disabilities can explore and be supported to pursue the 
lives they wish to lead) 
 
People to access courses which will meet their interest needs 
 
Find accessible community venues 
 
Provide taster sessions to experience options 
 
Open forum 
 
Invite others (people with similar interests) to take part in arts projects 
 
 
 
Measuring Developments 
 
Assessing / checking in with participants throughout activity to, enable an 
effective evaluation system 
 
Technical knowledge may be required to support the process of evaluation 

 30



 
Work towards an end product (vital for feel good factor) 
 
Consequences for management / care professionals 
 
Funding ideas: utilise skills of day service staff appropriately, by sharing 
skills/resources, with other day services, share funding for outside artists by 
collaborating interagency projects 
 
Staffing in the community- more staff intensive. Additional time required for 
planning. (Risk Assessments etc) 
 
Attendance for college, courses, workshops, arts projects, needs to be 
consistent 
 
Transport 
 
Specific staff roles to be created for project co-ordination  
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2.c Invited seminar 
 
The decision to conduct an invited seminar resulted from two factors: 
 
1. the results of the pilot questionnaire; 
2.  the investigators’ experience of work around informed choice and 

evaluation in the learning/teaching context of the AWP pilot course. 
 
On the basis to replies made on the September 2003 pro forma (1.b above), 
20 invitations were made to individuals representing artists, care professionals 
and arts managers. They were invited to bring along maximum of one 
colleague each if they desired. 
 
The seminar was held 12 noon-5pm on Tuesday 30 March at the University of 
Nottingham. 10 people attended: 
 
1 x dance agency education and community manager   Louise 
5 x day centre officers   Anne, David, Martin, Nick, Simone 
1 x arts access centre worker      Steve 
1 x freelance artist, researcher and arts administrator   Laura 
1 x LD theatre director        Richard 
1 x LD theatre company assistant (with a learning disability)  Sunny 
 
 
Isabel Jones, Mick Wallis facilitated, with the assistance of Lisa Craddock of 
Salamanda Tandem, who also conducted documentation.  
 
The day was conducted as follows: 
 
Introduction and agenda for the day 
Breakout session 1 - Facilitation of informed choice and evaluation 
Plenary 1 
Breakout session 2 - Techniques with specific examples 
Plenary 2 
Close 
 
The letter of invitation suggested, inter alia, that ‘the activities of choice-
making and evaluation intertwine’, and proposed consideration of the service 
user’s 
 
Choosing an activity 
Choosing during an activity 
Evaluation during an activity 
Evaluation after an activity 
 
A copy of Harris (2003), ‘Time to make up your mind: why choosing is difficult’ 
was enclosed. 
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The Introduction reviewed the above and introduced one further model, drawn 
from Schechner (1988) - frames and play. Play can usefully be considered as 
a productively bounded (framed) activity. We can extend this model to map 
successive concentric frames that determine the nature of any one instance of 
play. In the present case, we might consider the shape of the session, the 
nature of the day centre, contractual arrangements and financial structures to 
be four such frames. They may not all be positive in their effect. The invitation 
is to determine for oneself what the significant frames are, their ordering and 
how they might be reordered to increase the possibility of productive play. 
 
Full transcripts of the seminar are at Appendix B. They are summarised here: 
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Break-out session 1 
Facilitating informed choice and evaluation 
Group A 
Isabel, Louise, Nick, Richard, Simone, Sunny 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Support for existing interests makes us 
feel safe 
 
Coupled with surprising new 
experiences 
 
A balance between the above two gives 
us good infrastructure for choice 

In institutions, choice, and how 
we present choice is a new 
experience for most staff. 
Training is needed. 
 
 
The consequences of making a 
choice are often the hardest points 
to get across…i.e. “if you choose 
this, you then miss this” 

Previous experiences are not 
always guides – they can be 
habit 
 
As we change our tastes 
change 
 
How do we offer choice 
without making 
assumptions? 

From habit to positive 
change 

choice 

Gathering the materials you 
need around you  
 
Trying it out 
 
Letting the interest grow 
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Break-out session 1 
Facilitating informed choice and evaluation 
Group B 
Anne, David, Laura, Martin, Mick, Steve 
 
 
DAY SERVICES     ARTS ORGANISATIONS 
Responsibility to provide     Responsibility to provide  
person centred planning    high quality experiences 
  

Should arts organisations create 
guidelines for artists as to how they offer 
choice and evaluation? 
 
Is this limiting or helpful to artists and 
the organisations they work for? 

Giving choice you need to provide 
inspiration/stimulus 
 
What do you do when an 
individual decides not to make a 
choice? 
 
 
Keep checking in to make sure the 
individual still feels the same about 
their choice/non-choice. 

It can be labour-intensive to offer 
real choices 
 
Smaller groups/day services lead to 
more flexibility – the sessions can 
be changed and more choice offered 
– communication easier 
 
A larger day service requires 
months to change timetables – this 
makes it harder for choices to be 
made instantly, often have to stick 
to what has been planned more 
rigidly 

choice 

Choice from 
within 
remains a 
constant 

Bureaucratic changes 
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Plenary Feedback 1 
Facilitating informed choice and evaluation 
Mick, Anne, Steve, Nick, Richard, Isabel, Simone, Laura 
 
 
• the arts are central, not peripheral; this needs to be asserted; the culture 

of schools nationally needs to be reassessed on this basis 

• financial resources are needed to make choice real, by making proper 
time available 

 

• support professionals need to be physically involved in the arts activity 

 

• to choose, people need information about the environment for the 
activity and the sequence of events as well as the particular element 
being chosen 

• since environment is important, consider bringing the activity to the 
person, rather than person to the activity 

• it matters to the artist why people are there at the session; prior choices 
or non-choices of participants are important, yet often unknown; this 
does not imply that the constraint of choice is necessarily ethically 
unsound – the world is not perfect; one needs to understand the 
situation and respond appropriately; this requires communication 
between artist, support professionals and others that a group and 
provider get foisted on one another need not have a bad outcome  

 

• how do you realise individual choices in communal/institutional 
contexts? as a facilitator, you need to be aware of both group and 
individual (horizontal/vertical) 

• habit can be a trap, for anyone – how do you break patterns of 
behaviour , in a constructive way?  

• who can say what habit is - and is it always bad? habitual movement is 
part of a person’s vocabulary; it can be a very grounded and hence 
powerful because cathected basis for movement in dance, for instance.  

• the simple choices of institutionalised individuals can appear to be 
obsessive or deviant from the point of view of the institution, because of 
its own obsessive needs; the pursuit of individual reward often does not 
fit the ‘logical’ rhythm of the institution. 

 
 

• the strategy of having a ‘choosing time’ for each individual is a good 
one; but be sensitive to the context in which the choice is made; choice 
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is never context-free, so consider within the safe and facilitative frame of 
choosing time how to re-frame the context, re-vision the choice 

• if a choice is evidently not self-rewarding, take regard of the context in 
which it is made – and change it 

• there are fundamental questions about why we value choice and want 
others to choose, and these relate to situations; real empowerment 
means assisting choice all the time, in the person’s self-determined 
frame; 

• allow people to opt out during the session; it’s their choice 

• one-to-one choice can be a pressure, since choice is always situated; 
the person’s choice will in fact impact on others, and they will almost 
always be aware of that; you need to be in the moment with them to see 
and help them manage this; but also recognise that the choice is also 
situated in the person’s day, and whole life 

• be self-aware about your own priorities when setting the frames for 
choice-making by others; be aware that your own choice of frame is 
complexly situated, not ‘normative’. 

 

• consider the post-identity model of ‘world-making’, as appropriate to us 
all; this is more appropriate than the ethos of integration – we need to 
ask, integration into what? 
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Break-out session 2 
Techniques with specific examples 
Group C 
Anne, Laura, Lisa, Richard, Steve, Sunny 
 
• engage spontaneously in the moment; be prepared to use games to 

allow negotiation of the frame or level of choice to be set by the service 
user 

• mirroring people allows themselves to feel safe and the to make their 
own choices at their own pace; flow with the person rather than try to 
change them 

• find the person’s own vocabulary or language and use it; enter their 
world and enjoy it together; but don’t expect success every time 

• be in the moment every time, even when repeating 

• don’t rely on old successes; people differ 

• received knowledge about a person can be a barrier; you only really 
need to know about essential health and safety issues 

• get feedback from other professionals once you’ve commenced the 
interaction 

• maintain good standards, while constantly finding new ways of working; 
avoid ossification 

 

• people have the right not to respond 

• a new person can open up new possibilities for a service user 

• there can be a personal spark (or not); and be sensitive to the possibility 
of a group dynamic; but be prepared also to step back and let others 
take over the interactions 

 

• guidelines on person-centred work, especially for newcomers, would be 
useful 

 

• for evaluation, put people back through the experience, to recall and 
document their responses; though the choices made in performative 
evaluations can be informed as much by ‘extraneous’ evaluations and 
recall as by the arts activity; but so it is for all choices 

• evaluation by means of recall through documentation – say by video - 
can be enjoyable and affirmative for the service user; they see 
themselves re-presented. 

• avoid asking what was good and what was not; ask about preferences; 
and remember that not all valuable arts experience is simply ‘enjoyable’ 
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• use visual, tactile, auditory references 

• be responsive to all signals from a service user; don’t assume certain 
actions are merely symptoms of an impairment. relatives and friends 
can help interpret. 

• subtlety and responsiveness is needed both in recognising the 
evaluation signals and in facilitating rather than guiding them 

• the best choices are made as part of a process; language can be a 
barrier and block as much as a tool; this is true for all creative processes 
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Break-out session 2 
Techniques with specific examples 
Group D 
Nick, Isabel, Louise, Martin, Simone, David 
 
• problem of disseminating best practice – how to document for this 
 
• having a set pattern of choice-making tailored to each individual 
• importance of observation of the individual, the track of their choice-

making and enjoyments; this can be a kind of conversation 
• the trick of getting someone to join in an activity you predict they will 

enjoy 
 
• use of video and photos to facilitate evaluation of each session at its 

end; and use later for the staff, too 
• see if someone wants to be witnessed on video by watching it together 

several times in private, as a rehearsal 
• use of students and other outsiders to experiment 
• giving a whole series of aesthetic choices to individuals outside of 

participatory arts sessions, to improve their quality of life by building an 
accessible portfolio 

• for a domestic or institutional move, display pictures of the possible new 
buildings up on the walls for a long period, to be discussed and 
responded to 

• use art to express life choices by developing PCPs in a visual arts 
format 

• a PCP is in itself a form of evaluation - all the significant life choices are 
gathered in one place. even though choices are of course made 
regularly, on a daily basis 

 
 
• the care professional often knows what the service user feels; though 

may feel this is as presumptuous as it is helpful 
• the communication of a service-user’s evaluations to relatives in written 

form, as is standard practice, can often be felt as meaningless or 
inappropriate to them 

• be aware of the notion of ‘reflection in action’, a lively dialogue with the 
situation you are embedded in, an objectification of circumstances just 
as much as is a post hoc evaluation, but done on the hoof and 
constantly revised 

• reflection in action implies the ability of the professional organically to 
evaluate the circumstances for successful evaluative expression by the 
service user, moment by moment 

• the photographic record of an activity evidences people’s active opting-
in 
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• importance of small groups – some say 10 is large 
• importance of co-leaders, whether another artist or a care professional, 

to take on the task of reflection – a reflection/action duo. 
• manage person-centeredness in larger groups by the use of co-workers; 

by building sub-groups of service users in dialogue with one another; by 
setting frames for self-directed activity 

• evaluation is attenuated by one-day taster session; the evaluation is 
usually left to the care professional 

• evaluation in depth is as refreshing as much as it is a labour; it 
generates investment of service users and dialogue across the 
professions 

• more opportunity to compare notes with other artists and workers 
• routine of day centre can interfere with process; those who can’t 

articulate verbally lose out, especially 
 
 
• it may not be the activity that is liked or disliked, but the place in which it 

is being experienced: a space might be experienced as being too large, 
or pleasantly bright and cheerful 

• respect opting out as a positive choice 
• need to be sensitive to behaviour as continuous evaluation 
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Plenary Feedback 2 
The main thing you would tale away from the seminar 
Anne, Isabel, Laura, Louise, Martin, Mick, Nick, Richard, Simone, 
Steve 
 
 
• basic agreement on principles across different professions 
• raising level of awareness of evaluation, both as an introduction or as a 

reminder 
 
• informed choice is valuable as a basis for self-development and 

realisation, not just a ‘right’ 
 
• the need to know the individual 
• financial resources crucial to person-centred work 
• make the evaluation real, not just pay lip service to it 
• decisions need confidence, so build the confidence of the service-user 
• develop the relationships with both service-users and co-workers to 

make the evaluation honest 
• the need to be aware of different modes of evaluation 

 
 
• avoid purge mentalities – build from where we are 
• the need for protocols to be informed by the organic self-reflexive 

professional 
• question those who set the frames and rules 

 
 
• importance of developing a language for the practice, and to own it 
• though doing rather than articulating is the real site of knowledge 

production 
• the self-reflexive professional uses articulation as a sounding board for 

their development  
• develop guidelines for those entering the field of practice 
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2.d East Midlands Arts seminar .  
 
Isabel Jones and Mick Wallis made a keynote presentation and facilitated the 
East Midlands Arts one-day invited seminar, Social Care, Health and the Arts 
- Questions of Continuing Provision in June 2002. 
 
Reference might be made to the Report made by EMA from that day. 
 
Given that the participants were drawn from several professions and had 
some national as well as regional profile, they might be drawn in to the 
iteration of the present research.  
 
2.e Research process dissemination 
 
During the progress of the research, publication of its interest was made as 
follows: 
 
‘Work in Progress’, Arts Research Digest  No. 30 (March 2004) 
 
Mailout October/November 2003, p. 21  
 
AWP leaflets 
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E. Conclusion and Recommendations 
 
 
Conclusion 
 
The research confirms that thinking about informed choice and adequate 
evaluation strategies for people with learning disabilities accessing arts 
experience is still at an early stage. Nevertheless, experts from all pertinent 
professions agree that good arts work with people with learning disabilities is 
impossible without fully addressing these principles. And there are clearly 
examples of excellent practice on the ground, not yet disseminated. 
 
The creation and nurturing of a community of reflexive practitioners is 
essential to the development of the field. Models have been identified and 
generated here through dialogue between the researchers and respondents, 
and deserve to be shared. This may be by teaching and learning programmes 
or the dissemination of best practice through publication or by structured 
networking. The direct involvement of people with learning disabilities in this 
development is indispensable. 
 
Some points of principle include: 
 
1) recognition that service user evaluation needs to be facilitated at three 
levels: 

post hoc or summative 
on occasions during the activity 
immersive 

 
2) recognition both of the difference between and relationships between artist 
or support-professional evaluation and service-user evaluation 
 
3) recognition that informed choice can happen moment by moment as a 
necessary part of the arts experience 
 
4) development of strategies to encourage, recognise and understand 
performative choice and evaluation 
 
5) development of models of praxis, based in agreed principles of best 
practice and fully owned by each artist and support professional engaged in 
the field 
 
6) development of skills in reflection-in-action in both artists and support 
professional – a continual internal dialogue between immersive experience 
and reflective objectification – on the basis of (5). 
 
7) inclusion of front-line support professionals in the circulation of directories 
of artists and arts activities, produced by arts boards and other organisations 
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Recommendations 
 
1) delivery policy: 
 
- that the principles established above be adopted in the region by arts 
delivery and funding agencies, across care, arts, health and education, and 
that project planning and funding and planning take this into account. 
 
 
2) research policy: 
 
- inclusion of care professionals, artists, service users and service providers in 
future research 
 
- continue education in informed choice and effective evaluation, including by 
dissemination and iteration of the results herewith, e.g. via AWP website and 
ACEEM publication 
 
- research other issues inherent in good arts practice with people with learning 
disabilities, e.g. ownership; person-centeredness. 
 
 
3) funded projects: 
 
- a documented arts action research project exemplifying and sharing 
informed choice in action 
 
- pilot user-led forum as inherent part of service delivery 
 
- development and publication of unified database of LD and the arts, from 
working database (1.b) and others within ACEEM region 
 
- commissioned articles from national experts in the field of LD, on the basis of 
questionnaire, as exemplified here under 2.a (ii) 
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	2. Choice, informed choice and performativity
	Jenkinson (1993) distinguishes between normative and descriptive models of choice:
	Freedman (2003) proposes the following definition of
	 Informed choice ‘the ability to experience a minimum of two options; weigh them up; predict possible outcomes; and then make and express a selection, which one is then able to evaluate’. (see also p.25, Q.11).
	 Performativity  Jenkinson (1993) draws on Rawlinson et al (1995) to refer to practical choices made in social settings as ‘performative’.  In queer theory, derived from poststructuralism, ‘performativity’ designates the minute negotiations whereby slight variations in repeated behaviour effect real personal change and category shifts. (see Shepherd and Wallis 2004: 220-4)
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