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The arts in schools is one area of interest that I’ve been
delighted to carry with me from my old job in the DfES, to
my role as Arts Minister.

I am endlessly inspired by the quality of the art that I see 
in schools, it just seems to get better and better. This is 
a tribute to the tremendous work of teachers and pupils
around the country. I have seen wonderful examples of
how the arts – be they music, dance, design, the visual arts 
or drama – provide a perfect medium for capturing and
focusing the creativity and energy of young people. 

I believe in the importance of the arts and that all young
people should have access to a rich cultural life in schools
both within and beyond the curriculum. As more young
people have the opportunity to enjoy the arts for the first
time, more will want to deepen their interest and take their 
involvement in the arts further. 

This is often the first step in a life long love of the arts. For increasing
numbers of young people, it’s the first step towards a career as well.

We want to make it easier for young people to progress along this pathway,
and that’s why I particularly welcome the publication of this guidance. It is
important that those young people who have embarked upon their personal
journey through the arts know what to do and where to go next. It’s important
that as teachers or Gifted and Talented Co-ordinators, we can recognise their
potential and help support and nurture it. For some exceptionally talented
young artists, this might mean directing them to external specialist advice 
and training. This guidance will help do all these things. 

Of course, guidance alone isn’t enough. That’s why we have a range of other
work in hand to offer new opportunities to talented young artists. For
example, together with the DfES and Arts Council England, we are developing
a Young People’s Arts Award to recognise young people’s participation and
excellence in the arts. We are also working to widen the opportunities made
available to our very best young musicians and dancers through the Music
and Dance Scheme. I am keen to do more, and to explore what parallel
approaches we can provide alongside some of those we’ve developed through
the PE and School Sport Club Links Gifted and Talented project for sport. 

I do hope, however, that you find this guidance a useful and timely starting
point. More than that, I hope the talented young artists in your school will
enjoy and feel stretched by the some of the ideas and activities contained here. 
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Introduction to the guidance
This guidance is centred on the educational needs of pupils who are
talented in those subjects in schools commonly grouped together as the
arts: 
• Art and design 
• Dance 
• Drama
• Music 

The content is underpinned by the principle that every pupil should be
offered opportunities to engage in all the arts, irrespective of ability. The
inclusive nature of the arts subjects is to be celebrated. Arts experiences 
in schools can and do engage all pupils. 

To cater for the needs of talented pupils, it is important to identify their
talent at an early point in their development. This guidance will provide
comprehensive assistance to teachers who wish to identify and support
pupils with talent in one or more of the arts. As well as being of value to
teachers, this guidance will also be helpful to artists, and other arts
specialists involved in education. 

Though this guidance may focus on talented pupils, there is much that will
be of more general assistance to teachers. The case studies for example,
involve both talented pupils and others who, though not as able, may be
enthusiastic and motivated in their artistic practice. It is a strength of the
arts that much activity involves pupils of all abilities working together 
co-operatively, learning from each other.

This document provides cross-phase guidance and as such, some of the
indicators and suggested differentiation activities are more relevant to a
particular age range. There are examples across all key stages and teachers
are invited to use those most relevant to their current work and cohort.  

In addition to this guidance document, a website has been developed
‘Creative Generation’ (www.creativegeneration.org.uk). The guidance
documentation is also available in two formats on this site. The site invites
parents, pupils, teachers and others interested in arts education to read
success stories from schools and individuals. There is also the opportunity to
share ideas and discuss issues in three on-line discussion groups.  It is hoped
that this will promote sharing of good practice and increase accessibility to
appropriate provision for pupils wishing to develop their skills. in
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contextfor
guidance

(i) ‘Gifted’ or ‘talented’: establishing terminology

“Pupils that are identified as ‘gifted’ should be achieving, or have the
potential to achieve, significantly above the average of their year group
in National Curriculum subjects other than art, music or physical
education (PE). ‘Talented’ pupils possess significant ability in the arts or
sports. The DfES recognises that some gifted and talented pupils will be
all-rounders. At least two thirds of the gifted and talented pupils in each
year group were to be identified on the basis of their academic ability
(that is, gifted or all-rounders).”i

Curriculum planners should not use this distinction between an
academic ‘gift’ and an artistic ‘talent’ to make assumptions about the
abilities of the overall cohort of pupils which might engage in the
academic subjects when compared with those who engage in the arts.
Often there is a relationship between intellectual ability and performance
in all National Curriculum subjects, though there are exceptions.

(ii) A definition of the arts

A definition of the arts is beyond the scope of this project. The decision
about which art forms to include was based as much on practical as
philosophical grounds. For example, creative writing, though clearly an
art form, is not featured in this guidance; however, some aspects are
addressed within the section of this publication related to Drama.
In the context of this guidance, the arts consist of those areas in
education that require pupils to engage actively in the processes that
constitute creation and performance. 
These are defined as the performing arts:
• Dance
• Drama
• Music 
and the visual arts:
• Art
• Craft
• Design 

6



Practice in the visual arts generally focuses
on personal endeavour while the other arts
often include a dual dimension of personal
expression alongside the work and/or
performance of others. 

This definition is provided to be as specific
as possible in order to avoid ambiguity and
confusion. However, it is recognised that
each of the categories of the arts will
overlap. Interaction between the art forms is
an increasing phenomenon and sometimes
the outcomes of this work can represent the
highest practice in the arts. 

The use of digital media in art is expected to
grow at an enormous rate over the next few
years. Many artists are using ICT to create
and develop their work. Therefore, to have
the broadest experience, pupils must also
have access to ICT in relation to their work 
in the arts. The use of computers in arts
education is challenging us to rethink the
ways in which we develop pupils’ creativity.
The combined and interactive aspect of the
arts is reflected in the case study material
provided at the end of each chapter. 

context for guidance
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(iii) The value of the arts in education

Arts education enables pupils to:
• Use their emotional and imaginative

experience as part of their general
development and to understand better 
the nature of artistic experience 

• Take advantage of various activities and
media designed to develop their skills and
increase their knowledge and
understanding 

• Undertake a disciplined form of enquiry
and expression  

• Organise their ideas and feelings while
understanding better the nature of artistic
experience and the meaning of the arts  

• Make an initial response to both their own
personal experience and that of others,
combined with undertaking observation,
analysis and evaluation of such
experiences 

Participation and appreciation are
complementary features of arts education.

Arts education values intellectual activity and
development in the education of emotions
and sensibility. An important part of the
process is helping to develop the skills
required to express this in a tangible form.
This is clearly key to the education of all
pupils, although especially important in the
education of those pupils who demonstrate
particular ability.

Much of what which constitutes good 
practice in education applies equally to 
arts education. Arts activity contributes
significantly to the following: 
• Visual accuracy, audio alertness, sensitivity

to touch, coordination and overall sensory
awareness

• Grace, poise and balance 
• Increasing the ability of pupils to express

ideas in precise terms
• Regular exercises in rigour and criticism

that are open to evaluation and 
re-evaluation  

The process of producing work in
the arts whether through displaying
at an exhibition, a publication, or 
a performance involves various
forms of intense and challenging
examination and critical appraisal.
In this context, arts education
builds on the work of others,
taking good account of
contemporary social
circumstances, accommodating
diversity of practice and
encouraging personal autonomy.

These are key aspects in ensuring
the achievement of high quality
work for pupils who are
committed to working 
in the arts. They are
especially important in the
education of those pupils
who are talented. Such
pupils need these
experiences in order to:
• Recognise how best to

develop their natural
abilities into practical and
intellectual skills  

• Respond to the challenge
of constant scrutiny
involved in working
alongside their peer group 
as well as other artists 

• Regularly measure themselves
against past performance and
achievement 

A significant aspect of the value
of the arts in education is that the
experience of the pupils and
students is similar to that of the
practising artist.
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(iv) The pyramid of progression as an

organising principle

A ‘pyramid of progression’ (see fig opposite)
may provide a useful framework for those
working with artistically talented children
and young people. Within this model there
are four main factors that affect the
development of talent: 
• age
• ability
• motivation
• availability of opportunity. 
These factors determine where an individual
student sits within the pyramid  and their
progression through the tiers. 

Effective education for pupils who are gifted
and talented in the arts is achieved through a
combination of in-school and out-of-school
opportunities. Schools can and do provide
meaningful learning experiences for all their
pupils, no matter how exceptional their
talent, but many pupils will need to access
additional opportunities to develop fully their
potential. Teachers can demonstrate best
practice by acting as brokers, helping pupils
to find and benefit from opportunities
outside of school that provide the right level
of challenge and progression.

Examples of opportunities 

Classroom provision

Opportunities exist for pupils to sample a
wide range of activities in all art forms with
progress assessed according to the national
curriculum levels where they exist.  Within
normal classroom provision, differentiated
activities stimulate and challenge more able
pupils.  Examples of differentiated activities
in each art form can be found in the relevant
chapters of this document.  Where a teacher
notes that a pupil’s performance is
exceeding the national curriculum levels, the
‘generic indicators’ may be helpful. These
can be found in Section (vi) in Chapter 1 of
this document.   

Additional school opportunities 

These might include outreach activities that
are organised through school or activities
that take place elsewhere.  For example,
work through a partnership between the

school and an external organisation such as
an art gallery or theatre.

Local/area opportunities 

These are activities outside of school.  They
might include collaboration between a gallery
and a local education authority, or perhaps a
county orchestra, dance company or youth
theatre. 

Regional opportunities

These might include masterclasses, 
intensive summer courses at art colleges or
dance summer schools. Regional
opportunities provide more intensive
learning and give pupils the chance to meet
gifted and talented peers. 

National level opportunities

At the pinnacle of the pyramid is specialist
provision where pupils focus on their particular
area of talent, receiving specialist training and
education to support this. The government’s
Music and Dance scheme supporting pupils in
specialist institutions is an example.   Details of
national bodies in each art form can be found
at www.creativegeneration.co.uk - the website
related to this document.  Other helpful
websites are signposted from here.

Footnote: Readers might also wish to be aware of the ‘talent

ladder’ model used to support the development of talented

young sportspeople. Details can be found at

www.youthsporttrust.org/talentladder 

context for guidance
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(v) A general introduction to the use of

the indicators

Identifying talented pupils is not a
straightforward process. Some pupils may
exhibit a particular talent in one aspect of an
art form that might not be immediately
identified, particularly by a non-specialist
teacher. For instance, in art and design, an
exceptional talent in representing objects in
two dimensions through the process of
drawing is only one aspect of talent in this
subject. There are less immediately
recognisable aspects that are equally
important such as design abilities or the
capacity to use art media to express mood
and atmosphere.

Gifted and talented underachievers pose

special challenges. 

They can be:
• Quick thinking
• Quick to criticise
• Quick to justify their behaviour, even when

that behaviour is inappropriate by
commonly acceptable standards

Gifted and talented underachievers tend to: 

• Have low self-esteem
• Be confused about their development and

about why they are behaving as they are
However, rather than using their intellect to
seek the cause of their discomfort and an
appropriate cure, gifted and talented
underachievers rely on their intelligence
inappropriately to: 
• Manipulate their environment to make

themselves feel better. 
• Tell themselves that they are above that

which surrounds them
• Focus much of their energy on finding

inadequacy in others, in things, in systems,
to excuse their own detachment

When others disagree with their choices,
gifted and talented underachievers, through
clever use of their own idiosyncratic logic,
attempt to defend their positions and to
undermine arguments presented by others.
Identification procedures should be monitored
to ensure that pupils with potential, who are
not already high achievers, are not missed.

The indicators

The indicators fall into two discrete
categories; those that are generic to all
arts forms, and those that are subject
specific. The generic indicators are
centred mainly upon aspects of
behaviour related to motivation and
endeavour which are likely to be
evident not just in pupils talented in
the arts but in pupils who are either
‘gifted’ or ‘talented’ in any subject area
across the whole school curriculum.
The National Curriculum ‘levels’
provide one set of subject specific
indicators of talent in the arts that
are readily available for teachers.
The level statements for art and
design and music will certainly
provide teachers with helpful
specific assessment criteria
for pupils of all abilities, but
there are no levels for
either dramaiii or dance (see
the section on Dance
Indicators in Chapter 3 – PE
level indicators may be
helpful). Where they are
available, these levels should
provide assistance. In this
case, the indicators presented
in this guidance provide a
supplementary stage in the
process. When using any available
levels or indicators of ability,
teachers should obviously expect
pupils of talent in a particular
discipline to be performing at a
significantly higher level than the
majority of pupils of a similar age.
Thus the National Curriculum levels
are particularly helpful with young
pupils of talent, where for instance a
pupil who should be operating at
level 1 would be demonstrating
standards of a pupil of a much higher
level. The GCSE criteria build upon the
National Curriculum levels and the A'
Level grade criteria offer a further stage
in this ‘ladder’ to assist in the
identification process.

These indicators are not listed in order of
importance and the arts subjects are
presented in alphabetical order, no priority
being implied in their sequence. gu
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context for guidance
(v i )  The generic  indicators

The generic indicators – attributes common to pupils with talent in all
of the art forms.

Pupils with talent may display:

• A particular interest or high degree of motivation in relation to 
the art form, including both their own practical engagement and the
output of others

• The capacity to sustain interest over a long period when engaged in
practical activities in the art form, and a tendency to return frequently
to refine and develop their work

• Exceptional enthusiasm, commitment, focus and enjoyment of
practical engagement in the art form

• A clear belief in their abilities in the subject, together with a confident
approach to engagement in the art form

• The capacity to assimilate instruction and direction related to the art
form with ease

• A tendency towards perfectionism and attention to detail (although at
times they may be overcritical of their work)

• The capacity to analyse, evaluate critically and modify their work and
respond thoughtfully and perceptively to the work of others.



(vii) Differentiation strategies and the

arts – some general principles

The teaching of the arts is as concerned with
processes and skills as with outcomes.
Therefore, the dominant teaching
methodology that is utilised usually involves
all pupils in one set task, with differentiation
being by outcome. In the majority of projects
this is appropriate. However, there will be
some occasions when this strategy is
unsuitable for all pupils and when teaching
targeting the specific needs of talented
pupils is desirable in order to provide a
particular challenge for them – differentiation
by task rather than by outcome. 

In planning, the teacher should consider the
learning objectives of the activity, and decide
whether differentiation by outcome or task is
the most useful and appropriate approach.
Many activities in arts education have not
required specific differentiation for the
talented as the subjects and strategies for
teaching are often considered to provide
substantial scope for such pupils to develop
and extend their knowledge, skills and
understanding.

One significant effect is that pupils are less
aware of the practice of differentiation in the
arts than in other subjects and, therefore, a
sensitive approach is essential. Teachers will

wish to ensure that they
continue to encourage all
pupils and do not
discourage the average
pupil by offering
additional activities that
might be perceived as
more 'interesting', to the
more able in the class. It
may even be that in offering
such differentiated activities,
other above average ability
pupils are challenged to ‘have-
a-go’ as well. This would be
regarded by the sensitive teacher 
as offering the welcome
additional benefit of addressing
the needs of the talented.

Strategies that can be utilised to
cater for pupils of talent will vary
according to the nature of the arts
discipline, because, whilst all art
forms have a generic concern with
personal expression, there are
important differences between
them that affect the way in which
teaching is planned. Subsequent
chapters will therefore provide
guidance in differentiation in each
separate art form. gu
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art&desig
art&design

(i) The aims of the subject

The subject of art and design is recognised in the National Curriculum
structure as an essential foundation subject. This is because art and
design fulfils a range of functions within the education of the child,
some of which are specific to art and design and some which are shared
with other arts forms. Art and design: 
• Offers a vehicle for personal expression 
• Stimulates creativity and imagination through the use of artistic media 
• Makes an important contribution to creative and mental growth
• Develops visual literacy, which is essential if a pupil is to understand

and respond to the contemporary visual environment.

This is the unique contribution of the subject – the development of
visual awareness – “the education of seeing”.
Through engagement in art and design activities, pupils: 
• Develop their ability to make informed aesthetic judgments both in

relation to their own personal artistic practice, and the work of other
artists, craftspeople and designers

• Learn about the role and function of art, craft and design in both their
own and other cultures in order to broaden their cultural knowledge
and understanding.

(ii) A balanced programme of study

Though individual art and design courses may differ in content, when
following a balanced programme of art and design activities pupils are
likely to engage in theoretical and practical activities intended to:
• Develop their observational skills by recording both what is seen and

recalled from memory.
• Provide the opportunity to express both their inner feelings and the

world of their imagination, and explore issues and ideas through
visual means.

• Develop an understanding of the language of art: the visual elements
of line, tone, colour, texture, shape, pattern and form, and use these
elements for expressive means.

13
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• Introduce them to a range of artists and
designers from different cultures in order
to develop their knowledge, and their
capacity to understand and criticise their
own, and others' work, through both
verbal and practical activities

Practical work may involve both exploration
and teaching of skills in a range of artistic
media and processes, including drawing,
painting, printing, collage, modelling and
constructing, in both two and three
dimensions. A talented pupil may excel in
one or more of these areas, so breadth of
study is important.

(iii) Recognising talent in art and design 

High level performance in one of the
categories below may constitute a talent. 
For instance, a pupil's talent could be in 
the understanding and use of perspective
without possessing talent in originality of
interpretation. Abilities in two-dimensional
studies may not be replicated when working
in three dimensions etc.

Certain talents in specific aspects of art and
design, such as exceptional ability in graphic
representation, may be more easily
identified than others such as design ability.
It is important not to define talent in art 
and design too narrowly thus excluding
some pupils. Originality, imaginative
interpretation and presentation of ideas 
may not necessarily be associated with, for
instance, talent in working in careful detail.
Work by talented pupils might seem clumsy
in execution but may still be evidence of a
specific talent.

Some of these indicators involve cognitive
ability. For instance, the process of visual
enquiry can be reduced to a ‘formula’ that
may be more easily manipulated by an
intelligent pupil, without necessarily
requiring special artistic ability. This should
be borne in mind when evaluating pupils'
work. The examination and assessment
system can be used as one indicator of
talent, but the requirement to assess work in
art and design can actually narrow the range
that is produced. Work that does not gain

high grades may have features of flair and

originality that defy the classifications of

formally agreed assessment criteria.

In using these indicators, the teacher will
have to make a judgment in comparison
with the typical performance of a child of
similar age. The National Curriculum levels
may be an aid in this, though they are
somewhat broad and complex to be of great
assistance in the process. They can however,
be broken down into three strands to make
them more accessible. Reference to the case
study section of this guidance will also
provide some age-related examples from
talented pupils for comparison.

14
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The art  and design indicators

Pupils with talent in art and design will show evidence of particular
ability in:

• Using artistic media to record accurately what is observed

• Recalling accurately from memory when using artistic media for
visual and expressive purposes

• Recording observed three-dimensional forms in two dimensions,
using appropriate perspective

• Controlling an artistic medium and related tools and equipment.
These include graphic media, paint, clay and other three-dimensional
construction media. For example, pencils: accurate tonal gradation
using appropriate choice of hard and soft pencils. Paint: ability to
judge the appropriate thickness when mixing paint to avoid it running
when applied to a vertical surface; ability to select the correct size of
brush for a specific task. Clay: ability to use a range of tools to create
fine detail in ceramic model, etc.

• The expressive use of an artistic medium such as paint or clay

The will also show:

• An understanding of the use/manipulation of the visual elements 
of art and design. For example, ability to mix a wide range of tones 
of colour from a limited range; ability to simulate a wide range of
surface texture using graphic media; an innovatory approach to
composition; the ability to understand confidently and engage in 
the process of developing an abstract design from an observed
source, etc.

• Originality and exercise of the imagination in the development and
interpretation of visual ideas

• Confident engagement in the process of visual enquiry, and in
selecting from a range of stimuli and starting points to incorporate
elements imaginatively in their finished work

• Critical engagement with the work of mature artists and designers,
which may positively influence their own creative endeavours

15



(iv) Differentiation strategies in 

art and design

Introduction

Differentiation in relation to art and design

a) It may be that there are aspects of the basic
task that offer a range of challenges that suit
different abilities. For example, the task may
offer the scope for exploration in greater
depth, or provide for a range of alternative
solutions to which pupils of varying ability,
including the more able, can respond. In such
cases, the teacher will have to observe pupil
progress carefully in order to suggest
additional dimensions to the task at an
appropriate stage.

b) There may be occasions when a group 
of talented pupils is given a completely

different task from that of the general class
group. This approach is comparatively rare
in art and design class teaching and is more
likely to take place as an extra-curricular
activity rather than within the normal class
programme.

Art and design for the talented pupil –

differentiation exemplified

Having used the indicators on the previous
page in order to identify a pupil with talent,
it is important for the teacher to be clear
about the aspect of that talent which 
is to be focussed upon because the strategy
for differentiation will differ accordingly.
Planning for differentiation should be done
in the context of the advice given about
specific abilities in art and design in the
indicators on the previous page. The

art & design

16



examples below provide some guidance on
how a wide range of activities can be applied
to ensure that all pupils are challenged in
ways appropriate to their ability.

a) A classroom activity: observational work

Pupils were required to make a visual
representation of a still life composition.
Differentiation was introduced by the teacher
guiding the observation of the pupils in the
context of the exercise. For example, the
teacher asked the pupils to draw a collection
of pebbles as a whole, taking careful account
of the arrangement of the different stones.
Pupils were asked to pay attention to
features such as the way the objects related
to each other and the effect of light on the
arrangement. The teacher took careful note
of pupils' responses and, according to this,
drew attention to additional teaching points.
The teacher then asked individual talented
pupils to give further attention to other
aspects of the work – the space between the
objects, the rhythm evident in the texture, 
or the effect of light on different surfaces.

In another example, the teacher set the
majority of pupils a task that was within their
abilities, the drawing of a glass of water, a
complex task in itself which required the
successful completion of three ellipses.
However, some pupils were provided with an
additional challenge, being given the option
of drawing the glass with a spoon inserted
into the liquid, which seemed to 'bend', the
spoon as it entered the water. Pupils were
able to decide upon the level of challenge 
as they set up the subject to draw. Individual
pupils chose the focus of their task initially
according to their personal estimate of their
ability to complete it successfully. Where
pupils chose the easier task and executed 
it without difficulty the teacher encouraged
them to attempt the more challenging option.

b) General activities: developing an

understanding of the visual elements

Developing knowledge and understanding 
of the visual elements is progressive and
therefore work in this area of art and 
design can afford the opportunity for the
introduction of differentiation by task. 
Some talented pupils can be asked to
explore more complex aspects of the visual

elements as a development or extension 
of a basic activity. For instance, when
introducing pupils to an understanding 
of the visual element of colour, it is
likely that a progressive programme
will deal with the identification of
primary colours with young pupils,
progressing to mixing to produce
secondary colours, and then
continuing with the complexities 
of mixing a broad range of tertiary
colours leading eventually to an
understanding of complementary
colours.

In primary school, young pupils are
likely to be at different stages in
the progressive ‘ladder’ and the
talented pupil will be encouraged
by the teacher to explore more
complex colour activities than
the average pupil. Similarly, at
secondary stage, though some
pupils may have an intuitive
understanding of the tonal
values of colour, it may be
necessary to draw many
pupils' attention to this
phenomenon. The majority of
pupils in a class are unlikely
to be offered this challenge,
as it would be more
appropriate to differentiate
by task for the talented pupil
by introducing this complex
concept.

c) Critical studies activities

There is a direct relationship
between many aspects of
critical studies work in art and
design and the mental and
verbal dexterity of pupils.
However, all pupils should be
challenged to develop and share
their opinions about work in art
and design as well as to acquire
knowledge about artists and
designers. Nevertheless, it is
likely that the talented pupil
will wish to undertake further
research activity related to
aspects of critical studies. The
teacher should challenge the ar

ta
rt

ar
t

17



art & design
See 

Art Case 
Study 1

talented pupil to evaluate and reflect on the
work of others in greater depth, as well as
guiding them towards an extended range of
artists and designers of the particular period
or genre that is the focus of any general
class project.

d) Controlling an artistic medium, process,

and related tools and equipment

A pupil with talent in this aspect of art and
design could be challenged in a number of
different ways:

• Using the medium; if all pupils are
required to use the same medium there
may be some properties that can be
introduced to the more able pupils in order
to challenge their handling of it. For
example, though most older pupils in a
primary school will be able to use
watercolour paint reasonably well, the
subtlety and complexities of a watercolour
wash may only be within the abilities of
the more able pupil

• Using tools; having made a judgment
about the most appropriate tools to be
used by the class for a particular task, the
teacher may identify opportunities to
differentiate for the talented pupil by
introducing the use of a more subtle tool.
For instance, though most pupils will be
introduced to a basic range of brushes at
an early age the teacher might introduce a
more subtle range for the more able pupil
in relation to certain tasks

• Processes; there are likely to be a number
of opportunities for differentiation by
introducing talented pupils to artistic
processes. For example, in a printmaking
process such as screen printing, though
the majority of pupils in a primary school
are likely to be able to master simple one
colour screen processes, the more able
pupil may well be challenged to produce 
a multi-coloured print involving several
different screens

(v) Extra-curricular activities

Though all pupils who are interested should
have the opportunity to engage in extra-
curricular art and design activities, the
smaller the group the greater the
opportunity to foster the individual needs 
of the talented pupil. The ‘art club’ provides
one such opportunity.

Special projects can be introduced, such 
as professional artist placements in schools.
Teachers will use these artists to benefit the
whole cohort but may sometimes use such
placements as an opportunity to engage a
selected group of talented pupils in
challenging tasks. Unlike some other arts
disciplines, ‘one-to-one’ teaching which
focuses on skills development, as in
peripatetic music teaching, is rarely utilised.
An effective artist/teacher can cater for a
larger group if all are of similar talent and 
if the task is carefully planned to offer
appropriate challenge.

Visits to galleries, usually involving pupils of
all abilities, are likely to challenge all pupils
to research into, and make judgements
about, works of art. When tasks are set,
through for instance a worksheet,
differentiated tasks may be appropriate.

What is paramount is to offer opportunities
equally to pupils of all abilities who wish 
to engage in extra-curricular activities, to
ensure that all are catered for according 
to their individual needs.
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(1) Contemporary art gallery -

guided visits

Summary

This case study describes a critical studies
project in art and design that was
established to benefit a mixed ability Y9
group and a talented Y10 group. It involved
setting up a special activity to help train
pupils as guides for contemporary art
exhibitions. The school is situated in a large
village on the borders of Northamptonshire
and Oxfordshire and serves a mixed rural
and professional population. 

The Project

This large secondary school recently built 
an art gallery to provide a focus on
contemporary art for pupils in the school, 

as well as nearby primary schools and the
whole community. The gallery is a compact,
attractive space that stands at the school
entrance, to which pupils, parents and the
public have access, both in and out of school
time. It needs regular supervision and it was
recognised that some of the exhibitions
would benefit from guides. As part of this
development, the school initiated a project 
to train pupils in this role. It was anticipated
that pupils with the capacity for exceptional
understanding and knowledge of the
content, of sometimes challenging art forms,
would take a major part in the project. 

Planning

The overall scheme was supported by the
Arts Council to encourage more pupils to
experience the contemporary arts. The head



of art recognised that a way successfully to
fulfil this aim was to train pupils as guides 
to introduce their peers to such work. The
project was centred on two exhibitions of
contemporary art in the Museum of Modern
Art (MOMA) in Oxford. It was proposed to
train a self-selected group of Y9 pupils to
take their peers around an exhibition by 
the artist Tracey Emin, and, similarly, a group
of talented Y10 pupils to guide their peers
using an exhibition of work by the Chapman
brothers.

Funding

The proposal was successful, and the school
was awarded £600 to run the project on the
basis that the school provide matched
funding. The school also added a further
£200 from their budget. The money,
managed by the head of department, was
used to provide transport for all the pupils
involved, which amounted to four coaches.
Parents were not asked to contribute and the
scheme stayed within budget.

Selection of Participants

The project began with an announcement to
all Y9 pupils requesting them to express
interest, which produced a large initial
response. A formal meeting was announced,
asking for attendance, and those that came
were asked to take part. In this way, the
scheme was self-selecting. The second
cohort of Y10 pupils was selected by staff,
using both their professional knowledge and
judgement of pupils’ ability in the visual arts
and their presentational skills, as criteria. 

Description of the Project

The Education Officer at MOMA
introduced the pupils to the
techniques required for guiding 
small parties around an exhibition.
She introduced them to different
approaches, including the use of
cue cards, simple notes and their
memory. The skills they had to
acquire centred on the analytical,
verbal and personal skills
associated with good
presentation. They were asked to
identify a strategy that best suited
them, and then invited to take
their peers around the exhibition. 

The younger pupils were
responsible for working with the
Tracey Emin exhibition and the
older pupils with one by the
Chapman brothers. The next stage
was for each of these pupils to
identify and recruit four of their
peer group to escort around the
exhibition and to talk about the
work. The staff made it clear to
pupils taking part that their
chosen groups should not
include any of their friends in
their chosen groups, and that
no group should be
exclusively male or female.
They then proceeded to
discuss the work with their
respective groups, while the
Education Officer listened.

Analysis 

The project proved very
challenging. Pupils had to
perform in public to their peers
while being observed by their teacher,
the Education Officer and, quite often,
the public as the gallery was open
during the initiative.

The outcomes were consistent
with the quality expected from
pupils with exceptional ability.
The exercise was highly
successful and very effective.
Pupils acquired the confidence
to speak confidently, and with ar
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genuine knowledge, to their peer groups,
who remained interested throughout. Later
discussion showed that pupils who were
guided through the exhibition had acquired
appropriate and relevant information from
the guides.

Some controversy arose as a result of the
project. A few complaints were made
because of the challenging nature of the
exhibitions. For example, the explicit
language in the Tracey Emin show drew
comment from some parents, while a local
newspaper interviewed pupils, apparently
trying to draw criticism of modern art. The
positive and articulate responses of pupils
were impressive and, in many respects,

highlighted the success of the initiative. 
They said that neither the content nor the
language shocked them, though some were
critical of the exhibition. They drew attention
to the fact that the quality of execution of the
medium used by the artist did not match the
quality of ideas implicit in the work. 

Evaluation

This was an original approach to the
development of both the artistic knowledge
and critical abilities of talented pupils. As
well as increasing their self-confidence they
were challenged to reflect on the output of
two contemporary artists who are not often
featured in traditional art and design
department curricula.
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(2) Primary Arts Summer School 

Summary

This case study describes a range of art and
design projects provided to support all
pupils, but in particular, those with
exceptional ability. Particular mention is
made of a summer school for talented
primary school pupils, that has been
successfully established.
The school is situated in a challenging area
in the centre of a large town in the Greater
Manchester area and serves a population
with a diverse ethnic mix -17% Pakistan, 80%
Bangladeshi. There are only 25 white pupils
in school.  

Planning

The visual arts department provides a large
range of spacious and well-equipped rooms
with easy access to and from each other,
with ICT being especially well provided. The
department offers a number of projects for
the talented, including an out-of-schools
learning programme and an LEA Summer
School for the Visual Arts. This summer
school was run as a pilot for Y8 pupils,
involving more than 30 pupils and staff from
the school. This year it will involve 5 schools,
more than 120 pupils, and staff from other
art departments.  

Funding 

The budget comes from the LEA Excellence
in Cities Strandvii (EiC) fund and this paid for
staffing during the holiday period. The
summer school project requires the school

to submit a proposal to the EiC,
identifying the specific new skills to 
be taught. 

This year the craft skills involved are
appliqué, felt making and producing
large-scale portraits. The school
receives no other funding for this
project apart from the grant it
receives as a specialist college for
the visual arts. However, costs have
to be met for mini-buses to bring
the primary pupils to the site. One
of the partner primary schools
could not afford this during the
holidays and, as a result, it elected
not to take part in the summer
school. The budget is the overall
responsibility of the Specialist
College Manager, who has managed
it very thoroughly and, as a result,
the LEA have agreed to cover the
cost of transport in future.

Selection of Participants

Gifted and talented pupils
are identified at KS2 and
KS3 by the use of an LEA
formula in combination
with the Cognitive Ability
Test (CAT) scores. The
formula ensures that
appropriate attention is paid
to aspects such as gender
and culture. However, the art
department employs a
specially designed test to
ensure that pupils with specific
talent in the subject are taken
into proper account and this is
based on pupils’ use and
deployment of observational and
creative skills. The test is intended 
as a general assessment of creative
ability. It requires pupils to respond
to questions that require
imaginative and inventive
responses, and to use their ability
in drawing. The staff found that
there is significant correlation
between the results of this test,
the LEA formula and their
professional judgement. The
majority of the primary schools ar
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also identify talented pupils using the 
non-verbal CAT scores. 

The visual arts department sustains a good
variety of specialist areas, and can
accommodate different talents as they
emerge. Pupils are not identified 
as being talented in any specific art form and
the school strongly supports the notion that
individual talent in particular media develops
over time. The staff identified a very high
number of talented pupils and they conclude
that the community served by the school is
especially talented in the visual arts. One
outcome of this is that all taught groups are
of mixed ability but overall standards are
nevertheless very high.  

However, the school drew attention to a
particular problem group that arose with a
GNVQ group that the department agreed to
run as an exclusively low ability group. This
was undertaken for organisational reasons 
in the school. It was unsuccessful, as poor
ability and disruptive behaviour
overwhelmed whatever talents pupils
brought to the session.

Description of the activities –

General

The school offers a substantial range of
opportunities for talented pupils to work
alongside professional artists as part of the
normal curriculum practice. These have
included a photographer working with Y11, 
a Chinese artist working on a mathematics
project and a ‘poet in residence’ in the art
department. Twelve girls are currently
engaged on work experience on a
photographic project, while another girl, 
with a strong vocational interest in fashion
and design, has had a placement on an
appropriate FE course. In a similar context, 
a number of students, who have shown
exceptional talent have been taken to centres
to experience specialist provision in higher
education. 

Exhibitions of pupils’ work are held in local
primary schools, where the artists are
sometimes invited to talk about their work.
The pupils (Y9 /Y10) made and took part in a
Lantern Procession to celebrate Chinese New
Year and the ‘poet in residence’ is helping
pupils write about attitudes to, and issues
concerned with violence, which they will
later expand into video and film.

Description of the activities –

b. The Summer School

The LEA requires all primary schools to link
with another primary school in a different
area and serving a contrasting population.
The art staff devised the summer school
project therefore, to involve their pupils
working alongside pupils from their partner
primary schools, as well as the other primary
schools with whom they are linked. The idea
was initiated through discussion with the
partner primary school, and three of the four
elected to support the project – the fourth
school could not afford the mini-bus. These
schools then contacted their link partner
school and, with a subsequent meeting, 
the summer school was established.

The summer school proved to be very
successful. An essential element in the
approach to teaching during this event was
the provision of a sense of enrichment,
through the use of materials, equipment, 
and ideas. The organisers anticipated the
achievement of high standards, and the staff



worked hard alongside their primary
colleagues to sustain and develop these
standards. The specific primary project was
largely concerned with developing skills in
ICT, particularly in the scanning and the
manipulation of images, and reinforcing
appropriate and relevant social skills.  

The specialist secondary school staff worked
to help their primary colleagues better to
recognise the talented pupils from their
schools by establishing appropriate criteria
that they could apply in relation to the visual
arts. The aim was to improve the
identification of talented pupils at an earlier
age, to ensure these pupils made best use of
their talent.

Analysis

School staff monitored the project effectively
and their ambitions were achieved. Pupils
matured during the working period, effective
working relationships were achieved, and
the standards reached were very good. They
made good use of the media provided to
produce informative and well-conceived
drawings that were aesthetically pleasing,
and demonstrated a high level of ability and
an extensive imaginative range.
Differentiation was by outcome. The
outcomes were consistent with those one
would expect from the exceptionally able. 
An underlying theme of the summer school

was a concern to establish a
greater sense of community
cohesion through art and
design between the schools.
Opportunities were regularly
taken consistently 
to create situations that
accelerated progress for pupils
who showed commitment and
interest. For example, ceramics
classes were run for all the
partner primary schools, and
similarly, sessions were run 
for pupils in Y4 on skills 
using Photoshop.  

Evaluation

The visual arts department
provides an extensive range 
of effective activities for pupils
who are gifted and talented 
in the subject. The Summer
School combined with other
out-of-school activities enabled
pupils of exceptional ability in
the visual arts to develop
appropriate and relevant skills 
in order to progress. An excellent
programme of activities provided
within and beyond the curriculum
represents a real sense of
enrichment to the community 
of the school. ar
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(3) Fast track for gifted and

talented pupils in art and design

Summary

This case study describes the establishment
of a specialist art and design class for gifted
and talented pupils in the subject, in order 
to progress more quickly through the
examination system and engage in
challenging activities to improve their skills
and knowledge.

The school is situated in an urban village
and serves an ex-mining community
between Durham and Newcastle. 

Planning

The art department launched a special
project for gifted and talented pupils to run
after school. The project runs each year for 
a group of fifteen Y7 - 9 pupils to study
GCSE earlier. The project started in year 2000
for Y8, Y11 AS level and a Y12 (option) - two
afternoons per week 3.30 to 5.00 pm. The
project was initiated in the context of the
school becoming a specialist college for the
visual arts, and the procedures for planning
followed the DfES guidelines for specialist
colleges.

art & design
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Funding

The funding for the project came from the
specialist college grant, with funds used to
pay the salaries of three teachers for running
the specialist class outside school hours.

Selection of participants

The project is entirely concerned with those
pupils who are gifted and talented, with a
tendency towards those who are
academically able. The project started before
the school had appointed a gifted and
talented co-ordinator, or established an
agreed overall policy; therefore the
percentage of exceptionally able pupils in 
art is worked out differently from the other
subjects. The pupils who take part in the
initiative are selected by the art teaching
staff which consists of seven full-time and
two part-time teachers. Though the criteria
used to identify pupils across the whole
school are based on reading age and overall
ability in class in art and design, drawing
ability is the main source of assessment. 
The process of selection involves a formal
meeting at which staff appraise pupils’
ability levels, together with the rates of work
that pupils achieve. Decisions are made
about pupils' overall artistic ability four to
five weeks into the course.  

Description of the project

The initial ambition of this project in
art and design was to produce a ‘fast
track’ to progress pupils through to
undertaking university-based units
in the 6th form. The aim was to
establish links with a local
specialist university course, but
this did not happen. Contacts were
established with universities, but
arrangements for funding could
not be made, nor did it prove
possible to organise follow up
meetings.

The intention was to produce a
course that would help pupils
and students better develop their
specialist skills, knowledge 
and understanding at an earlier
age. Staff were aware that some
very able pupils were physically
more mature, harder working 
and responded more quickly 
and enthusiastically to
encouragement. They
recognised that these pupils
were more capable of
acquiring and developing a
more dynamic and divergent
element in their work and saw
this initiative as providing such
an opportunity. Increasing
awareness of the importance of
the visual, auditory and
kinaesthetic elements in the
learning process fuelled the
development of this initiative 
by the art department.  

Key features of the specialist
provision centre on group activities
alongside individual tuition, together
with emphasis on the development of
a strong graphic element in the work,
and an underlying commitment to
ensuring good organisation. This is
a well-equipped department, and
the school is able to ensure pupils
make use of all relevant media.
Consistent challenge is provided
by a combination of teacher and
group dynamic.  Teaching and
learning styles vary according to
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different topics and teachers. An example of
the approach used was evident in a portraits
project, where pupils were provided with a
specific brief to follow. This identified how
they undertook the work, requiring them to
make general, and then specific observations
of the face, and to use and explore specific
and relevant media. It also specified that
they would receive two critical appraisals 
of their work. This applied to all projects. 

Analysis 

The project was monitored effectively by
outcome, discussion and observation, led 
by the head of department. The outcome 
of the initiative has been effective, and many
of the ambitions have been realised. The
‘gifted and talented’ initiative was seen as 
a way of fast-tracking these pupils towards

examination participation and success, but
after GCSE, they did not wish to progress
further. It was noticeable to staff that
students in the top band were no longer
opting for AS/ A' Levels. There was a
tendency for pupils to drop art and design,
having achieved success earlier in the
school. Only one student from the original
cohort identified in the first year of the
project, 2000, has continued to undertake 
an A' Level course.

The staff decided that such a project would
benefit from more input from professional
artists. They consider that they have not
been able to provide sufficient curriculum
enrichment so far, to ensure that the pupils
get the most from the project, particularly 
in the context of developing maturity.
Therefore, after the first group had gone
through the system, it was decided to
increase teacher input. During this project,
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there was no use of artists in schools by 
the department, as there is no financial
support provided for this, except during 
a specialist Arts Week run by the school.
However, the County Library Service does
sometimes provide the opportunity to work
with artists; pupils are often invited to work
with artists and craftspeople outside the
school, with organisations such as The 
Baltic Gallery. Though the school reported
that they have had some poor experiences 
of working with artists in residence in the
past, and would always look for future 
artists who have had some training or
background in working effectively with
pupils, they have nevertheless decided 
to introduce additional artists in residence 
to this project in the future.

Evaluation

Much has been learnt from 
the initiative but there are 
still some reservations in 
the department about the
overall success. Although the
work-rate of pupils involved
has been excellent, their
anticipated development of
independence of thought has
not always been achieved.
An effective introduction of
artists working with pupils in
the school should provide a
further development, which
may address these
concerns. ar
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(4) Cross-phase Arts Summer

School

This case study describes an art and design
summer school that was run for on behalf of
the LEA for gifted and talented pupils at the
KS2/ KS3 transitional stage of their
educational progress. 

The school, which is a specialist visual arts
college, is situated in a large village in rural
Gloucestershire and serves a rural and
professional population. Seven local primary
schools are collectively in partnership with
the school.

Planning 

The school was invited to apply to run a
Gifted and Talented Art Summer School 
by the LEA officer with responsibility for
gifted and talented pupils. The school was
approached because of its high reputation 
in art and design. The summer school was
set up for two specific groups of pupils, 
Y5-6 in primary schools and Y7-9, in
secondary schools. This was to ensure
effective coverage of gifted and talented
pupils in the visual arts across the KS2/3
transitional phase.
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The LEA selected the theme ‘Cultural
Diversity’ in line with the focus that they had
encouraged through the year. An aim of the
summer school was to provide opportunities
for pupils to use the media of textiles and
sculpture to explore ways in which different
cultures ‘celebrated’. The intention was to
introduce the pupils to new media
experiences, working in a more sustained
and concentrated way on different scales.
The proposal was that the pupils would
explore the qualities to be found in a range
of fabrics, make banners and also produce
totem poles. The ambition of the course
organisers was to provide intense,
challenging and creative experiences. 
A key element within the course was the
opportunity for pupils to work alongside
professional artists.

Funding

The school had to bid for money from the
LEA to cover the cost of the staff and
materials. The bid was successful and the
total budget was £12,500 for two weeks. 
The county provided £8600 and the school a
further £4000. The County Officer managed
the financial arrangements for gifted and
talented with the arts college manager. 
The project stayed within budget.

Selection of students

Numbers were divided equally
between primary and secondary
pupils who had to be considered
‘creatively talented’ in the visual
arts. The LEA also stipulated that
they should be identified as
underachieving in other subjects. 

The primary pupils were identified
by the primary arts coordinators
in each school, and in discussion
with the arts college manager
who is in regular contact with
seven primary schools. The
secondary school specialist
subject staff selected the
secondary cohort (Y7-9) using
several criteria. These were:
• Pupils’ quality of work, 
• The Key Stage Level they 

had achieved, 
• The school tracking system
• Their teacher’s professional

knowledge of pupils
Pupils were identified in the
context of the visual arts as a
whole rather than any specific
aspect of visual art activity. 

Description of the activity

The summer school
involved a total of 60
pupils, 30 each ‘week’,
working with two teachers
alongside three artists.
One was a textile and
mixed media artist,
another a local sculptor 
and the third a Chinese
environmental sculptor from
Beijing. Each ‘week’ consisted of
five days, running from 9.30-15.30. 
The textiles activity involved batik and
print while the sculpture involved
both carving and construction.  

Teaching methods involved a
variety of styles but, essentially,
commenced with an explanation
and demonstration that
eventually moved toward
individual instruction. The
project also involved two visits. ar

ta
rt

ar
t

31



The first was to the Pitt Rivers Museum in
Oxford while the second was to the Eastnor
Park Sculpture Festival. The keeping of
sketchbooks and notebooks was a crucial
feature of the learning process supporting
the actual teaching.

Analysis

Success of the project is confirmed by 
the quality of work produced and the
subsequent development in art by pupils
who have taken part. It was the intention 
to mount a final exhibition, as in previous
years, but the warm, dry weather created
problems that meant it was impossible to
mount the totem poles in the ground. 

Differentiation was by outcome, although
younger and less able pupils were given
individual support as deemed appropriate 
by staff. This ensured that they did not feel

threatened at any stage and the strategies
used ensured that their work progressed 
to good effect. 

Evaluation

Amongst both primary and secondary, there
has been a noticeable gain, in the form of a
maturing attitude toward their art work, as
well as in more general terms. Monitoring is
a continuing feature of art work in the
summer school as it is regularly seen by all
participants and, often, advice and comment
is overheard by other pupils. The outcomes
were consistent with those one would expect
from the exceptionally able, although they
are also consistent with the standard seen
throughout the secondary school. This is
very high.
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(5) Enrichment in art and design

Summary 

This case study outlines how pupils who are
gifted and talented pupils in art and design
are identified, and the specialist provision
that is made for them, in a school situated 
in an industrial North East town serving a
mixed catchment area. 

Planning

The art department uses an assessment
system devised over a long period to ensure
that all pupils are familiar with the criteria
against which they are being appraised, the
conclusions that are being reached about
their achievement and progress, and what
this means in terms of their overall
attainment. One outcome of this system is
that such careful procedures enable the clear
identification of pupils who are gifted and
talented in art and design. The department
provides a substantial enrichment
programme for all pupils who study the
subject, and is thus also able to provide
extra support for pupils who show distinctive
ability in the subject.   

Funding

A separate sum of money 
is available within the school
to spend on an enrichment
programme for gifted and
talented pupils. The school
requires all departments to
make an application to finance
any such specialist provision.
These applications are then
submitted for consideration to
the senior management team
and decisions are made by the
head of gifted and talented, in
consultation with them. This
year the department of art and
design received £2,500, plus an
extra £500 to support specific
trips organised by the art
department. Enrichment activities
are organised and provided in the
context of a programme for gifted
and talented pupils, including visits
to the Scottish National Gallery, and
a weekend at the Tate Gallery. Any
unfilled places are made available 
to other pupils who are committed 
to working hard within the subject. ar
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Selection of pupils

The assessment procedure for all pupils
relies on an assessment booklet, completed
by the pupil and the art teachers. This
assessment booklet, together with the
personal and professional judgement of the
staff, is used to identify the ability level of
pupils. All decisions take careful account 
of relevant statistics, including grades and
National data on achievement and
attainment in art and design. All work
produced is marked and recorded in these
assessment booklets. Strengths and
weaknesses are highlighted to ensure that
pupils know what is needed to improve and
targets are set by negotiation between pupils
and staff, and pupils with pupils. Each year
the system has been slightly modified on the
basis of experience. For example, the
involvement of the peer group in the process
of assessment has been increased this year. 

This system identifies those pupils deemed
gifted and talented in the subject, which the
school estimates is about three per cent 
of the cohort, but this figure tends to keep
growing. The system of marking within 
the department has been developed in
accordance with the overall school system,
which has been singled out by HMI as being
especially strong. Selection of gifted and
talented pupils in the subject is an outcome
of looking at their strengths as identified in
the assessment booklet, and judging
whether or not individual targets are being
met. The pupils are selected on the basis of
their ability to extend and further develop
their work in a clear structured way. All
groups of pupils selected to take part in
projects include a mixture of those with
distinct talent and those who show
commitment and interest. The staff do not
exclude pupils from activities in which they
wish to be involved and from which the staff
expect them to gain, irrespective of ability.
Staff rely on their professional judgements 
in their selection of pupils to work alongside
artists in residence or to accompany school
art visits.  

Description of activities

Enrichment is an important element in
provision for pupils. It is intended that such
experience will ‘open doors’ for them. The
department believes it is important therefore
that pupils see examples of art and design
beyond school by visiting galleries and
exhibitions, as well as visiting studios and
working alongside artists. The intention of
the enrichment programme is to ensure that
pupils’ practical and intellectual skills are
further developed, that they are able to relate
and discuss their work and its progress, and
make formal and informal connections with
other artists. One example of this was a pupil
who had accompanied the trip to the
Museum of Modern Art in Edinburgh. In
school, she drew the attention of the art
teacher to a piece of sculpture produced by
the artist, Eduard Paolozzi. She pointed out
the connection with a small Roman sculpture
on the left-hand side of the fireplace in the
Paolozzi studio in the Edinburgh gallery. It
was clear that the artist had used this
sculpture as a point of reference in his work.
Other examples of successful outcomes,
following the school enrichment programme,
included those of pupils taking their parents
to the exhibitions in the Winter Gardens and
a local gallery in Sunderland, the Laing
Gallery in Newcastle, and the Tate Modern on
subsequent visits to London. 
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The development of language is also seen 
as a key area alongside their work in the
studios and on visits together with the
development of their practical skills and
knowledge about art. The department uses
information sheets and stimulus boards as a
major element in their approach to teaching,
though it does not use worksheets. Teaching
of pupils throughout is largely by project,
demonstration, and one-to-one teaching.
Staff also recognise the value of peer group
support, with pupils being encouraged to
work alongside each other and learn from
the progress of various group members. All
work is studio-based, and studio work is a
key factor in effective provision. 

The staff recognise the establishment of an
appropriate professional atmosphere, style
and manner as key elements in ensuring
successful and effective work. The example
was given of a current project where pupils
are working on an off-school site. The pupils
considered to be gifted, talented, able and
interested are working one evening a week
in the town's Winter Gardens, alongside a
professional artist. They are expected to
respect the environment in which they work,
keep it clean and tidy, and be responsible for
the materials and simple equipment used.
This is an out-of-school, evening activity and
pupils are working in an environment that
includes public access. Behaviour, attitude
and punctuality are the responsibility of the
pupils involved, and a highly professional
working atmosphere is expected. All the
pupils respond extremely well, and the
quality and nature of their work reflects this.

In fact, better results have been
observed where pupils work in 
the evenings with specific artists
after school in demanding
circumstances, than in the normal
school timetabled sessions. 

Analysis

The work with all pupils is
monitored effectively by
evaluating their progress
through the schemes of work.
Three art teachers undertake
this through a regular
programme of meetings that
includes moderation of the
work currently underway.
The progress of the
exceptionally able pupils in
art is also monitored within
the department. The head 
of gifted and talented is
provided with a list of
pupils and their levels 
of achievement, but
responsibility for this 
and any subsequent
development is left to the
department. They track
progress, write reports
and make any required
recommendations
concerning further
developments.

The department has
identified that the
percentage of A*s within
the GSCE examination
structure has risen as 
an outcome of the gifted
and talented initiative
with a high point being
81 % A to Cs. There
have been no failures 
in art and design with
the exception of those
pupils excluded or
expelled as a result of
unacceptable behaviour
elsewhere in the school,
and who therefore, are
unable to complete their
work in art.  ar
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Overall, the quality of work produced by
pupils in the department is very high. Their
work shows that pupils develop a high level
of maturity and skill, together with a good
knowledge and understanding of the subject.
They respond with a genuine enthusiasm to
the distinctive and personal approach that is
a feature in teaching and learning in art and
design. This is an outcome of the interest
and commitment to individual pupils
provided through the tutorial strategy
implicit in the assessment procedure.

Evaluation

This is an effective example of how the
department uses an assessment and 
tracking system to identify pupils who 
are exceptionally able together with an
enrichment programme to ensure that all
pupils are properly challenged to reach their
full potential. The assessment procedure has
resulted in the growth of an implicit tutorial
system that properly recognises the
individual needs of pupils. This is helpful for
all pupils, but particularly those with special
talent, ensuring that their talent and interest
is properly recorded and fostered.
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(i) The aims of the subject

For the purposes of the National Curriculum, the subject of dance is
currently identified within the study of physical education. Its place in
the curriculum in schools may vary from being within a performing,
expressive or creative arts structure to being part of the physical
education programme. The underpinning rationale for dance in schools
should be as an art form that contributes to the artistic, aesthetic,
cultural, social and physical education of pupils.

In the education of a child, dance provides a distinctive area of
experience, giving learners the opportunity to: 

• Use movement symbolically as a means of communication within 
a variety of cultural, aesthetic and artistic contexts

• Use the body as a medium for personal expression
• Extend individuals’ range of movement vocabulary
• Improve physical competence in performance
• Make individual responses to a variety of sources and to employ

different approaches to choreographing and presenting work
• Develop an understanding of different artistic traditions through

practical and theoretical experience of dances from a range of contexts
• Develop creative, imaginative, emotional and intellectual abilities 
• Learn to be open-minded, to question, to challenge, to take risks, 

to develop as independent thinkers
• To work collaboratively with other individuals

(ii) A balanced programme of study

The interrelated study of composition, performance and appreciation
provides a rational and coherent framework for the study of dance as 
an art form. When following a balanced programme in dance, pupils
should be involved in practical and theoretical activities intended to:
• Develop their ability to explore and communicate ideas from their

imagination, expressing them through the medium of movement and
using the tools of choreography

• Extend their capacity to perform to an audience using a range of
movement vocabulary and demonstrating increasing expressive,
physical and technical competence
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• Facilitate their appreciation of dance by
developing critical thinking skills,
expressing these through an increasing
ability to describe, analyse, interpret and
evaluate choreography and dancers’
performances from their own work and 
the work of others, and to speak and write
about this 

• Develop their ability to apply the skills of
appreciation using self-reflective judgment
in the practical context of creating their
own work and performing dances

• Introduce them to dances from a range of
contexts so that they develop an
understanding of different artistic and
cultural traditions, and express this
understanding in practical, verbal and
written activities

Breadth of study is important, as a talented
pupil may excel in more than one area.

(iii) Recognising talent in dance 

The indicators for identifying talent in dance
have been categorised into three strands of
learning:
• Creating/composing
• Appreciating 
• Performing 
It is important when using the indicators 
to recognise that pupils can possess talent 
in any of the three strands. A pupil
demonstrating a gift in theoretical and
academic aspects of appreciation is likely
however to be identified as having
exceptional ability within English. A pupil
having a talent in practical applications of

dance

38



appreciation will show ability in one, or both,
of the other two areas and it is these that 
will be the focus of the advice here. When
making and performing dances, artistic and
aesthetic judgements are being made.
Although it should be understood that these
might be at an intuitive level, talented pupils
will apply their critical thinking skills to their
practice in either creating/composing or in
performance.

A pupil may have a talent for performing
dance in one specific dance style; for
example, high level skill in ballet, without
possessing high level ability in the creating
and composing category. It is also important
to recognise that a pupil without any prior
dance experience may also possess talent 
in performing without it being aligned to
training in one dance style. Such an
individual may demonstrate talent in
expressing the meaning of the choreography
through the physicality of their performance
and a strong performer/audience
communication, and show only limited
potential in controlling the body when
executing movement, etc. 

Often skills in executing accurate and
controlled dance movement are more easily
recognisable, but it is important not to define
performing as narrowly as this, so that pupils
who have high level expressive skills and

have the potential to extend their
technical facility are not excluded. 

This particularly applies to those
pupils who are disabled and it should
be recognised that they could have
ability in both choreography and
performance. Any pupil
demonstrating particular creative
ability in dance can still have a
talent without being an high level
performer of dance.

It is also important in the creating/
composing category to understand
that a pupil may be able to apply
the structures of choreography to
manipulate movement material.
However, the pupil is only likely 
to be deemed talented if this is
accompanied by one of the other
two indicators which recognise
imagination and originality in
designing movement.

In using these indicators, teachers
may need to make a judgment in
comparison with the typical
performance of a child of
similar age.  It is advisable to
use the three strands of
learning identified here and,
if necessary, make some
comparison with National
Curriculum levels for PE. 

However, these pupils'
abilities may be very dance
specific and not easily
related to the attainment
levels provided. The National
Curriculum programme 
of study for PE could loosely be
aligned to these indicators as follows:
acquiring and developing skills
(performing); selecting and applying
skills, tactics and compositional
ideas (creating/composing);
evaluating and improving
performance (appreciating);
knowledge and understanding of
fitness and health
(performing/appreciating). da
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The dance indicators

Pupils with talent in dance will show evidence of particular ability in:

Creating and composing by:

• Responding imaginatively to a range of external stimuli when
creating movement, and demonstrating artistic sensitivity

• Experimenting freely and confidently with movement and making
considered decisions about the selection of appropriate material to
incorporate into their finished work

• Using space and relationships meaningfully, to express the intention
of their dance idea. Space will include the dancer’s own personal
space and the general space (directions, levels, staging etc)
Relationships may be dancer to dancer, dancer to physical
environment or dancer to music

• Applying the skills of choreography inventively to manipulate
movement material and to structure a final product

Appreciating by:

• Observing and applying critical thinking to their own dance work and
that of others, and using their analytical judgments to shape and
develop their own practice and performance

• Making links between the choreographer's intentions, the
compositional structures used and the performance qualities
displayed by the dancers

Performing by:

• Controlling and co-ordinating the body when executing movement
whilst successfully combining timing, action, spatial and dynamic
content

• Expressing the meaning of the choreography and/or the stylistic
features of the dance genre through the physicality of their
performance and a strong performer/audience communication

• Responding to music/sound with sensitivity and rhythmic awareness,
and expressing the musical qualities through their performance of the
movement

Note exceptional performance in one dance style can constitute a talent, for example,
ballet, jazz, tap, break dance, bharata natyam, contemporary, ballroom, etc.
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(iv) Differentiation strategies in dance

Introduction

The indicators identify three aspects of
dance in which pupils may demonstrate
talent. It is important to identify which of
these is to be focused on since
differentiation strategies will differ
accordingly. Dance usually involves the
whole class in similar activities or core tasks.
Within this a variety of supplementary, more
challenging tasks may be set, open-ended
problems presented for solving, or
opportunities found for pupils to take on
different responsibilities within the group.
This will accommodate the full range of
ability and challenge all pupils appropriately

(iv) Dance for the talented;

differentiation exemplified

a) A classroom activity – creating/

composing/performing

The whole group may be involved in
creating and performing a dance based
around David Bintley's ‘Still Life’ at the
Penguin Café, for example. This work shows
how a professional choreographer uses
different stimuli (including music which
mixes different styles and traditions, a book
about endangered animals, particular
designs on the album covers for the Penguin
Café Orchestra and a film The Last Wave by
Peter Weir) and utilises a variety of dance
styles in response. The class might be set
the task of exploring the movement phrases
for one of the animals in this ballet. They
could observe and adapt ideas used by
Bintley. A more challenging performance
task would ask students to reconstruct
longer phrases using some of Bintley's exact

movements and perform them
accurately. They would have the
professional dancer as a model of a
successful outcome, and analysing
the stylistic aspects will improve
their performance skills. A more
challenging choreographic task
could involve creating phrases for
an animal not chosen by Bintley.
Here there would be no examples
of movement to copy. The pupil
would have to apply Bintley's
principles instead. 

A development of this might
involve examining other methods
for creating animalistic movement
rather than just looking at aspects
of the movement and meaning.
For example different methods,
not just different styles, are used
in: Christopher Bruce's Ghost
Dances; Matthew Bourne's
contemporary dance rendering 
of swans and Marius Petipa/Lev
Ivanov's classical ballet swans in
versions of Swan Lake; and
traditional Bharata Natyam
storytelling episodes may
depict animals using hand
gestures (hastas). Talented
pupils could move away
from sampling movement
stereotypically linked to
particular animals, for
example, they could pay
attention to the animal's
qualities or its use of space
in order to find alternative
movement not typically
associated with it or take less
obvious aspects, for example,
wrinkling of elephant skin instead of
the obvious trunk. Encouraging a wide
range of personal responses benefits
all pupils. Pupils can be asked if 
they can work out what
choreographic rules are being
used in order to create their own
ideas; in other words, not what is
he doing and what does it mean
but how and why has Bintley da
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approached it in this manner? This is more
challenging than simply experimenting with
existing material from which to adapt ideas,
not least because the pupil need not use any
set movement taken from the video. 

b) Pupils could research and find examples
of choreographers talking about their
working methods and experiment with
these, for example, for his cygnets, Bourne
describes making the arm and leg gestures
separately and then splicing them together –
chance is used as a strategy to create
unusual patterns. This could provide other
methods to explore and compare. Having
clarified a style or working method, pupils
can be asked to identify and explore its
opposite. For example, The Petipa/Ivanov
black swan (a character called Odette) uses

held positions and emphasis to highlight
them so pupils could focus on smooth and
fluid movement that passes through
positions instead. With problem solving
approaches of the ‘what-would-happen-if’
variety it is important for room to be made
for experiments which may fail – learning
will happen as long as there is explicit
discussion of the processes.

c) Pupils might be asked to identify a range
of tiered tasks and give talented pupils more
combinations to take into account. From a
range of starting points, for example, a
feather, a fur item, silk, heavy wool, wood,
metal, sand, a concrete block, etc., explore
the movement qualities inherent in the
textures and fabrics. The more able (both in
choreography and performance) can explore

dance
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combining qualities within a single
movement component (demonstrating a
complex, shifting dynamic emphasis), while
the less able will complete one quality
before performing a different movement
with another quality. Provide music that can
be utilised in different ways by the group so
that all are performing to the same piece, 
for example, it may simply be accompanying
the mood or some pupils may be merely
following the beat, others may be following
the rhythm, the texture, or the overall
shaping or phrasing. 

d) A teacher might give additional
responsibilities to the more able for:
• Creating set phrases for the class to use 
• Taking charge of some sections of the

dance or the class 
• Allowing them to teach/lead other pupils 

All pupils benefit from giving feedback to
each other (peer mentoring) in the practice
of observation and appreciation skills, but
provide the more able with several aspects
to notice, not just neatness of footwork for
example but also noting clarity of floor
pattern at the same time.

e) Narrowing down a task by excluding a key
area can be as challenging as opening up the
possibilities. For example, a sophisticated
use of space has been identified as a talent
indicator, but what happens if floor
patterns/travelling (a key use of space) is
specifically forbidden in the task for the

talented? They would have to explore other
spatial aspects more fully and this would
extend their understanding of the concept.
Change the features of the tasks set; try
using improvisation, for example, drawing
the name of a chosen animal in the space
using the hand is a simple task made

increasingly more challenging by
changing levels, facing new directions,
using different body parts, then letting
different joints take over for each of
the letters and then individual parts of
letters. Finally the same joint should
not be used twice. As each rule is
added, the aim is to accumulate
them into the movement response.
Only talented pupils will be able to
bring them all into play. Ask pupils
to invent systems to record their
choreography to improve analysis
(there are of course actual notation
systems in existence too). The
least able can be encouraged to
capture one or two significant
elements such as floor patterns or
draw main motifs, while others
can analyse rhythmic and
dynamic content and provide a
sequence of counts.

(v) Extra-curricular activities

Though all interested pupils need
access to extra-curricular
activities, smaller group numbers
and extension work are likely to
provide talented pupils with
opportunities for individual
development. Dance clubs
can provide useful time and
space. These can be
modelled in different
ways: 
• Dance technique classes

to foster technical and
performance skills

• Workshops to develop
choreographic skills

• Youth dance companies to
integrate both aspects

A range of participants within 
the club is important in dance,
encouraging the ability to:
• Adapt and share
• Develop ideas
• Respond sensitively to others
• Negotiate in a collaborative

manner – which is likely to 
foster creativity, particularly
within choreography and
appreciation da
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Although solo skills will be significant for
some, in the main, dance is a group activity.
Talented individuals benefit from working
with other dancers, musicians, lighting
designers, costume designers, etc. 

Working with professionals

Special projects can be introduced, such 
as professional dancers/choreographers in
residence, for short intensive periods or long
term. The latter may be more useful for 
high-level performance skills which need
consistent and careful repetition over time. A
residence can be used to benefit the whole
cohort and provide more challenging, in-
depth tasks with target groups (self selected
or otherwise). For example, they could create
a dance involving complex choreographic
devices, use a wide variety of styles to
challenge performance skills, provide
opportunity for appreciation of different
choreographic practices, or use unfamiliar
dance-making techniques to develop new
conceptual possibilities. The professionals

need not always be dance
orientated, for example, pupils
could work with a lighting
designer on the impact this has on
choreography. These experiences
invigorate the pupils' own work
and lead into focused and in-
depth appreciation. As with
instrumental teaching in music,
one-to-one coaching or small
group tuition can also be relevant
for dance. This may benefit
talented performers who need
higher-level skill acquisition. 

Mentoring

Mentoring can play a useful role.
A student choreographer can
make work under the direction of 
a professional. Here tasks could 
be open-ended and perhaps pupil
selected. The high-ability pupil will
relish the challenge of setting his
or her particular goals. The
professional assists but
encourages individualised active
learning and self-reflection. Pupils
also benefit from peer mentoring

schemes, for example, older pupils might
provide feedback for younger ones. 

Theatre visits

Theatre visits provide opportunities for 
all pupils to make judgements about, and
research into, different choreographic styles.
Any tasks such as worksheets or writing
reviews can be differentiated. For example,
explaining the impact of a costume in
relation to the meaning of the dance is more
complex than merely describing it. Outside
visits might involve performing in alternative
spaces such as art galleries or shopping
malls. These would provide greater
performance challenges than typical end-on
theatre spaces. They also present different
choreographic challenges too because the
site and its potential will have to be taken
into account. Performance and choreography
can be facilitated by linking with other
groups via the Internet. For example, two
institutions could work on one project: pupils
might provide ideas/tasks for each other;
share research materials; talk to each other
via controlled chat rooms. 
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(1) Promenade performance

Summary

This case study describes an ‘in-house’, 
self-funded, multimedia, promenade
performance in which the audience walked
between different sites within the school
premises. It involved: dance, music, art and
drama departments, as well as an artist in
residence supported by the Creative
Partnershipsv scheme. Student
choreographers, mentored and facilitated 
by subject specialist teachers, each created
their own dance. The project involved both
A' Level and BTech pupils.

Planning

The project was conceived by the performing
arts team which consisted of the Director of

Performance and others. The team worked in
collaboration, but with overall guidance from
the Community Arts Manager. Meetings
were both formal and ad hoc, assisted by the
close geographical proximity in which the
school departments were situated. It is now
in its 4th year and has grown with each
successive presentation.

Funding

The project was self-financed via ticket sales
to parents and friends for the performance,
and through fundraising on the part of the
students themselves. Total funding this year
was £1000. The budget was managed by
BTech students (under the guidance of the
Curriculum Area Manager) who also
organised marketing, front of house and
ticket sales. To date, the funding has covered

dance case studies
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printing costs for programmes/tickets and
equipment hire for the performance. The
project has stayed within budget.

Selection of participants

The participants were partly self-selected,
being the current A' Level dance students
who have an A or B at GCSE dance and 
a C in English. Talented Y11 GCSE dance
students were also invited by performing
arts staff, using three selection criteria.
Participants had to be able to demonstrate
commitment to the demanding after school
rehearsal schedule, be able to work at A'
Level standard for both performance and
choreography skills and be able to approach
task-based work in an independent way. As
BTech students were also involved there was
a mix of abilities. 

Description of the project

The project was a promenade performance
using the physical constraints of the
buildings in which teaching is usually
located and where there is no single space
large enough to put on a typical public
performance. Two studio classrooms formed
the basis, in which a drama group and a
dance group performed separate,

simultaneous 55 minute programmes.
These were repeated after a short
pause in which the audience walked
from one room to another. A high
quality performance was expected,
with opportunity to display artistry,
energy and a commitment, beyond
the confines of the course.
Costumes and lighting were
involved. Skills acquired were 
the development of autonomous
learning, and increased confidence
in creating and performing. 

A' Level students were given the
opportunity to create independent
work in the term prior to their
examination. Choreographers
began work on ideas during
lessons. Creative work was student
led, with some task setting and
mentoring by staff. Twelve dances
were created, and each dancer
worked with two choreographers.
Differentiation was by outcome
since the students were driving 
the process. Teacher guidance
ensured sufficient challenge to
all. This year Creative
Partnerships also funded a
musician in residence at the
school, who created some
of the music, and a film-
maker who taught editing
techniques, allowing the
making of films. The films
produced were projected
onto windows while the
audience was moving
between rooms.

Analysis

This involved an informal, self-reflexive
process. Each student choreographer
monitored their own work, with a
teacher mentoring where necessary.
The process was collaborative, so
students and staff solved
problems together. A staff
preview was arranged for
informal feedback before the
public showing. (This year there
will be formal feedback from
Stanford University students da
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who are evaluating artists in residence
projects. Classes are vertically streamed and
some have been chosen and trained to
collect the linguistic data needed for this.)
BTech students evaluated their performance
as part of their formal assessment. Progress
was partly measured by how autonomous
the students were, for example, whether
they led their own warm ups and dress
rehearsals. The performance was videoed 
for self-evaluation later. The success of this
project has resulted in many Y11 pupils
returning for post 16 courses. Sustainability
was important, and the performances have
helped to provide opportunities for artists in
residence. The first year produced a good
response and was built upon by adding boys
in the second year, and then a teachers'
dance group, and currently mixed media. A
spin-off has been the development of a mini-
version of the project for Y9, in which pupils
worked towards a performance, identified
their own roles (dancer, designer, lighting

etc), and produced their own ideas with the
teacher as facilitator.

Evaluation

This was a good example of an in-house
project that built upon the enthusiasm of 
the student participants. It was assisted by
subject specialist teachers working together,
and could be replicated by others, since the
project was student-led in terms of the
outcomes. Limitations, due to a lack of
formal performance spaces, were turned to
positive advantage. The idea is sustainable,
and could support additional creative artistic
activities, once experience in running an
event of this type has been gained. A
particular strength was that it supported
curriculum-based learning, and provided
challenging extension activities that were not
expensive to fund, demonstrating how a
variety of students could be brought
together into one project.

dance case studies

48



(2) Partnership working for the

talented 

Summary

This case study describes a long-term, 
joint project for the talented-in-dance
performance involving Laban’s Education
and Community Programmeix (ECP) and the
Excellence in Cities (EiC), Gifted and Talented
Primary Co-ordinator for Lewisham. Criteria
for the identification of talented performers
in dance were developed. These were tested
and refined in consultation with primary
teachers. A workshop was given to Y5 pupils
in four local primary schools from which
participants were selected, using the criteria
for a further ten week programme of after
school dance workshops for the talented at
Laban. 

Planning

Laban’s ECP staff and the EiC Gifted and
Talented Primary Co-ordinator for Lewisham
had already worked together on various
small projects for three years, including an
annual performance platform for talented
dancers within the borough. This had drawn
attention to talented primary-aged pupils
who, because they would not necessarily
have considered themselves to be dancers,
needed encouragement to join classes. It
also highlighted the need to support class
teachers in their selection of talented pupils
in dance within the primary sector. The result
was this proposal for a long-term project
between the two providers. 

A number of formal planning meetings to
structure and devise the initial selection
criteria were held. Initially, they identified

research to be undertaken,
investigating other models and
subject criteria in, for instance,
music and physical education. 
One of the Laban staff, currently
registered for a PhD programme,
assisted this process by
presenting a paper on the
characteristics of the creative
individual. The two providers
then developed a draft version
of the selection criteria
collaboratively. The criteria to
be applied, tested and refined
by ECP staff in practical
circumstances, and were then
applied to select talented
pupils for the continuing
after school workshops. 

Funding

The project was given
£4,000 by the EiC 
Co-ordinator to cover
administrative expenses
and workshop costs, with
ECP staff managing the
budget and undertaking
project management. 
The whole project stayed
within budget. This was
assisted by the primary
staff's voluntary
involvement and the
initial workshops being
held in the participating
schools. 

Selection of

participants

The selection of
participant schools was
negotiated between the
EiC Co-ordinator and
the ECP staff. It fell into
two parts. Firstly,
schools were invited,
using several specific
criteria. These were:
proximity to the centre
where the activity was to
take place; past interest
shown in projects/events;
and the degree of interest da
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expressed by staff. In discussion with the
classroom teachers who were to be involved,
a full evaluation was made of the draft
talented selection criteria, testing them by
using videotaped recordings of children
already participating in dance courses at
Laban. They were amended in the light of
this and four key criteria were finally
established. 

Pupils were selected on the basis of their
ability to demonstrate their: 
• Physicality; physical endurance, physical

approach to learning, overall body
awareness, co-ordination, spatial
awareness, flexibility/mobility of physique,
taking into account gender and physical
type differences

• Imagination/curiosity; flexibility, open
mindedness, capacity to question and
explore, curiosity, enjoyment in expressing
and creating in movement, imaginative
responses to dance ideas, wide range of
ideas if given a creative stimulus, ability 
to take risks when working creatively

• Musical/rhythmic awareness; ability to
move in time with given music, capacity to
respond in movement to different musical
dynamics and phrasing, ability in making
expressive response to a variety of music

• Approaches to work related to; ability 
to stay on task/concentrate/focus,
engagement; response to feedback,
motivation/interest in dance, tenacity

Description of the project

• The aims of the organisers were to:
• Identify and test the selection criteria for

the talented in dance
• Support in-service training for primary

teachers and develop good practice

• Provide access to the facilities of a
professional conservatoire and
contemporary dance classes to pupils who
might otherwise not select themselves for
dance activities 

Four schools were invited to participate. An
hour-long workshop was delivered to all Y5
pupils in each school by two specialist dance
teachers, organised by the ECP. One taught
while the other observed alongside the
classroom teacher, in order to identify
between five and eight talented children using
the selection criteria. Eventually, 26 children
were selected to participate in the longer
project, consisting of ten workshops at Laban
in a high quality dance environment, taught by
a specialist ECP dance teacher. The aim was 
to develop technical dance skills alongside
creative understanding. Live accompaniment
was provided at the workshops to provide 
a professional atmosphere and enable a
particular focus on technical working. Each
primary school was responsible for
transporting the pupils to Laban. This 
involved a considerable investment in time 
for the teaching staff; evidence of their
recognition of the value of the project. 

Analysis

The group of 26 pupils (mixed group) were
taught together. Although pupils were
identified as talented, as a group they did
not have much previous dance experience.
The original intention had been to make a
piece to perform at the end of the term but 
it became apparent that the technical
understanding of the pupils needed greater
development and the emphasis then became
to challenge them physically. The whole
class was taught set phrases, and this
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didactic approach was balanced with
creative tasks in smaller groups or as
individuals. The pupils held an open class
instead as their finale, to show both their
technique and creative work to parents and
class teachers. This was well supported and
appreciated. Typical parental responses after
seeing the presentation were: “(my child’s)
range of movement has developed and (he)
has gained so much confidence”; and “(she)
has gained a lot of confidence by coming to
the class so that she is happy to go and try
out other new things”.

ECP staff and the EiC Co-ordinator monitored
the project’s progress. Several evaluation
methods were used, comprising class
teachers’ evaluation forms, a register of
attendance, video recordings of pupils’
progress, qualitative evidence and feedback
from participants and parents. Other
questions were considered in order to
contextualise the observed results. These
included examining the original expectations
of the pupils in respect of dance, analysing
motivation and commitment with the art
form, whether there had been any
behavioural problems, and why pupils'
attendance had been sustained.

Individual progress was measured, in 
the main, by outcome from whole class
activities: however, individual challenges
were sometimes set because certain pupils,
even within a talented group, needed
extension tasks.

The minimal dropout experienced was
evidence of the success of the project. The
involvement of class teachers in encouraging
the pupils and the variety of material and

content offered during the workshops
contributed to this. The praise given
to the pupils also made them feel
special.

The children were given a simple
questionnaire asking what they
thought of their first dance class
at Laban. Their interest and
involvement in dance before
the dance class was also
questioned. The following
were reported as typical
responses:

“There are hundreds of

different dances and I 

can do some of them”

“I did not know I was 

going to be picked, 

I was surprised”

“I had thought about

dancing sometimes but 

I never had the time or

space to dance properly,

although I did like to leap

around and spin around

the house”.

These statements would
indicate the sense of
purpose and confidence
that the children had
developed, and also
illustrate how some
might not otherwise
have been involved in
formal dance activities. 

The organisers felt that
a mixed outcome had
been achieved. The
selection criteria were
deemed to be useful
and had led to an
understanding of the
strategies to be
employed. They were
effective and class
teachers had applied
them confidently, finding
their simple format easy to da
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work with. For example, it was reported that
as each had watched the videotape, they
identified behaviour relating to the first three
bullet points fairly quickly. ECP staff are now
keen to develop the criteria further by
providing exemplar material so as to make
them even more helpful to non-specialist
teachers.

They also made several formal
recommendations for future projects: 
• The class numbers should be lower to

allow for more concentration and more
individual attention. 

• Timing: the class had originally started at
one and half hours but was shortened to
one and a quarter as it became clear that
the participants became tired and
concentration was impaired. This shorter
length was judged more suitable for a
younger age group attending after school
in future. 

• A second level of identification should be
used. It was decided to continue the class
but also to select out the pupils who
maintained a consistently high standard
for further development. This group might
be approximately half or less from the
initial cohort. The ultimate ambition is to
establish a youth dance company in the
future. 

• Identifying motivated pupils was regarded
as a key to long-term development, but
indications of this might not be obvious
from one observed workshop. In order to
address this, it was noted that the context
within the primary school itself was a
factor. If a whole school approach and a
formal policy to the arts are in place, then
access opportunities and pathways
through the school can help to identify
which pupils might sustain this type of
long-term project. The organisers felt that
they had established a useful mid-way
project model that balanced challenge and
enjoyment, and was one which could be
easily replicated.

Evaluation

This is a good example of how a higher
education institution or similar centre of
expertise can cooperate with schools to the
mutual benefit of all concerned, providing
help with identifying talented children,
supporting classroom teachers in their work
and being able to organise continuing
experiences once expectations have been
raised in the children. 
• It provides a model for establishing a pilot

project in order to draft and redefine
criteria, and demonstrates the importance
of having both a strategy for continuing
development and maintaining a flexible
approach, so that unexpected outcomes
can be accommodated. 

• It demonstrates the importance of being
able to trial selection criteria in practical
circumstances, with the other personnel
involved who might later have to apply
them. 

• It identifies useful criteria for how
organisations might choose schools for
similar projects. 

Initial workshops held in the schools assisted
in keeping down the costs of the project.
More valuably, young pupils who may not
have been confident in their dance skills,
were engaged on familiar territory. The use
of an open class as a performance venue
was a similarly non-threatening context. It
illustrates that there are talented pupils who
might not be identified by teachers in
ordinary circumstances, and demonstrates
the potential for differentiating between
those characterised as talented in follow-up
projects, and the basis on which this might
be done.

NOTE: The criteria developed can be used to
supplement those provided in the material
accompanying these case studies. 
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(3) Dance performance club

Summary

This case study describes a long-term,
mixed-ability project in dance performance,
supported by the New Opportunities Fund
(NOF)x. The establishment of successful
mixed ability dance groups led to the further
development of a gifted and talented
performance group. All groups are now 
led by professional dance artists and meet
regularly each week as an after school club
on the school premises.

Planning

The project was conceived and developed 
by the NOF Co-ordinator who is also the
teacher in charge of GCSE/Key Stage 3
dance. This dual-role assisted planning, and
the organisation of the funding application.
The co-ordinator continued as the chief
administrator and was responsible for both
day-to-day and long-term development of
the project. It commenced in September
2000 and continues to run. The aim was to
provide opportunities, initially for all

interested pupils, to work
regularly with a professional
artist, and to extend both
their performance and
choreography skills.
Planning was assisted by
an ex-student who had
graduated from the Laban
Centre. She had
established her own dance
company locally, and was
also keen to return to her
old school to lead a group. 

The dance artist worked in
conjunction with the dance
teacher, and the first Hoppers
dance group was established.
The group had planned to
audition for membership, but
decided not to proceed with this
when it became apparent to
them that there would be keen
pupils who would not have been
accepted. It was therefore
decided to make commitment the da
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key qualification. The dance teacher
arranged for letters to be sent home
outlining the need to attend regularly and
explaining that there would be a requirement
for the payment of a small sum of money in
advance. Posters were placed around the
school to advertise and recruit. Twenty
students, plus five reserves, volunteered for
the first sessions. Several more open-access
groups, based around individual year
groups, quickly followed and the gifted and
talented performance group, now in its
second year, was also established. Auditions
were held for its fifteen members since this
was a selective group.

Funding

The project is supported by NOF, and a
payment of approximately £1 per session 

by each pupil. The former covers the dance
artist’s costs for the year which is £25 per
session for three 10 week terms. The gifted
and talented group thus costs £750. There
are currently three dance artists employed
over the whole programme, making a total
of £2,250 per annum. Pupils’ fees help to
cover costumes and encourage commitment.
Administration costs are small, being
managed in-house by the dance teacher 
as part of her school role.

Selection of participants 

Participants for the open-access groups were
self-selecting, coming from Key Stage 3
classes, GCSE groups and existing dance
clubs. Those who wanted to be considered
for the talented performance group were
also self-selected, initially for the open
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audition that was held. The dance teacher
and dance artist negotiated the selection
criteria and decided that the audition for the
talented group would be a formal one. Pupils
were selected on their ability to copy a set
phrase and perform it by themselves, in
small groups, and be able to demonstrate
that they could use this phrase creatively in 
a simple set task to show a development of
it. Performing skills were to be assessed
within both activities, as the project would
involve the artist choreographing the
talented performers. However, the ability 
to be sensitive to other performers was seen
as important, and the creative tasks enabled
the selectors to see how potential recruits
collaborated with each other. 

The dance teacher and dance artist both
evaluated the potential recruits. All those
auditioned had been in other Hoppers
groups, so they had already demonstrated
strong commitment, still seen as a key
qualification. Although the audition was
acknowledged as stressful for pupils, this
was ameliorated to some extent by their
knowing what would be involved; they had
also all had at least one year’s experience of
dance, had been in school performances and
experienced the strong arts culture within
the school. Pupils not chosen were still able
to attend other groups. It was felt that a
formal audition, however stressful, was an
appropriate way of selecting an elite group
of gifted and talented. It conferred a high
status on belonging and helped to show
pupils what 
a real life situation would be like. 

Description of the project

The talented group was of mixed ages and
included pupils from Y8 through to ex-pupils
in Y12 and Y13 (the school had no sixth
form). They were of mixed backgrounds and
experience; some had only studied dance
within the school curriculum while others
had attended local vocational dance schools.
Although the aim was to complement their
creative experience in school, the chief
object was to extend their performance
ability. Thus work involved challenging their
physical, technical and expressive skills.
Each after school class was one hour in
length and provided talented pupils with an

opportunity to work with like-minded,
more able students who all shared
high expectations. 

There was a mix of didactic teaching
with some task setting, as this was
an artist-led enterprise. The dance
artist was ultimately responsible
for choosing the theme and
making a group piece. She
choreographed to the standard 
of the more able, because most
participants were those pupils
who were already attending
classes outside school. This set a
high standard, and ensured that
all were stretched. The unfamiliar
contemporary style and complex
rhythmic quality of her work also
proved challenging. 

Differentiation was later introduced
by providing easier or more
complex roles depending on 
a dancer’s individual ability.
Performance opportunities were
found within school-based
activity such as the annual
awards ceremony held in the
cathedral, seen as a high
status occasion, and also a
series of dance festivals and
regional showcase events.
This provided a network of
performance opportunities
to tap into.

Analysis

The dance teacher
monitored the project, gave
feedback and support to the
artist, because she was in a position
to be able to compare pupils’ work
within curriculum lessons. She saw
evidence of improvement in the
pupils’ GCSE work stating that 
“a subconscious osmosis from the
artist’s work took place; they used
the space better and handled
more complex choreographic
devices”. It was felt that social
skills and confidence had been
improved. The pupils were each
given a tee-shirt to create a da
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group image, and they had gained high
status within the school as a result of
participation. The dance teacher ensured
smooth running, controlled the budget and
handled discipline or other similar problems
effectively as she knew the pupils well. It
was felt appropriate that the artist had a
different role and attitude from the teacher,
in order to make the situation special and
not replicate the familiar school-based one.
Even so a register was kept to monitor
attendance.

Outcomes

The outcomes were as staff had anticipated. 
The atmosphere was one of achievement,

dropout was insignificant and the project
generated much enthusiasm. Failing the
audition did not deter pupils: “I want to 
try again next year,” said one pupil with
enthusiasm. Pupils with strong outside
commitments to local ballet schools took 
the project equally seriously. 

Evidence of progress was partly measured 
in individual pupils’ continuing participation.
For example, one pupil joined a Hoppers
group, then did GCSE and gained an A grade
after participating in the performance group,
although she had been judged potentially as
a C-grade prior to this experience. It was felt
that formal assessment was inappropriate
for a voluntary after school activity, as this
might have been seen by the participants as
an imposition. An atmosphere conducive to
‘self-reflexive’ evaluation was created
instead.

The dance teacher felt that sustainability 
of the project was an important indicator 
of success. It also extended and supported
school activities. Future plans would be to
bring in other artists to introduce different
dance styles, because they had only used
contemporary ones to date. The dance artists
have also benefited, as one is now planning
to train as a teacher. The use of ex-pupils has
highlighted potential careers in dance,
demonstrated the success of past pupils 
and, since two of the three leaders only had
experience of school dance before they went
to college, this was reassuring for pupils.
However, one key policy has emerged that
will change future planning. It was learned
from two boys in the performance group,
that boys in general were not comfortable
with auditions because of the risk of feeling
inferior in front of their peers. The aim is to
develop a separate boys' group by actively
searching out boys in Y8 and 9 as an
alternative route for feeding selected
participants into the performance group.

Evaluation

This is a simple model to follow because it 
is built up from a series of dance clubs that
may already be operating, or may be easy 
to set up within the school. It is inexpensive
to run because in-house facilities and
administration are used. A dance specialist
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might lead the group if an artist is not
affordable. A key factor for success is to
have someone who knows pupils well 
within the school, so they can address 
any problems that may arise, negotiate
relationships between participants and the
artist/leader if necessary, and be available
during the sessions. 

Building on existing dance clubs and
attitudes in school appears to assist
sustainability and provides a pool from
which to select the talented. This ‘bottom-up’
approach provides support from within the
general school population, and the fact that
pupils have access to similar opportunities,

prevents resentment towards high
status projects.

Using ex-pupils provides
invaluable role models. An artist
with similar background or
experiences could also be useful
in encouraging pupils to follow
this career route. 

The project is an effective
model for collaboration with a
network of local and regional
festivals that may exist. It
enhances local vocational
opportunities and, in this
respect, values pupils’
outside interests.
Commitment is a key
qualification, as without this
even talented pupils fail to
progress. A small payment
such as used by this model
appeared to give status to
the project. This model
illustrates that auditions
need to be considered
carefully. Where they build
on a pool of experience
they provide challenge
and establish status. Also,
pupils who may not have
been considered initially,
often shine unexpectedly.
However, boys’ attitudes
may be different and
other strategies to help
boys to save face, and
support inexperienced
girls, particularly when
there is no history of
such activity within the
school, may need to be
developed. One
alternative could be for
the establishment of an
open group initially,
from which to invite
selected pupils, or the
setting up of private
auditions. da
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(4) Dance artist in residence

Summary

This case study describes a complex joint
choreography and performance project
involving Dance Xchange (the Birmingham-
based National Dance Agency), a consortium
of schools and a variety of venues in the
Midlands. This long-term, large-scale project
involved dance artists in residence providing
a wide range of activities, including holiday
workshops. The case study focuses on one
school which specifically targeted their gifted
and talented pupils for participation.

Planning

Conceived by Dance Xchange, the purpose
of the project was to increase participation in
dance across the Midlands. Activities ran

from September 2001 until Christmas 2003
and involved both in-school and out-of-
school events, so planning was complex.
The project, originally to be delivered
through partnerships with local theatres
interested in increasing dance audiences,
established a consortium of schools. These
involved the educational co-ordinators of the
venues and the key teachers in the schools.
The schools provided pupils for the audition
classes that assisted in the selection of the
artists for their area.

Funding

A complex funding arrangement existed
between Dance Xchange, the venues and
schools. In the geographical area of the case
study, a local arts venue provided £2,000,
and the three schools gave £12,500, and a
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non-specialist school, £2,500. Core funding
for the main project was provided by the
Paul Hamlyn Foundation and the Regional
Arts Lottery Programme. Dance Xchange
managed the main budget, invoicing the
schools when necessary.

The provision of accommodation for
workshops and performances, and the
unpaid administration undertaken by the
teachers assisted the school's involvement.
There were however, unexpected costs
involving travel to and from the venues and
some costume expenses. One of the schools
in the consortium was in a deprived area and
felt they could not ask parents to transport
participating pupils or defray expenses. In
order to ensure that the events were
accessible for all, school coaches had to be
organised. This had not been anticipated by
those schools used to relying on parental
support.

Selection of participants

Each school in the consortium was free to
select its own participants. In this school,
all pupils experience dance as part of
KS3, and some undertake GCSE. The
Head of Performing Arts, was
responsible for co-ordinating the
school’s involvement. She had been
successful in focussing on boys in the
past, and decided, as well as
encouraging mixed-ability
participation, to target the talented
dancers. For example, a day of in-
school workshops was held for Y7
pupils, a small group of talented
pupils was selected to work at the
local theatre, and sessions were
held in feeder primary schools
received sessions. They were
assessed using the National
Curriculum physical education 8-
level framework. The talented
were identified as those achieving
two levels above the average for
their age. The teacher also drew
upon her experience of the pupils’
choreographic and technical
abilities. Motivation was also seen
as a key outcome, measured by
pupil participation after the
activity had been described
to them.

Description of the

project

The project fell into eight
activity stages and
employed four dance
artists in residence across
the Midlands. A specific dance
artist was attached to each of the
regions, although they also worked
outside their own areas. In general,
there were regular sessions in term
time as well as half-term and
holiday workshops. There was
autonomy so that each area
shaped the project differently
depending on the local context.
Because of the range of
activities, a variety of teaching
styles was utilised. Didactic
teaching of set phrases, creative da
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tasks and structured choreography provided
different levels of challenge. There was a
clear set of stages to this project, outlined as
follows.

• Stage 1 provided five hours of 
in-school delivery in order to become
familiar with the region and to promote
Bare Bones, a professional dance company
that would be touring. For example, the
artist taught workshops with existing after-
school performance groups, and with
primary feeder and partner schools. 

• Stage 2 involved Banksy, a professional
street/hip hop artist. He created a piece 
for the four resident artists and gave
workshops to pupils. 

• Stage 3, an Easter holiday activity for the
talented, involved making a piece with the
resident artist, and a performance with
other groups at Dance Xchange. 

• Stage 4 involved a half-term talented
workshop and performance.

• Stage 5 established a link with the Solihull
Music Service to perform at their annual
event in the Symphony Hall. 

• Stage 6, a Summer School, saw pupils
working with teams of two dance artists
culminating in a performance. 

• Stage 7 involved providing regular help for
the school’s production of Grease and a
half-term project for the talented pupils. 

• In Stage 8 the Protein Dance Company
toured the area and spent a day at the
school giving workshops and a
performance. There were also Finale
performances at 
the Arts Complex in Solihull and Dance
Xchange.

School staff aimed to achieve certain targets
from their involvement. They wanted to
promote dance for the talented, to support
their feeder and partner schools in the
delivery of dance, to increase extra-curricular
dance activities and offer master classes,
weekend and holiday courses, as well as
providing in-service training with the
establishment of a local dance teachers’
association. On a micro level, in addition to
extending performance and choreographic
skills, they wanted participants to experience
working with professional artists, to rehearse
and perform in high status, professional

environments, and they were keen to create
opportunities for for pupils to ingregate with
those from other schools and from other
socio-economic backgrounds. 

Analysis

Dance Xchange sent formal questionnaires
to the artists, the teacher and participants, in
order to gauge their responses. As the pupils
were involved in voluntary activity it was felt
that formal assessment was inappropriate.
Differentiation was by outcome. There was
opportunity for self-evaluation and pupils
continued to volunteer for time-consuming
activities, so were clearly enjoying their
participation. A range of benefits was noted.
GCSE groups doubled in size, boys dance
continued to develop, pupils made requests
for additional extra-curricular dance, and a
more open-minded approach to different
dance styles developed.

There were however, unexpected workload
issues. The National Dance Agency
generated a great deal of exciting activity
and the sole teacher, although a highly
motivated and experienced dance specialist,
bore the burden for the school-based
involvement, in addition to her usual
responsibilities. Insurance requirements 
also necessitated the presence of a qualified
teacher on the premises, in addition to the
artist, at all times.

Unforeseen difficulties also arose in
connection with participation in shared
workshops within the consortium. For
example, one of the schools had no 
dance specialist and thus had different
expectations. Difficulty was also experienced
in hosting professional performances within
the school, although compromises were
eventually found which solved some
problems. Even so, it was felt to be a
positive feature that professional companies
brought dance to the pupils.

Finding the right material for challenge and
accessibility was an issue for the talented
group, who were initially frustrated with 
the level on offer, but this was gradually
modified to their needs. Expertise developed
with this long running project at all levels.
Another issue was the difference in

dance case studies

60



experience between pupils in the
consortium, the case study school having 
a long-established dance provision.

There was also an issue with pupils’
attitudes: “There were expectations of style.

‘Street’ was expected, and so pitching it at a 

more challenging level became necessary“.
This situation improved as the school
became more efficient in describing the style
to pupils before they volunteered, and the
artist became more adept at producing
street-contemporary mixes to make the
content accessible. It was stated that
communication needed to be clearer
between the schools in respect of age 
and gender.

Future dance developments aim to build 
on the enthusiasm generated by the project.
The teacher has already set up a

performance group,
wants to organise regular
weekend activities and is
keen to extend existing
curricular activities by
employing the dance
artist on a continuing
basis. She also plans 
to create a youth 
dance group for the
area. A community
administrator and dance
worker will oversee the
after-school programme
and Saturday classes. 
A school theatre is
currently being built, so
there is much scope for
development, and more
work than one teacher can
sustain.
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Evaluation

This is a complex model initiated by a
National Dance Agency. It shows what a
participant school can achieve in relation to
its own specific targets, by being proactive
and using the flexibility of the project as a
basis. 

In-house facilities and administration helped
to offset the costs borne by the school, but
there were hidden expenses. Schools need
to check parental expectations and provide
support well in advance. 

Communicating with consortium schools in
respect of the selection of participants is key,
as are any specific targets and the
expectations and attitudes that might or
might not be shared. This is facilitated when
each school has a dance specialist. 

It was an advantage that the teachers
selected the dance artist they worked with.
They knew they wanted someone with good
teaching skills and the audition class for the
artists provided an opportunity for this to be
demonstrated. It became more difficult over

time to integrate artists from other areas
who were less comfortable with the working
habits established. How and when artists are
moved around groups should be considered
in the light of this. 

Excessive workload was a serious issue. 
The presence of a motivated dance specialist
to steer and promote the activities was
significant to success, but as the only
specialist on site, it was difficult for the
teacher to find time to plan ahead.
Identifying the use to be made of the
expertise of the dance teacher is vital, for
example, knowing the pupils well, selecting
effectively, and planning and negotiating
activities.

Making some activities available to all pupils
helped to prevent resentment of the talented.
The project identified a method for selecting
a talented group using easily available
assessment methods. The range thus
selected is perhaps rather broad initially, 
but this is a useful place to start for later
refinement when there is no existing
talented group.

dance case studies
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(i) The aims of the subject

Drama is an art form, a practical activity and an intellectual discipline
which is also part of the National Curriculum programme of study for
English at all key stages. Objectives for drama are found in the National
Primary Strategy, – Framework for teaching R-Yr 6 and in the National Key
Stage 3 Strategy – Framework for teaching English in years 7, 8 and 9.
Additional case study material can be found in the KS3 Drama Objectives
Bank.

Like all the arts, drama helps both participant and audience make sense
of the world. This takes place through the creation and exploration of
imagined worlds containing characters and relationships, situations and
the events that they encounter (the ‘content’ of the drama). Though
imaginary, the experience may appear to be real to both actor and
audience, as if it were happening in the present. It is this that makes it 
a unique art form.

Education in drama, which begins naturally with learning through
dramatic play, will eventually include many elements of theatre.
Through engagement in drama activities, pupils apply their imaginations
and draw upon their emotional memories. Their increasing knowledge
and understanding of how the elements of theatre work enables them
effectively to shape, express and share their ideas, feelings and
responses through the ‘form’ of the drama.

As well as understanding the language of theatre as part of culture, the
process of learning in drama thus provides opportunities for the
development of language in all its forms and for understanding aspects
of human concerns and relationships. 
Pupils learn: 
• To work creatively together, experimenting with ideas and solving

problems 
• Apply thinking skills within very practical contexts 
• Flexibility, empathy and risk-taking
These are intrinsic to drama practice and are recognised as vitally
important in the work place and throughout adult life.
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(ii) A balanced programme of study

A balanced programme of drama, in
common with all subjects, requires acquiring
specific skills, knowledge and understanding.
Pupils are likely to engage in theoretical and
practical interrelated activities that
characterize the subject of drama:

Key drama activities:

• Making – the many processes involved in
the creative development of ideas for
making drama – exploring, researching,
devising, shaping and interpreting drama

• Performing – the skills and knowledge
displayed when enacting, producing and
presenting dramas, including the use of
theatre technology

• Responding – reflecting on their reaction 
to the drama (both emotional and
intellectual) as well as the knowledge and
understanding of how the drama is
created. This includes drama from different
times, places and cultures.

When following a balanced programme of
drama activities, pupils are likely to engage in
theoretical and practical activities intended to:
• Develop understanding of the conventions

of theatre and the way that meaning is
communicated

• Develop skills and knowledge both to
interpret and communicate meaning
through character, mood, atmosphere and
situation. For example, through effective
manipulation of sound (including the
voice), movement, gesture, timing and
space

• Develop understanding of the many
different roles and responsibilities such 
as acting, directing, set design, sound
engineering, costume, lighting design and
stage management

• Enable them imaginatively and practically
to interpret a broad range of scripted texts
and other stimuli

• Make use of a range of genres and styles,
including creating new forms for different
purposes and different audiences

They may also:
• Engage as a member of an audience in

regular performances and professional
theatre practice that represents a wide
range of cultures and traditions

• Work regularly with professional theatre
practitioners, (including directors,
designers and technicians) through
productions, workshops and placements.

(iii) Recognising talent in drama 

There is a range of aspects under the
heading of drama where talent might be
demonstrated. The three main drama
activities of making, performing and
responding provide a useful means of
grouping these aspects. The very talented
may exhibit high levels of ability 
in only one or two aspects of drama, while
others may excel in many. For example, their
ability may be restricted to mime and
movement or the ability to direct groups of
actors in a play.

The confident ‘show-off’ may be no more
talented than the quiet and thoughtful pupil
who only seems to come alive when
adopting another persona. Also, a pupil may
be talented in a particular aspect of drama
and performance and demonstrate no
aptitude for other aspects. The ability to
improvise and ‘make-up’ plays is certainly a
talent, but so is the ability to interpret other
people's words and ideas, or to be able to
design the space where drama might take
place. Likewise, the ability to direct others in
a piece of work, despite being unable to
perform oneself, still can also indicate 
a talent in drama. Increasingly pupils are
making use of digital technology to create
work in drama. The following indicators can
also apply to drama activities that make use
of ‘moving image’ technology.

In using the indicators on the next page the
teacher will have to make a judgment in
comparison with a child of a similar age.
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The drama indicators

Pupils with talent in ‘making’ drama will show evidence of particular
ability in:
• Making conscious use of an extensive range of drama skills and

techniques when they are creating dramas or performance pieces. 
As well as communicating meaning, they may also be hoping that 
the audience will be emotionally engaged

• Devising work which demonstrates an understanding of theatre styles
or genre. (This may take the form of a group-devised drama or a
written script or story board)

• Interpreting the work of other artists to create a polished ‘product’
often demonstrating originality and innovation

• The imaginative and expressive use of space, body and voice when
experimenting with ideas and stimulus (or through imaginative play
when very young)

• Working with intense concentration, energy and focus when
rehearsing and acutely observing others in the action

Pupils with talent in ‘performing’ drama will show evidence of
exceptional ability in:
• Controlling physical and vocal skills to express meaning and emotion

when engaged in drama activities such as story telling or acting out a
play For example, voice: making use of a range of accents and
controlling their breathing to support volume and tone. For example,
movement: creating pieces of theatre where aspects of mime are
used with clarity and crispness

• Designing, organising and managing the different technical elements
employed in a performance or film. For example, lighting, sound,
costume, make-up (including masks) and scenery

• Responding to an audience. For example, through the effective use of
timing, silence and eye contact.
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Pupils with talent in ‘responding’ to drama will show evidence of
particular ability in:
• Their awareness, knowledge and understanding of different

traditions, genre and styles of drama

• Evaluating and analysing their own work in drama and that of others

• Understanding the relationship and connections between the content
and form of the drama

• Their eagerness and enthusiasm to read, see and talk about the
dramas in which they have engaged whether in school, professional
theatre, film or television



(iv) Differentiation strategies in drama

Introduction

Within any drama lesson there will be a core
task which can be achieved by the majority
of pupils to the level indicated in the
planning. However, in order to challenge the
more talented pupils, the task should be
capable of being developed or extended
without having an adverse effect on the
overall outcome and achievements of
everyone. In preparing a group performance,
there may be characters in the play or 
some organisational roles which encourage 
a higher level of skill or knowledge to be
demonstrated. This differentiation is
determined by the pupils, encouraged and
supported by the teacher, taking advantage
of opportunities. 

As part of a core activity, specific tasks or
challenges are allocated to known talented
individuals in the group or class to match
their perceived talent. For example, in a class
performance of a scripted play, the teacher
will allocate specific parts or responsibilities
which are more demanding to provide
opportunities for the talented pupil, or set
tasks designed to challenge and extend
individuals. This could include:
• Creating the atmosphere through stage

lighting
• Using the library to research and extend

ideas for costume and set
• Taking on a character role rather than the

lead role 
• Pupils being given responsibilities that

utilise their talent, such as coaching,
guiding or directing another group. (This 
is in line with the criteria for the Arts
Leadership Awardiv for Key Stage 4 and
16+, as accredited by QCAv and ACE.)

There are occasions when a group of pupils,
previously identified as having talent for
aspects of drama, are given a different task
from the rest of the group, although working
within the same general theme or topic. This
will also include a marked increase in both
pace and complexity. For example, a group 
of talented pupils prepares a non-naturalistic
stylised performance on the theme of
‘invaders’ while the other groups work on 

a more literal or concrete piece of
theatre on the same theme. 

Finally, some of the most effective
strategies in drama to improve
skills and knowledge across the
whole range of ability are the
opportunities provided by the
school play or other public
performance event. These events
are usually open to all pupils in
a school and provide 
a valuable social and cultural
experience across the whole
school community. However,
for talented pupils they provide 
a vehicle by which to develop
their skills and work with other
talented pupils. For the younger
talented pupils, it provides the
opportunity to work alongside
older pupils who can provide a
valuable role model. An
extension of this is the existence
of youth theatres, where talented
youngsters can come together 
to make and perform theatre. The
involvement of professional theatre
workers and theatre practitioners
taking part in a school
“placement” or working with
schools also provides many
benefits, allowing selected
pupils to engage with
outside experts who share
their interest and passion.

Drama for the talented

pupil – differentiation

exemplified

Teachers can plan different
tasks by making use of the
indicators identified earlier under the
three headings of making, performing
and responding. These tasks should
be designed to meet the needs of
the pupils previously identified as
having a talent in some or all of
the different aspects in drama. 
To identify these pupils,
diagnostic baseline assessment
activities should be carried out
for all pupils as they start a
stage of the drama curriculum. dr
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Assessment for learning and target setting
will be based on criteria which are
understood by all pupils. In some cases, an
individual pupil will have targets set as part
of their drama extension programme, and
this may be recorded or tracked as an
individual plan. 

The examples below provide some guidance
on how a range of activities and opportunities
can be used to ensure that all pupils are
challenged in ways appropriate to their
particular talent, whether that be as designer,
director, actor or technician. For the most
talented, this will result in increasing mastery
of skills, knowledge and understanding.

A classroom activity: developing skills 

to communicate mood and atmosphere

The class was required to plan and create
the opening scene of Shakespeare's
Macbeth. Only the first eight lines were to 
be spoken.  The teacher stressed that she
would be looking for how the group, using
only their voices and bodies, without the aid
of technical effects such as lighting and
sound, created an atmosphere which would
engage an audience and hint at what is to
come. All the groups were of mixed ability
pupils. As the pupils began to plan and
rehearse the opening scene the teacher
moved round asking questions and
reminding the pupils of previous lessons

drama
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where voice and movement had been
employed to establish both character and
mood. She instructed each group to make
use of a director who would not have any
lines but who would be responsible for 
co-ordinating the piece and would
considering it from the perspective of a
member of the audience. This task was given
to the most talented pupil. This pupil's task
also demanded that he or she coach the
others in the group or suggest
improvements. In order to ensure that the
achievements of the talented pupils were
recorded, the pupil had to find a way of
notating their directions on the page of script
provided as a prompt copy of the play.

A classroom activity; interpreting scripted

texts in a range of styles

Talented actors often excel at bringing
characters in scripted plays to life through the
use of their voices and physical movement. In
order to challenge and develop this ability
further, the teacher divided the class into five
groups. Each group had to create a short
scene based on the story of The Pied Piper of
Hamelin but in a style determined by the
teacher. The first section of the lesson
consisted of the teacher demonstrating with
one of the groups how this might be
achieved. During previous weeks, as
homework, the talented pupils had been set
the task of researching how acting styles have
changed over the years. Each talented pupil
had been allocated a particular style, for
example, Classical Greek, Shakespearean,
Restoration comedy; Melodrama; Brechtian
and Absurd. Each group was then allocated a
talented ‘expert‘ and used the style they had
researched in their performance. 

A classroom activity: understanding theatre

conventions – in this case, multiple staging

also known as the split screen/scene 

The teacher wanted to show how events in
the past, present and the future as well as
scenes set in different locations, can 
all be performed simultaneously in front of
the audience through applying the theatrical
convention of multiple staging or the split
screen/scene. All pupils were asked to create
the scenes from the play ‘Killed’ where a
young wife is seen in the kitchen writing to

her soldier husband. At the same time 
he is seen reading the letter he received
some three months later in the trench 
he shares with his soldier comrades.
Talented pupils were challenged
further, when they were asked to
apply the same convention and
concepts within an original play
they had to devise as a follow up
activity. 

A classroom activity: creating

new forms of theatre and

working with professional artists

A puppet theatre company,
where actors and shadow
puppets interact, had performed
in a primary school. During the
workshop that followed, the
puppeteers showed pupils how
the puppets were made and
manipulated, and how simple
shadow theatres could be made
out of shoeboxes. As part of
their design and technology
work, all pupils made shadow
box theatres, and made their
own shadow puppets based on
characters from the story of
Rama and Sita. In groups,
they devised scenes of the
story using the puppets, and
later performed these to
another class. The most
talented pupils were invited
to a Saturday workshop in
which they learned about
other forms of shadow
theatre. They used the
Internet to research another
story from a different culture, and
created an original piece of shadow
theatre using their own physical
movements instead of puppets. 

(v) Extra-curricular activities

Creating a piece of educative

theatre to perform to younger

pupils in order to illuminate a

concept.

This lesson took place after
school, when a group of pupils,
of mixed age and talent, worked dr
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with their teacher to prepare a play to take to
a local infant school. The infant school was
interested in environmental issues to do with
rubbish and graffiti. The extra-curricular
group visited the school to meet briefly the
children and staff. They established the
nature of both the audience and performing
space. Making use of the different talents of
the group, they quickly devised an allegorical
play based on a story line about ‘green
issues‘, and rehearsed their play. This was
recorded on video during the devising

process and improvements made. After
several weeks of rehearsal, the piece was
‘toured‘ to the infant school as part of an
assembly. The teacher had placed a number
of constraints on the group. Limits were set
on the length of performance, the availability
of props and the size of the performing
space; set and lighting had to be created
within a very limited budget. There was also
the requirement that there should be music
or sound effects to enhance the
performance. 

drama
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(1) Shakespeare in Schools

Summary

This case study describes a project run to
benefit a Y10 drama group whom the head
of drama had identified as being talented. 
It involved entering the group into a national
drama event, ‘Shakespeare in Schools’, 
in order to challenge further their skills 
and understanding of production and
presentation in drama. The school is situated
in the West Midlands and serves a mixed,
professional area south west of Birmingham.

Planning 

The Head of Drama decided to enter the
Shakespeare in Schools project following 
a successful production of A Streetcar
Named Desire by the Y10 drama group. He
considered that involvement in this initiative
would extend pupils’ experience of drama 
to an audience wider than the school
community through working in a commercial
theatre. He had identified the whole group 
to be particularly able.

The decision was taken to enter a shortened
version of Hamlet, using the text of the play
provided by the project organisers. Hamlet
was selected because the head of
department knew that it would challenge the
ability of the pupils. An idea was developed
to produce the play in the style of the film
The Matrix, with all the performers dressed
in black, on stage all the time and with the
narrator in the role of the Controller.

Selection of Participants

Those taking part were the Y10 drama 
group and their involvement was an
extension of their coursework. There were 
24 in the Year Group, and 15 performed in
the play. Auditions were held. The text was
difficult and auditioning in front of their 
peer group was challenging. Those taking
part were assessed on the basis of their
confidence, ability to take ideas forward, and
their insight into the themes explored in the
text. Careful account was also taken of how
they used their voice, facial expression, body
language and imagination in interpreting the
text and developing their performance. The
strengths and weaknesses of those who

auditioned were identified for their
respective roles. Those who attended were
identified by the head of department as
being the most gifted and talented pupils 
in drama. The choice was reflected in the
quality of the production, which was very
good.

Funding

The school contributed £500 to the
Shakespeare in Schools Company. This
funding entitled them to the text and a 
half-day workshop. The school also bought
tee shirts for all taking part, refreshments,
portable lighting, as well as funding travel
expenses and supply staff when essential.

Description of the project 

The approaches used in teaching were wide
and various, largely being concerned with
putting a dramatic production together. The
nature of the production combined with the
text provided pupils with the opportunity to
discover something very exciting about
drama and as a result, know how to develop
an issue as a dramatic presentation. 
The teaching was organised in such a way as
to place emphasis on providing
encouragement, facilitating opportunity,
identifying innovation and valuing how to
speak verse. Sometimes, the teaching was
simply didactic, yet demanding. Care was
taken to ensure that those taking part
understood that discipline is an important
element of being on stage.

Analysis

An important underlying aim for entering 
the event was to demonstrate the distinctive
skills of the pupils in the context of the local
authority. The head of department said he
wanted his group “to be the best on stage 
in the area because of their implicit talent
and ability”. The LEA supported the school
entering the project, which was important 
in providing a seal of approval.

The half hour performance, which was
highly successful, proved to be very intense
and challenging but the pupils responded
very well. The head of department pointed
out that those taking part had delivered
stunning performances in the play. This
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proved a justifiable claim, with the pupils
demonstrating their unique qualities both
within the school and to a much wider
audience. The adjudicator was extremely
positive about the performance, making no
critical comments. However, the important
outcome was that the pupils knew about
Shakespeare much better as a source for
performance, and through this, as a means
of exploring and developing ideas, rather
than simply a subject as a school play.

Evaluation

Involvement in the activity has proved an
effective mechanism in stimulating further
interest and commitment of the pupils in
drama. The head of department considers
that the highly talented pupils have the
distinctive skills in the subject that he first
identified. He is in no doubt that the
production helped reinforce and develop
these skills. It has also significantly raised
the profile of drama within the school.
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(2) Aboriginal Performance Art
Summary

This case study describes an arts project
involving Creative Partnerships and the
school. It used an Aboriginal artist and
performer, together with other professional
artists to stimulate and inspire talented
pupils in the arts to create their own drama
performance, and an exhibition of artwork 
at a local museum and gallery. 

The school is situated on the edge of a
Northern coastal town, adjacent to a large
petro-chemical site, and serves a mixed and
challenging area. 

Planning

The project was jointly conceived and
planned by the arts staff and representatives

from Creative Partnerships. A half-day was
allocated for planning the project, attended
by two Creative Partnerships representatives
and five teaching staff. The project was
introduced in the summer term, to stimulate
and excite Y9 pupils who were to study an
arts subject in Y10. It was also conceived as a
means of providing further support for those
pupils identified as talented in the arts. Staff
considered that the organisation of such a
special event provided an excellent
foundation for both themselves and the
pupils, and the project was seen as a way of
raising the profile and motivation of students
for their chosen subject.

Funding

Creative Partnerships provided the funding.
There was an overall budget of £20,000 from
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Creative Partnerships to cover a number of
projects over the academic year. The budget
and costs for this project were £4,800.

Selection of Participants

The arts staff chose the participants. The
students were selected from Y9. All had either
opted to take arts subjects the following year
at GCSE or were recognised as talented in an
arts subject. The school and LEA indicators
for recognising gifted and talented students
were used for selection criteria.

Description of Project

It was hoped that students would gain an
insight into a different culture by interactive
experience. The main aim of the project was
to develop skills and confidence using colour
and design to express their own thoughts
and feelings, as well as influences from the
Aboriginal genre. In drama/expressive arts
the aim was to empower students with
creative and performance skills to enable
them to produce a unique piece of theatre.

The initiative involved an introductory day
on the arts, followed by a subsequent series
of activities leading to a production. The
opening used an Aboriginal artist and
storyteller, who delivered two one-hour
sessions to instruct and inspire over a
hundred students. During the remainder of
the school day, students worked within their
chosen art forms. They attended a series 
of workshops that gave them the opportunity
to work in textiles, mask-making, music, art,
dance and drama with professional artists.

Each group created work for the final
production. Pupils also had a scenic
artist working with them. He was able
to take the initial designs made by
the pupils and develop these as a
backcloth and floor cloth for the
production. These became crucial
elements in setting the drama.
The set design was an important
feature. Pupils based this on an
Aboriginal flag and the floor
covering centred on Aboriginal
stories. It proved to be most
effective.

The subsequent sessions took
place in curriculum time and for
drama involved a further five
sessions, spread evenly between
May and July. The decision was
made to produce an improvised
presentation based on a 
traditional Aboriginal story, 
Flowers of Blood. It was selected
because it offered an excellent
opportunity to develop a strong
production involving a good
number of performers and other
art forms, especially music and
dance. It was decided to set
the play in two time periods:
the mystical period of the
original folk tale and the
eighteenth century when
the European settlers first
encountered the native
Aborigines. This enabled
pupils to understand both
the nature of the Aboriginal
culture and the relationship
between the Aboriginal and
European cultures. During the
rehearsal period, individual, small
group and whole group teaching
methodologies were utilised. To
ensure constant challenge for the
more able, students were required
to evaluate their own work and
that of others, implementing
changes to dialogue, stage
moves, and dance.
Differentiation was both by
outcome and task. At the start of
the creative drama process, all
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students used improvisational techniques to
create plot and dialogue. The best of these
outcomes were incorporated into the
production. "We have created the characters
of Joe and Hannah. I enjoyed improvising
their first meeting", said one pupil. The
pupils in drama created a piece of unique
theatre. Set in the early nineteenth century it
explored the relationship between an
Aboriginal boy and the Governor's daughter.

All the pupils were introduced to these
characters and then they were expected to
play the two roles. Later, differentiation was
by task as the gifted and talented and more
able students were allocated main speaking
parts. They played the main roles and coped
very well with the challenge of performing 
in different spaces. Other students acted as
the chorus in telling an Aboriginal story
within the play.

The drama group were given opportunities
to improvise the action and all came to feel
that they had genuine ownership of the story
as it unfolded. They were helped in this

process by the presence of the professional
writer and producer, whose distinctive
strength was to weave the various ideas and
actions of the group into a cohesive play.
“The way you move can tell a story, you
don’t always need words”, noted one pupil.
The professional adviser said it was
important that the performers were in
costume, with the main actors in clothes
hired from a theatrical costumier. It was
agreed that, for this production, these added
an important ingredient in helping pupils
assume their roles. The actors said that they
‘felt different’ once they had changed into
costume.

The group were all highly motivated and
hugely positive, and most were clearly
talented in the context of the selected art
form. As time progressed, so the dialogue
emerged and the movements began to take
shape. The staff recognised that the process
enabled pupils to extend their abilities
because of the extra time and the stimulus
provided by the nature of the arts event. 
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Analysis

The pupils gained insights into a different
culture that they found to be rich and
exciting. In art and design, they were able 
to develop bold and colourful work that
expressed their own thoughts and feelings.
“The colours of the artwork were so vibrant
and strong”, said one girl. Students
benefited from the continued input of a
professional writer/ producer, which greatly
enhanced their confidence in their own
creative and performing skills. They created
their own dance to specially commissioned
music and gained new skills in set design.
The use of language by the pupils was
remarkable. The music was also an
important factor. The use of the authentic
instruments was another key element and
the pupils came to like the music and the
instruments very much. Again this confirmed
the value of bringing in a professional
musician with appropriate background
knowledge.

The aspects of cultural
awareness proved 
an important element both
in the learning process and
as a significant aid to the
production. One boy said
that he had never heard of
Aborigines until he sat in
the hall and listened to the
Aboriginal performer. Pupils
gained real knowledge, and
through the careful and
sensitive creation of the drama,
were able to apply this in such a way
as to confirm their real understanding.
For instance, one pupil had said, “I
am not sure I could squeeze a frog
and drink water from it even if I
was really thirsty,” but the English
girl character in the play was so
thirsty that the Aboriginal boy
actually showed her how to
squeeze a frog for water.
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drama case studies
Evaluation

This project was very successful and the
basic format worked well for the school and
the pupils. The school is determined to
undertake a repeat project, using what has
been learnt to make it even more successful.
Discussion with pupils who took part
confirmed the significance of the experience
in developing their skills, confidence and
understanding. This was evident for all
pupils but especially in relation to some of
those identified as talented. On one level,
this meant developing deeper insights into
the background knowledge of the cultural
issues, while on another level, pupils had
come to appreciate better their own
capabilities. The pupils were genuinely
inspired, working with the Aboriginal artists.
They responded very positively to the
presenter’s ideals, philosophy and his
knowledge.“I loved (his) stories.” said one
pupil demonstrating that the artist had
captivated and inspired them.

There were some problems. The project was
interrupted by half-term and lost some
impetus. All involved realised how timing is
crucial. Using an artist over a period of time
proved especially beneficial given that the
nature of the creative process is continuous

and constantly changing. However, it was
clear that the artists taking part needed to be
given a written brief detailing the aims of the
project. They themselves needed to provide
details of intended workshops, including
timing and resources required.

The decision was made to stage a final
production in a suitable external venue for
the benefit of the whole community. A small
country house and museum complex half a
mile from the school was selected. This
provided a suitable space for dance and
drama, together with a professional gallery
where the artwork could be displayed. This
was important to ensure further challenge
for the able pupils, raise their aspirations
and reinforce the value of the arts for the
community as a whole. The use of this
external venue was excellent but it proved a
significant drain on resources. The set and
the performers had to be transported, as did
the seating. Difficulties were experienced in
having to move all scenery, props and 160
chairs to the venue from school. Also the
venue had no blackout facilities so stage
lighting could not be used. Despite these
problems the project had a major impact in
challenging and extending the abilities of
talented pupils.
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(3) Young Arts Leader 

Awards Pilot

Summary 

This case study describes an arts initiative
developed to ensure that pupils with very
high level ability in drama and the
performing arts achieve their full potential
and that this potential is properly
acknowledged. It is being developed into a
formal national award scheme for all pupils
involved in arts activity and management.
The school is situated in the West Midlands
and serves a mixed professional and artisan
population.

The Project

The head of drama and performing arts
recognised the value of the Duke of
Edinburgh Award for young people and
noticed that some pupils were identifying
their involvement in the arts as part of this
scheme. He was also aware of the Youth
Sports Award for pupils and realised the
benefit in offering something similar for 
the arts. 

He and his staff were aware of pupils 
who were able to demonstrate exceptional
talent in aspects of the arts but who were
less successful in academic subjects. 
These pupils left school with a record of 
their academic achievements but other
qualities demonstrated during their period 
in school, were neither being formally
identified nor recorded. The staff was 
aware of such qualities as the ability to
perform in public, work with others and 
help design, organise and manage
productions. They particularly noted the
ability of such pupils to work alongside and
guide their peer group, and in particular,
younger pupils. As a result, it was decided
that the school would implement their own
award scheme. 

The intention of the initiative was to identify
pupils who had demonstrated artistic talent
and find a means to record their success.
The idea soon emerged as a scheme, similar
to the Youth Sports Award that would
encourage pupils to become more directly
involved with the arts.

Planning

Staff drew on elements of the Youth
Sports and the Duke of Edinburgh
Award Schemes. Pupils applied to
become involved, have a specific
task and be assigned a tutor.
They were required to record
and assess their progress in a
logbook, which would be
completed by the pupil,
together with a member of 
the teaching staff. The staff
concluded that the scheme
would concentrate on the
pupils’ organisational and
administrative abilities within
the arts. The pupils would be
expected to assist and teach
aspects of the subject area,
be involved in developing 
and sustaining arts activities
and work on productions.
Performance would also 
be a requirement.

The school also has a small
commercial theatre on its
premises and a long
established record of high
quality school productions
including working with
local primary schools. As
a result, the school offers
extensive scope for
developing a programme
to support pupils’
organisational and
administrative abilities
in drama and the
performing arts. The
scheme involved
identifying an initial
cohort and assigning
each of these to a
member of staff who 
is responsible for their
programme of activities.
Essentially, the pupil
would often work
alongside the member 
of staff, and with the
guidance of the teacher,
develop projects of their
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own to further extend and enhance their
knowledge, skills and understanding.

Funding

The scheme was supported by West
Midlands Arts, who identified an initial
source of funding. The first phase of the
scheme was established with £1000. West
Midlands Arts supported the second phase
directly with a grant of £20,000. Arts Council
England has since provided further
substantial funding to develop the scheme
as a pilot for a National award. The budget
was initially managed by the school and
then West Midlands Arts and the Arts
Council England.

There were no major initial costs involved 
in running the programme, but charges 
have had to be made for subsequent
development. The cost was £5 per pupil 
to cover a half a day training course, folder,
badge and a logbook. The logbook is used 
to keep a record of the progress made by 
the pupil. There are also staff costs. All arts
teachers who opt to support this scheme
have either five or six Young Arts Leader
Awards (YALA)xi students as their
responsibility, which involves general
supervision and tutorial support. Teachers
work after school on the scheme and this is
now identified as a formal commitment of 0.5
for which they receive a payment of £1,000.

Selection of participants

It was clear to the organisers in the early
stage of introducing the project that it needed
to attract enough students to make an
impact. It was decided that about 20 pupils
were appropriate and all talented pupils were
given a chance to join the scheme. They were
selected on the basis of available data on
their performance in the arts and across the
school, together with the professional
knowledge staff had about the pupils’ ability
and aptitude. There was discussion about the
criteria and selection process, with pupils
being asked to make an application and take
part in an interview. They were asked to write
about themselves and their interests, and
involvement in aspects of the arts. Account
was taken of the fact that not all the pupils
were able to write as well as they could
perform, or act in an organisational capacity.

Some differentiation was used in this
procedure, so for example, there was an
opportunity to use a tape recording to make
entries in the booklet.

Selection was by interview, but the decisions
were actually made on the basis of the
relationship with the students. An underlying
criterion for selection was the ability of pupils
to engage in a mature relationship, their
ability to focus and keep on task and their
flexibility to be a resource themselves. Much
of the scheme therefore involved the Y10 and
Y11 pupils being in charge of their own
learning. Ultimately, the group selected were
the “leading lights” in the context of drama
and music within the school and considered
by the arts staff to be the most talented.

There were some aspects in the selection 
of pupils that appeared to benefit the whole
school, with pupils selected whose 
ability was not recognised elsewhere. 
The involvement of such, academically
unsuccessful and sometimes difficult, pupils
impressed other staff who observed their
progress and the effectiveness of the
scheme.

Description of the activity

An important feature of the scheme was to
help pupils better recognise the skills and
capabilities they had. This was important so
that they were best equipped to take an idea
or activity further, and know how to improve
it. The pupils were encouraged to explore
areas where they could have real influence.
This seems genuinely possible in the arts.
Drama and the performing arts provision in
the school provide excellent scope for this,
as they offer a wide range of flexible working
arrangements. The arts there provide an
extensive variety of teaching and learning
strategies, alongside stimulating and
adaptable resources with a variety of
possible venues. 

The central focus of the award is the
expectation that a pupil will take on a
challenge as a result of the discussion that 
he or she has with the teacher. The pupils
identify their targets and are responsible for
making their improvements and progress.
These are to be regarded as moveable
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baselines, with pupils encouraged to
challenge their own targets. They also
recognise their own weaknesses, such as 
the need for improving their writing skills.
The development of language work is 
an important element within the scheme. 
In particular, attention is drawn to
developing the language associated with
leadership and development. Pupils were
responsive, for example, as the scheme
progressed they demanded increased
standards from the younger pupils with
whom they worked. They were also taught
some specific aspects such as being able 
to make a good presentation with the
appropriate use of information technology.

An underlying element in the scheme has
been discussion as to how pupils might use
their leisure time and what the opportunities
for their further education are 
– in other words, they are looking to see
where they will be ‘two years on’.

Analysis 

After a year, the scheme was evaluated by
an educational consultancy appointed by
West Midlands Arts. The response of the
consultancy was that ‘the results were
amazing.’ They were most impressed by
features such as the quality of public
speaking, the confidence pupils
demonstrated in such activities and the
connections they were able to make across
the school, especially the empathy that they
developed with the teachers. 

In subsequent years, the scheme has been
monitored by West Midlands Arts, Arts
Council England and the DCMS. The
evaluators have identified that involvement
in the scheme has encouraged the pupils to
become increasingly interested in taking on
responsibilities within the arts in the school.
They noted that the pupils responded very
positively when required to work alongside
staff teaching primary school pupils, both in
their own school, in the primary schools and
on productions. They clearly valued the
opportunities provided for them to undertake
some aspects of teaching. 

Interestingly, involvement in the process 
of teaching has given teachers greater status

in the eyes of some pupils and a greater
recognition of what a teacher has to do –
“the value of teachers (has) rocketed”.
The evaluation highlighted that a
number of the participants were
developing an increasing respect for
teaching and teachers as a result of
their experiences. This happened at
different levels. For example,
younger pupils began to identify
those in Y10 in the Arts Leader
scheme as role models for
themselves.

It was also noted that the
scheme enhanced and fostered
an improved approach to
primary liaison. Primary pupils
were coming to the secondary
school already aware of the
Award scheme, and were
interested in becoming
involved. They had often
worked with secondary pupils
who were Arts Leaders. The
scheme, because it has led to
more work alongside the
primary schools, also
appeared to help these young
pupils entering the secondary
education to be more
comfortable through the
transition process, and be
able to make a more
significant contribution.  
An indirect effect of
running the scheme, 
in working more with the
primary school pupils, has
been an increased awareness
on the part of secondary arts
staff of the significant decisions
that Y6 primary school pupils
sometimes had to make as the
eldest pupils in their schools.
Teachers appreciated that in contrast,
pupils are rarely required to make
decisions when they move up to
years 7 & 8. 

Evaluation

The Young Arts Leader Award
scheme was conceived as an
approach to extend all pupils dr
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to go beyond projected targets and offer real
challenge. This is being achieved. The
activities associated with the scheme are
contributing significantly to further
developing and extending pupils who are
talented in the arts, as evidenced in the
quality of productions, increasing
commitment to the subject and examination
results. The ultimate aim within the scheme
is to better embed the performing arts in the
curriculum, and this is also being achieved.
There were also direct and more measurable
results associated with the introduction of
the scheme. In the first year, the level of
success in the GCSE examination rose from
80 per cent A-C - in the first year to 94 per
cent last year. 

This is an example of a school establishing 
an individual scheme in order to enhance
provision for pupils in the arts that has
developed into an excellent model with
wider implications for other schools. 
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(i) The aims of the subject

Music is recognised in the National Curriculum structure as an essential
foundation subject because it fulfils a range of functions in the education
of the child. Some of these are unique to music and some are shared
with other art forms. It offers a vehicle for personal expression,
stimulating creativity and imagination through the interrelated skills of
performance and composition, making an important contribution to a
pupil's creative and emotional growth. It also develops aural literacy and
listening skills, essential to all learning. In this respect, it is similar to the
development of language skills, dependant in the early stages on
imitation, memory and experimentation. Music is different from the
other art forms in that it aims to develop feelings and understandings
that may not be verbal and are based on aural experiences. As in other
art forms, it aims to evoke powerful emotional responses and solicit
expressive and creative outcomes.

Through the practical engagement in the interrelated activities of
performance, composition and listening, pupils understand better how
music is organised and the real contribution that music can make to
their lives. In addition, as pupils develop their own musical skills they
are able to broaden their musical knowledge, supporting cultural and
multicultural learning.

(ii) The programme of study

Although individual music courses in schools may differ in content,
when following a balanced programme of music activities, pupils are
likely to engage in the interrelated practical activities of performing,
composing and listening.
The knowledge, skills and understanding in the programmes of study
identify the aspects of music in which pupils make progress as:
• Performance skills – controlling sounds through singing and playing
• Composing skills – creating and developing musical ideas through

their own compositions and through improvising
• Appraising skills – reviewing and responding to music they have heard

and communicating ideas and feelings about music
• Listening skills – applying a knowledge and understanding of how

music is created, performed and heard
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Introduction to a wide range of music from
different times, places and cultures in order
to develop pupils’ knowledge and
understanding of both their own work and
the work of others is essential. Practical work
will involve the development of skills in a
range of activities including technical ability
on their instrument. Ideas which stimulate
their creative abilities in both improvising
and composing, and a wide repertoire of
listening materials will help support their
critical faculties as well as their listening
skills. A talented pupil may excel in one or
more of the areas of musical activity and
may need stimulation through a breadth of
study across many genres and styles. In
many cases, talented pupils may need to
work hard in some aspects of their musical
development such as aural capacities or
improvisation skills. They may not
necessarily show excellence in all aspects 
of musical activities.

(iii) Recognising talent in music 

There are many myths and fallacies which
surround the identification of gifted and
talented students in music. The most
common of these is that musicality is led by
musical achievement through examination
success. Even the ability to play an
instrument at all often solicits the comment
that a child is ‘musical‘. Some suggest that
highly developed listening skills and better
hearing are an indication of musical talent.
These may very well be indicators in those
of special ability but it is important to
remember that all children have musical
potential and there may be latent talent and
abilities in many children who do not have
access to instrumental teaching and who
may lack the supportive home environment
in which their parents, or carers, make music
themselves.

Indicators of talent in music may be more
clearly identified by a child’s intense
motivation or commitment, temperament
and through aspects of personality, which
ultimately are reflected through individuality
in their art.  

Certain talents in music, such as exceptional
ability in performance, are much more
readily identified in students who have
already received instrumental tuition. 
Latent ability in performance, or abilities 
as a composer or improviser can be more
challenging to identify. In addition, even
those identified and recognised as talented
instrumentalists tend to be confined to
particular styles of music such as western
classical which can exclude some pupils who
wish to explore other styles of music such as
jazz idioms.

Those with particular talent are more likely
to withdraw from group activities. These
children have a strong internal soundscape
and reality that they may wish to develop
and control in a more solitary way, similar 
to artists and writers. Many will enjoy the
relationships developed through one-to-one
teaching, particularly when there is an
empathic relationship with the teacher.

In using these indicators, the teacher will
have to make a judgment in comparison
with the typical performance of a child of
similar age. The National Curriculum levels
may be an aid in this and they can be broken
down into several strands reflecting
achievement in performance, composition
and creative work and progress in listening
activities. 
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Pupils with talent in music will show evidence of particular ability by:
• A strong sense of self and personal identity and emotional fulfilment

through music

• Bringing their own original and imaginative internal musical ideas to
their music making and communicating them to a wider audience

• Having a special form of sensitivity and feeling, and a need to
externalise musical ideas in an expressive way, both in their playing
and their compositions 

• An ability to demonstrate a higher level of discernment, intuition and
response to both their own musical ideas and the ideas of others

• Demonstrating a concentration in playing and performance that
almost seems to exclude others as they become absorbed in their
own expressive world but still able to communicate (Many
exceptionally gifted children may wish to work alone when given
creative tasks in the classroom rather than engage in group work 
with others). 

• Showing a passion and a drive when performing, coupled in some
cases with a strong identification with a chosen instrument and its
sound and qualities  

• Showing the ability to improvise creatively and expressively

• Showing an particularly high ability in recalling sounds, imitating
musical ideas and conveying them accurately, though not necessarily
through singing (However, it should be noted that although aural
capacities may be important in identification they may not necessarily
be a reliable indicator of musical ability just as Musical Ability Tests
may not clearly identify all those highly talented individuals).

• Having a clear idea of what they wish to play and learn, together with
developing a sense of direction in creating their own repertoire of
musical material or ideas, both in performance interpretation and
composition
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(iv) Differentiation strategies in music

Differentiation in relation to music will
involve a range of related strategies. For
example:

a) A core task could be set for the whole
group which is planned against a required
standard to be achieved by the majority of
pupils in the cohort. Supplementary and
more challenging extension activities are
introduced for the talented in the class. This
may be achieved in a class performance
piece where there are different levels of
difficulty in each of the class performance
parts. (An example of planning differentiated
assessment criteria can be found in the
sample QCA schemes of work for music).

b) A range of challenging activities could be

set which may relate to a core activity, such
as the development of musical concepts and
ideas. This would be directed at all the pupils
in the group. For example, this could be
evident in a composition task where different
tasks are set for different pupils in the group.

c) Finally, there may be occasions when a
group of talented pupils are given a
completely different task from the rest of the
group, or are offered extra-curricular
activities as part of specifically designed
programmes. Whilst the former may not
always constitute 'best practice' in general
class lessons, it may sometimes allow for
higher achievement by some individuals.
The latter is more common in schools where
activities are provided, often in partnership

music
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with the local music service, offering
appropriate programmes for those of
particular talent.

Music for the talented pupil – differentiation

exemplified

A high priority for the teacher in class music
lessons is to set diagnostic tasks for all
pupils once they enter the programme. It is
essential that these tasks allow all pupils to
participate, including those who may not
have already had out-of-class instrumental
music lessons. Class performance work,
which includes opportunities for individual
improvisation and creativity, may reveal
many potentially talented musicians. In
addition, composition work, either as an
individual or in groups, may also allow for
talents to emerge. Furthermore, when
planning work, the teacher will need to be
clear about the aspect of the talent to be
developed (for example, listening and aural
skills, performance and instrumental skills 
or creative and compositional skills) because
the strategy for differentiation will depend
upon the aspect to be focused upon.

The examples below provide guidance on
the type of strategy that can be applied and
how a wide range of activities can be used to
ensure that all pupils are challenged in ways
appropriate to their ability.

a) A classroom activity – class performance

work (instrumental skills)

It is possible to offer highly effective
opportunities for pupils of all abilities (and
especially those with special talents) when
engaging in whole class work. For example,
the teacher may wish to make an
arrangement of a piece of classical music, 
a popular song, a jazz standard or a work in
a world music style. In devising these class
performance pieces, they may use repetitive
ostinati and rhythmic patterns and riffs. 
The piece may be divided into a number 
of separate parts ranging from the ‘simple
repetitive‘ (requiring the pupils to repeat
simple melodic or accompanying lines) to
the much more complex musical ideas
(which may require some notation reading
skills or a much more developed aural
memory). Talented pupils may be required to
contribute to these latter parts. In addition,

the teacher may create instrumental
or vocal 'breaks' where the very 
able are given the opportunity to 
be much more creative and
inventive using the given harmonic
and melodic framework. Not only
will this test their instrumental
abilities but it will enable them to 
be much more creative, and
perhaps more confident on their
chosen instrument. The teacher
may also allow a talented pupil 
to contribute to the development
of the performance by taking 
a lead in the conducting/
leadership of the piece,
provide more complex riffs 
or accompaniments and
more extensive melodic
ideas.

Although the opportunities
may be carefully planned
through the choice of
material, the teacher will also
need to analyse critically each
performance and have a number
of further musical tasks for use 
if pupils exceed what might be
expected of them.

b) A classroom activity –

composition task (developing

creative skills)

Talented pupils may quickly
show an aptitude for creating
their own music and may very
well excel in composing and
creating rather than
performance. However, it should
be noted that most successful
composers do display considerable
instrumental or vocal skills although,
with the rise of the creative use of ICT,
this may not always be the case at a
professional level.

In developing composition work
with children, teachers will need
to plan a progressive and
developmental programme of
musical ideas and techniques.
Many teachers do map the
musical skills and knowledge to m

us
icm
us

ic m
us

ic

87

See 
Music Case 

Study 
2



be learnt over time, and this offers a useful
aide memoire for planning extension work.
For the most able child, the teacher will need
to provide these as extension ideas which
will challenge their creative processes. In this
way, the teacher differentiates by pre-
designed task, although outcomes will vary
according to the creative and technical
abilities of the pupil.

In many composition lessons, the teacher
may wish to develop a particular musical
idea or concept. This may be related to
harmonic or melodic work or to a particular
style or genre from a particular time or
place. For example, a teacher may wish to
develop a pupil's harmonic understanding
by devising a task using chords, and in
particular chord clusters. The pupils listen 
to some music by Debussy, Keith Jarrett and
Ligeti, and a set of chords which feature
different chord structures, as prepared by 
the teacher. These may range from simple
chords (consisting of three or four lettered
notes) to complex chord changes (up to
three or four chords). The very able pupil 
can be further challenged by being asked to
compose for a variety of media, score the
parts, prepare the work for performance and
conduct the final piece.

c) A group instrumental lesson

Many instrumental lessons, particularly
those offered through LEA/DfES funded
music services, will teach pupils in groups.
Although some parents of highly talented
children and teachers may be concerned
about the effectiveness of such provision,
the quality of teaching and learning of pupils
taught in such groups is often high,
particularly in the early stages, up to and
including intermediate levels, with many
pupils achieving high standardsvi. Also,
attention may need to be paid to those
extrovert children with talent who may wish
to be taught in groups. Inevitably, as pupils
progress there will be a need to teach them
individually, in order to develop higher order
technical skills. In addition, the ‘one-to-one’
empathic relationship that can develop

between pupil and teacher becomes
increasingly important and critical if the
pupil is to progress.

In such group tuition sessions, a teacher will
differentiate in a variety of ways. For
example, a talented pupil may act as a role
model for the others in the group by
demonstrating musical points, by leading in
part work, by conducting the group or by
playing a more complex or advanced part.
Well-planned teaching will also ensure that
the music is written in parts allowing for
varying levels of difficulty and challenge for
all in the group. There will also be planned
opportunities for them to develop their
compositional and improvisational skills
through performance work in the group. This
may create a need for teachers to expand
their repertoire to include world music,
popular music and jazz improvisational
styles, as well as pupils‘ own compositions,
as these may offer additional scope for the
development of the memory.

To the instrumental teacher, supporting the
talented pupil may pose some difficulties in
lessons. For example, if a teacher is too rigid
in planning, relying solely on examination
repertoire, and is unable to supplement work
with creative activities such as composing
and improvisation, those pupils with
exceptional talent may become de-motivated
and bored. Ultimately, lessons should offer
flexibility, be encouraging and be enjoyable.
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(1) Sound City Music Showcases

Summary

This case study, entitled ‘Sound City’
describes a project that is the result of a
unique partnership between Birmingham’s
EiC Gifted and Talented Partnership 
Co-ordinator, the Birmingham LEA Music
Service and Arts Education Director, Sound 
it Out Community Music and the City of
Birmingham Symphony Orchestra (CBSO).
There were two parts to the programme:
Sound City 1 (2001/02) and Sound City 2
(2002/03). The project initially involved five
of the six Gifted and Talented Networks in
the city who helped organise a series of
showcases, developed through the Gifted
and Talented Excellence in Cities
Programme.These showcases also helped
celebrate the very wide range of talents of 
a very diverse community in a unique City
Authority.

Planning 

The project was first proposed by the then
Chief Education Officer, Tim Brighouse, who

suggested the possibility of a Gifted and
Talented music strand to the LEA
programme of activities. Links with the
CBSO were developed, and in order to 
bring other sectors of the education and
community services into the planning, the
Birmingham LEA Music Service and Sound it
Out Community Music also became
involved. This was a strategic development
in that young people were further supported
by the Music Service and by community
artist musicians. The six local Gifted and
Talented Co-ordinators and the schools’ own
Gifted and Talented Co-ordinators were also
involved in the initial planning. They helped
plan the initial ‘showcase’, opportunities in
local areas within the network and cluster 
of schools already established for this. All
partners worked very closely together in the
initial planning of the work. The ‘showcases’
culminated in the city showcases hosted at
CBSO's Centre.

Funding 

The project was initiated by the provision 
of ‘in kind’ support from the CBSO (venue,
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planning and advice), Sound it Out
Community Music (planning and advice), 
the Arts Education Director (co-ordination,
management and administration) and the
Birmingham Music Service (planning and
advice). This seed funding of ‘in kind’
support was further supported by each of
the Gifted and Talented Networks who
provided monies from their own budgets,
approved by the Network Chairs. Schools
also provided funding where appropriate.

The budget was managed by the Arts
Education Director on behalf of the EiC Gifted
and Talented Partnerships Co-ordinators and
included the ‘in kind’ support by the various
organisations involved. Although this support
was not fully documented, it was significant.
The main expenditure for Sound City 1 was
£6250 per total network contribution, and
£750 from central Gifted and Talented funds.
Sound City 2 costs amounted to £22,000
funded though £12,000 from Gifted and
Talented Network contributions and £10,000
from the Gifted and Talented strand central
costs; this involved the production of CDs,
videos, photography and recording of
showcases for distribution to all secondary
schools in Birmingham.

Selecting participants for the project 

The selection of participants for the local
showcases was initially left to the network
clusters. Clear criteria were set, and schools
were encouraged to take part by the Gifted
and Talented Co-ordinators, both in schools,
and in the networks. Initially, all schools
were asked to send one or two acts, groups
or performers. Parents were invited to attend
these initial showcases, and in the first year

audience numbers varied. Although
all schools in the Networks were
asked to take part, the criteria for the
identification of the performers for
the city showcases were essentially
a combination of the following
considerations:
• Does this selection ensure a

diversity of music?
• Does the group/performers have

a high level of technical
competence?

• Do the musicians have potential
to develop through the
showcases?

• Is the cultural or social
background of the young
people being
recognised?

• What is the standard of
interpretation of the
performance?

• Are the students able 
to provide their own
compositions or
interpretations?

• Are the young people working
as individuals or in groups?

• Does the performer have stage
presence and/or personality?

Most of the performers in the
showcases were talented in
particular traditions, styles or
genres. The majority tended to 
be pop musicians. However,
there were some jazz and
classically trained performers.
There have also been some
students who have delivered
work using a fusion of ideas
such as a rapper using Urdu,
Bhangra dance groups
accompanied by Dohl, steel pan
groups, Boy or Girl Bands, DJ’s and
those with their own compositions.
Although talented students were to
be identified, it is possible that some
musicians chosen might not have
been the most highly talented but
those with potential. Criteria will
become more rigorous and refined as
the standard of musicians increases
each year. m
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Description of the project

More than a thousand young people aged
from 12 to 18 performed in local Gifted and
Talented showcases across the city to
audiences of parents, families, school staff
and governors, other young people and VIP's
in each year of Sound City. A cross-section
of young people was identified by the key
city partners to represent and showcase the
diversity of music in the city from pop to rap,
from salsa to Bhangra, from classical to folk,
from musicals to own compositions and
from vocalists to rock bands. These young
people then performed in one of two
showcases at the CBSO Centre in March
2002, and in April 2003, to an invited
audience. At the end of the project every
young performer received a certificate, a 
CD, a promotional photograph and a video
of edited highlights. The key nature of the
experience was to celebrate the diversity 
of talent within the city with regard to both
performance and, in some cases, own
compositions.

Although performance skills were to be the
area of development, the quality of much of
the work was very high, particularly in the
vocal area. The number of boys wanting to
participate and to sing was very encouraging
and the standard was again considered high.
The media were involved in the promotion
of the showcases and a very high level ‘VIP’
list was created which included members of
Arts Council England and the DfES.

Analysis

Although initially there was a perception that
pupils and young people would feel judged
in these showcases, this has not been the
case and the project has been able to avoid

such issues. The project was very effectively
monitored by both the Arts Education
Director, the Music Service, 
the Education Officer for the CBSO and 
the Sound it Out Director. All have had
considerable experience of monitoring and
evaluating their work for both the regional
arts organisations and the Local Education
Authority. The ambitions of the partners
were more than realised as is shown by 
the, now annual, performance showcases.

The quality of the outcomes was very high
and this is evident on the CD‘s and videos
provided by the organisers. In many cases,
the students who engaged in the
performances were those who had never
taken part in a musical event such as this in
a school before. Some students have gone
on to work as part of community musician
activities offered by Sound it Out, thus
providing further training and employment
opportunities which feed back into the
project.

The key strengths of the project have been:

• The diversity of the musical activities on
offer

• The quality of work produced by the young
people

• The high profile opportunities offered to
the young people through the
performances

• The excellent working relationships
between the partners involved in the
planning of the project

• The wide range of groups across the city
involved in the project

• The strengthening of the Gifted and
Talented networks with particular reference
to music/arts
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• The strong links between the schools and
partners organisations

• The pool of talent of young people in the
area

• The quality performances that have
emerged onto a national platform such as
at the Music Education Council
Conference, and the BECTA International
Conference

• The sustainability of the networks for
future development

Weaknesses/difficulties included:

• Occasional weak communication channels
with not all schools or departments getting
information (This is not now an issue in 
Year 2)

• Some initial technical problems with the
performances

• An initial shortage of money
• Lack of some expertise
• The complexity of the event

Evaluation of the project

This is a very strong project which seeks to
provide young people with a showcase for
celebrating their talent. The key features of

its success are as follows:
• Gaining value for money by

pooling resources to create a
high quality showcase

• Establishing a platform for
1000 young people to share
and showcase a wide range
of musical talents 

• Provision of advice and
management support to 
all Gifted and Talented 
co-ordinators through the
planning group

• Identifying a model which can
provide continuing development 
in the context of music to include
Masterclasses that will further 
improve skills and talents

• Establishing a model that can be
developed to celebrate other art forms

• Setting up a developmental model
that engages Gifted and Talented
young people and staff across a city
project that increases self esteem,
confidence and motivation as
well as directly improving
skills and music portfolios. m
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(2) Gifted and talented young

composers 

Summary

This case study describes an important
music initiative for young people in East
Sussex. The full project is committed to 
the development of contemporary music 
in schools and involves a new commission
for young people by the composer Joseph
Phibbs. As part of the Young Composers
strand of the project, fifteen highly talented
composers were selected from East Sussex
schools to follow a diverse programme of
activities. Selection was rigorous, with the
young composers chosen for their potential
to develop. The instrumental skills of some
of the composers were limited but powers of
imagination and self-discipline/motivation

were not. The project culminates in the
performance of the works by the composers
at the Royal Albert Hall in spring 2004. The
project is managed by the East Sussex Music
Service who employ a part-time Project
Manager and part-time General
Administrator.

Planning

The project was conceived by the Director of
the East Sussex Music Service supported by
a project group of individuals selected from
schools, the Music Service and the wider
Arts community. The key objectives of the
project were to:
• focus on the composition and performance

of music from the twentieth and 
twenty-first centuries

• commission a work for young people from
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a young composer 
• select 15 highly talented composers from

schools and colleges who could shadow
the composition of the commission but
also be developed as composers in their
own right. 

A project group met for two years prior to
the performance. Their brief was to select
the composer for the commission (Joseph
Phibbs), and to plan and monitor the
programme for the selection and activities 
of the young composers.

Funding 

The main source of money came from the
Regional Arts Lottery Fund, which was
supported by match/partnership funding
from the East Sussex Music Service.
Additional funds were secured by Rhythmix
and Youth Music, the latter funding the
Singing Challenge strand which paid for
animateurs to teach the commission. The
budget was managed by the East Sussex
Music Service and monitored by the Director
of the Music Service and the Project Director.
Although the full project costs were
£107,000, the cost of the Young Composers
strand for talented pupils was £7,000 (for the
programme of events and activities of the
project over 18 months), plus £4,700 for the
cost of a Summer School. Students were

asked to make modest contributions
to travel, performance tickets and
board but otherwise, the project
was fully subsidised. There was
also considerable ‘in kind’ support 
from the Brighton Festival, ticket
reductions from South Bank
Centre and for performances at
Glyndebourne, as well as support
from the Education Adviser for
Arts and Music and the staff of
the East Sussex Music Service.
Approximately one day a week 
for both the Project Manager
and Administrator was spent
on the project. Much
additional time was spent on
pastoral aspects such as
taking students to concerts
and communicating with
parents, as well as planning
the programme.

Additional sponsors included
the East Sussex Music Trust,
the Nu:Phonics Shares
Programme as well as ‘in kind’
sponsorship through book
donations and through Rough
Guides. To date the project has
kept to budget.

Selection of Participants 

Only 15 young composers 
were chosen, because this 
was considered a manageable
number. The 15 composers
were selected by a panel of
professional musicians and arts
administrators consisting of one
professional composer – Joseph
Phibbs, Mark Davyd from Rhythmix
representing the popular music
industry, Phillip Scott, the Director of
the Music Service and Rebecca Meitlis 
the Project Manager. 

Advertisements were placed 
in record shops, music cafes, and
instrument shops and on the radio
with additional publicity through
schools. Pupils were asked to submit a
tape with two contrasting pieces and/or 
a score. All were listened to by a wider m
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panel, including the Education Adviser and
teachers who then short-listed to twenty;
finally 15 were then selected.

Although ten of the successful students 
were from a classical background, five were
from popular music backgrounds. About a
third had not been involved significantly with
others in music making. Most interestingly,
the students had widely varying ability in
instrumental playing. Five of the composers
did not use musical notation. ‘How do you
compose a piece?’ was a key question in
selection. This helped select those with a
musical imagination. The ability of pupils to
talk about their work and the self-motivation
to work on their own was also significant.
Finally, the ability to work with the other
young composers and not in isolation was
also considered important. 

All were talented in different ways and
levels. Two thirds of the group were boys
and one third girls. Their ages ranged from
11 to 18, with about half of the students
being 15 or 16. Since the project began three
pupils have withdrawn due to personal
circumstances. Two were on an 
‘at risk’ register. This was considered to be 
a major failure for the project, as much time
needed to be invested, both by the school
communities and the Project Director, in
supporting these young people.

Description of the Project

The key aims of the project were to:
• Provide an opportunity for young

composers that they would not have in
their schools 

• Create a self supporting group of
composers

• Give students an opportunity to have their
work performed

• Encourage more composition work in
schools 

The project was in three main strands:

• Group workshops and establishing contact
with professional composers. This also
included a Summer School.

• Widening listening experiences. These
have been optional but most have taken
them up. They have been encouraged to
chart their journey by using sketch books.

Concert going and workshops have
included: Tristan und Isolde at
Glyndebourne, Sophies Choice (Maw) 
at the Royal Opera House, workshops with
Scott Stromann, introduction to Latin
American Cuban rhythms, African work
with Red Zebra, Gamelan work with Alex
Roth, work on film and animation with 
the Britten Sinfonia, further composition
workshops with Jonathan Harvey, Boulez,
Stephen Montague and Joseph Phibbs.

• Intensive one to one support with own
compositions, culminating in
performances of pupils’ work at the Royal
Albert Hall. Students have been supported
by discussion on the nature of a
commission and the nature of their piece.
In addition, they have had conducting
sessions as well as work on the pros and
cons of using of music software.  

It was hoped that the students would

acquire the following skills:

• Collaborative working
• Self directed learning and motivation
• Recognising what they have learnt
• Trusting creative intuition

Differentiation was very much by outcome,
but tasks were individually tailored to
students’ needs, as the group was quite
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small. However, on some occasions the
same task was given to all. 

The media were very involved in
encouraging the students to sign up to the
course, and the Project Administrator is 
co-ordinating the development of a video
diary. There is also considerable national
interest in the development of the project
and much media activity is planned for the
work at the Royal Albert Hall.

Analysis

The project has been highly successful to
date, but in hindsight there has been a real
need to educate the parents who often had
no idea of their children’s capabilities, or
how to manage their talent. In some cases,
parents over-managed their children’s needs.
The students who seemed to benefit greatly
were those from popular music backgrounds
who were exposed to a wide variety of
classical works including contemporary and
operatic; they used these ideas in their work.

The project was monitored throughout and
assessed after every session by Rebecca
Meitlis (previously a Staff Director at ENO
and Co-director of the Baylis Programme and

a Youth Music Singing
Consultant). Each student
received an individual review
at the end of a piece of work.
Recordings were made of the
work. The ambitions of the
project have been fully
achieved, culminating in
performances of the students'
work at the Royal Albert Hall.
So far, the outcomes are fully
consistent with those one
would expect from the
exceptionally able. Progress
was monitored through
individual 45 minute reviews after
every session. 

The key successes of the project

were:

• The performance of pupils'
compositions at the Royal Albert Hall

• The developing maturity of the
students and of their work and
motivation

• Fulfilling the pupil commissions 
set as part of the programme

• The working relationships between the
young composers m
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Weaknesses/difficulties included:

• The underestimation of the support that
was needed for the individual students

• The difficulty of not being able to plan
ahead

The organisers discovered that the young
composers were working far beyond their
assumed abilities. The professional
composers have been impressed by their
work.  

If they were to repeat the project the
organisers would:
• Ensure that the pupils sign contracts
• Create stronger links with the university

and with higher education music
departments

• Set up a tutorial voucher scheme so that

pupils would be able to have composition
lessons with established composers

• Make the signposting for career
possibilities more explicit

• Hold a series of workshops in schools and
Youth Clubs before work is submitted.   

Evaluation 

This is a strong project which has focused on
the individual needs of 15 pupils. It has
enabled the Music Service to help identify
those young people who show potential. It
has also exposed them to the highest level
of musical experiences. However, the focus
group is very small and the good work and
support needs now to be disseminated to all
schools across the County.
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(3) Colourstrings in a primary

school

Summary

This case study describes an approach to
instrumental teaching in a primary school
located in the London Borough of Newham.
It is a new school which opened in 1999 with
368 pupils on roll. 71% of the children are
eligible for free school meals. In addition,
44% of pupils are on the SEN register. The
head teacher, staff and governors share a
vision of the importance of the arts in
educating young people. The ‘Colourstrings’
Project for young string players is just one 
of the projects in which pupils are able to
engage. All the staff have expertise in the
arts and use this expertise to teach exciting
lessons. In the past few years, over 100
artists have worked in the school. The school
is also a member of the Creative Partnership
programme for London East. The
Colourstrings Project began in 2002 and
involves all children in the school. Initially, it
was offered to all pupils in Y2 and Y3 and
from Easter in Y1 all learn violin or cello.
Although there is a strong Inclusion agenda
with all pupils in the Year groups learning an
instrument, the learning groups begin to be
differentiated as pupils become more
advanced, in order to tailor lessons to ability.
Gifted and talented pupils are beginning to

emerge and these are being
targeted for additional small group
support. Currently, 130 pupils learn
instruments and all 25 staff also
have lessons in school time.

Planning 

The project was originally
conceived by the head teacher,
who is herself a musician. She
was strongly supported by the
Governing Body and by the
teaching staff. Initially, the head
teacher had to find an
appropriate music programme
that would suit the school
and she tracked down
Colourstrings.xii Pat Wislocki,
the organiser for
Colourstrings in the UK,
came to visit the school,
liked the work and then
recommended Colourstrings
teachers who could take the
work forward.

Funding 

In order to source funding, a
professional Arts Consultant
was employed. Her brief was to
raise money and find sponsors.
She also met the whole staff in
order to engage commitment
and enthusiasm and then
proceeded to contact a number
of potential sponsors. The main
source of funding was the
financial group JPMorgan
(Philanthropy section). They gave
£20,000 to fund the first two years
(2002/2003) and £10,000 for the
current year (2003/04). Other
sponsors include the LEA’s SEN
division, Tate and Lyle, Youth Music and
the Performing Arts Society. The actual
cost of the whole project is about
£15,000 per year, not including the
purchasing of the instruments. The
shortfall is funded by monies raised
through consultancy by staff and
parents, and through fund-raising. m
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As this was a new project, the amount
needed was not known in advance. However,
it is generally accepted that £15,000 has
helped the work to commence but has not
been enough to include the purchase of new
instruments or the provision of individual
lessons for those who are particularly gifted
and talented.

Selection of Participants

As this was an inclusive project, all pupils
participated in the early years of the school,
including those with special needs. Initially,
there were no indicators for selection other
than being in Years 1, 2 or 3. However, as the
project has evolved, the more able pupils
have been moved into groups according to
ability, with the much more able being
extracted for more specialist teaching by one

of the two string teachers for individual
instruction.

As pupils emerged as being more able or
talented, one of the indicators of talent lay not
only with their violin playing but also with
their skills in singing. They also appeared to
have a keener ear for tuning, more confidence
in performance and evidence of more highly
developed powers of concentration.

Description of the project 

The primary aim of the project was to
improve pupil performance, not only in
Standard Assessment Tests but also in pupils'
behaviour, and to raise their self-esteem and
the ability to co-operate with others.
The key skills they wanted pupils to acquire
were instrumental skills, skills of
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perseverance and hard work, as well as the
ability to concentrate on an activity that could
be enjoyable when working in performance.
Initially, all lessons were taught to the pupils
in large groups of up to thirteen. The smallest
groups for violin were in groups of seven,
although cello lessons were often in groups
of two to a maximum of six. Once pupils
began to emerge as higher achievers, they
were moved into higher ability groups.
Eleven groups now exist and sessions last for
half an hour. In addition, all teaching and
support staff have their own lessons. The
pupils work through the Colourstrings book
and are assessed every week. The work at
the school has been celebrated by the media,
and several high profile events have taken
place, such as the composition by composer
Paul Ayres called “The Gallions Symphony”.
It was an opportunity for the string players to
play with the London Philharmonic
Orchestra. Publicity has been provided by the
Music Education Council, Music Teacher and
other organisations such as QCA. The main
challenges to overcome now include raising
more money to purchase instruments,
finding staff time for more individual tuition
and the expansion of the programme to
include other musical activities.

Analysis 

The project has been monitored by
the head teacher and by personnel
from JPMorgan. In addition, there
have been visits from the Music
Education Council, QCA and Youth
Music. The ambitions of the project
have not yet been fully realised as
the project only started in 2002,
but it is hoped that as pupils
progress and move up through
the school, the quality of work
will improve. However, in the
short term there has been
tremendous success with
pupils with special needs
and with the staff’s progress
on the instruments. 
As those students with
particular talent are only
beginning to emerge, it has
been difficult to fully
monitor their development.
The progress of all individuals is
continuing to be monitored by the
string teachers. As this is a string
project, it will take a few years
before results are fully evident. 

The key strengths of the project are:

• The work developed for the school
through the composer in
residence Paul Ayres

• The development of pupils self-
esteem and powers of
concentration

• Staff coherence through their
own learning on the instruments

• The improvement in pupil
attitudes and behaviour – it is too
early to see an impact on standards

• The development of all pupils’
musicianship

Areas of difficulty have been:

• The need for more time and
money to enable pupils to have
individual lessons

• The management of such a large
number of pupils learning at the
beginning of the project. m
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Evaluation

This is a strong project which initially
involved all the pupils in the school, thus
avoiding the label of being elitist. However,
talented pupils are now beginning to emerge
and it is hoped that they will be able to
continue their music making once they enter
secondary school. The head teacher is aware
of some criticism concerning the
appropriateness, or otherwise, of all pupils
engaging in lessons on the violin, when they
may wish to play another instrument such as
guitar or woodwind, but is keen to develop
the strings approach as a method of
engaging pupils in an instrumental
experience at an early age and then enabling
pupils to transfer skills to other activities.

(4) Inner city special music

scheme

Summary

This case study describes a specialist music
scheme in a mixed comprehensive school
for pupils aged 11-18, based in the inner city
London Borough of Westminster. The pupils
come from diverse ethnic backgrounds,
almost one third have English as an
additional language and currently there are
152 refugees/asylum seekers on role. The
socio-economic profile of the school is below
the national average and the free school
meal ratio is high. In addition to its normal
curriculum, the school hosts a Special Music
Scheme for pupils who are talented and

music case studies

102



each year 24 places are made available for
students. Although many come from within
the Borough of Westminster, places are open
to all who live in London. One pupil
commutes from Kent each day.

Planning 

The school has been open since the 1960’s
and the Special Music Scheme has been in
existence since then with the then Inner
London Education Authority (ILEA) taking 
a key part in the support, funding and
development of the programme. Since the
break-up of ILEA, the strategic support for
the programme has been managed by the
school with financial support from the
London Borough of Westminster.  

Funding 

The funding for the programme has also
been managed by the Borough of
Westminster. The monies for the programme
come from the Borough’s Standards Fund
allocation for gifted and talented pupils as
well as from the school’s own budget. The
budget of £250,000 is managed by the
school’s Director of Music and the
Headteacher. This amount pays for the

salaries, instrumental staffing
and premises for the music
team who work with the
specialist programme. At
present there are no major
sponsors other than the
Council.

Selection of Participants 

Most of the students on the
course join the school at the
age of 11 and leave when they
are 18, but it is possible to enter
the scheme at other times. Entry
is by audition. With younger
pupils, the audition panel,
consisting of the Director of Music
and a specialist instrumental
teacher, look for future potential in
music and a strong sense of
commitment. Candidates are asked
to play two pieces of their own
choice, are given some sight reading
and some aural tests including a test
for rhythmic, melodic and harmonic
awareness. They are also asked
questions about their interests in
music and their performing experience.
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Older candidates need to demonstrate a high
level of musicianship. Children applying
from primary school are offered places in
time for them to select this school as their
preferred secondary school through the
normal inter-borough procedures. Older
pupils will only be offered a place if the
school has room in the appropriate Year
Group. There are currently 90 “special
musicians” in a school of 1,400. 

Description of the Project

The students on the Special Music Scheme
choose the course because they wish to
make music an important part of their lives.
They learn two or three instruments and take
a rich and varied programme of musical
activities fitted into an extended school day,
operating on Mondays to Fridays only. They
follow a normal school timetable, which is
modified to allow them time for music. All
instrumental lessons take place in a separate
building, detached from the main school.
The Director of the Pimlico Special Music
Scheme is based in this building. Music is
also taught in the main part of the school 

to all pupils, and the Head of Music 
co-ordinates this programme. Although entry
to the Scheme has primarily attracted those
who play within the Western Classical
tradition the course offers access to those
wishing to play in jazz, rock or popular styles
and those wishing to work in the music
industries.

Analysis

The Scheme is monitored mainly by the
school, in particular the Headteacher and 
the director of the Special Music Scheme.
However, Westminster LEA also takes an
interest in the work. The school also has 
a good record in helping musicians gain
places in music colleges and universities, 
but are just as proud of those who prefer 
to work in other aspects of the music world
or industries.

Evaluation 

This is a strong scheme for pupils wishing 
to engage in a special course in music. 
The course offers access to those who show
potential as well as those who already play
to a high standard. Many of those who
audition come from non-musical families
who are recommended to apply to the
school by local primary head teachers who
are aware of the Scheme. Its particular
strength is that it might admit pupils on their
ability to develop through the programme 
as well as their high instrumental skills.

(5) Music and Dance Scheme
Summary

This case study describes a specialist music
course at a DfES assisted music school. It is
a co-educational school for pupils aged 3 to
18. Some pupils are boarders and others are
day pupils. It is an academic institution with
high expectations of its pupils and is one 
of the schools funded through the
Government's Music and Dance Scheme
(MDS). It has a specialist music faculty,
which also includes a Cathedral Choir
School. Although there are only 700 pupils
in the whole school, over 200 young
musicians follow the specialist programme
and almost half of the whole school receive
music lessons. There are nearly 50 girl and
boy choristers. For those on the specialist
course, timetables are tailored to combine
practice time with academic work, and are
enriched with concerts and master classes
covering the whole range of musical
experiences. Entry is by a series of auditions.
The DfES funds 70 of the specialist places
available and more pupils are assisted by
internal bursaries and scholarships.
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Planning 

Although the school has been in existence
for over one thousand years, with the Choir
School also in situ for nine hundred years,
the specialist music school grew out of this
tradition during the last century. In recent
years, the music school has further
developed from its Western classical
traditions and has sought to expand the
musical opportunities for young people. New
areas being developed include world music,
jazz and music technology.

Funding 

The school is self-funding through the
payment of fees but further funds include
support from the DfES for the 70 places for
those on the specialist course. In addition,
some pupils receive bursaries or grants from
the school in order to help with the payment
of fees. The cost of a place at the school can
be up to £17,295 for those boarders in the
senior school with an additional cost of up 
to £7770 for those on the specialist music
course. However, this is heavily subsidised
or free, for those receiving either the DfES
grant or a school scholarship or bursary.

Selection of Participants

Applications to the specialist
music course and to the Choir
School take place during the
Autumn Term and throughout
January in the preceding
academic year. Very talented
musicians, and those showing
particular promise, are pre-
auditioned with some asked to
return for a final specialist
audition at the end of January.
As a result of these auditions,
DfES specialist scholarships are
awarded, as are other music
scholarships and bursaries.
Applicants are also expected to be
successful in the relevant academic
tests. Chorister voice trials also take
place at the same time and pupils are
expected to be able make a serious
commitment to the extensive vocal
programme.  

Candidates invited for a pre-audition
are heard by at least two members
of the faculty staff including one m
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who specialises in the candidate’s
instrument. Candidates are asked to perform
two contrasting pieces on their main
instrument, and a piece on their second and
other study instruments. They are also asked
to do some aural tests and sight reading in
addition to discussing their musical interests.
Overseas students are allowed to submit a
video recording with supporting information.
Those who wish to apply for a DfES MDS
award, and who are successful in being
offered a place, are subject to a parental
means test, and this may indicate a 100%
award of remission in fees. Successful
candidates are of exceptional quality. Those
who do not qualify for a DfES music award
may be eligible for another bursary or
scholarship. Bursaries of up to 45% of fees
are available for boys wishing to be
considered for the chorister programme and
up to 10% for girls.  

Description of the Project

The Music Faculty provides individual
programmes for those on the specialist
courses and these ensure that every timetable
allows for lessons and practice, for ensembles
and for performances, as well as allowing
pupils to follow normal academic courses.  

The specialist weekly programme will
usually include two one-hour lessons on 
the principal instrument and a lesson on 
the student’s second instrument. Some
specialists are offered one thirty minute
Alexander Technique session. The special
provision programme, for those not
necessarily on the specialist course, is more
flexible allowing for students to be involved
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in some of the specialist programme. Aural
and theory skills are also developed through
class lessons as well as all aspects of day-to-
day music making. Performance classes are
held weekly for one hour, and throughout
the year; over 150 concerts will be held
during the course of the school year. Over 
50 ensembles and chamber groups rehearse
each week, coached by members of staff;
these cover a wide range of genres from
symphonic music to chamber and from 
rock to jazz and commercial music. Master
classes and workshops are also an integral
part of the specialist experience at the
school, with more than 60 distinguished
artists invited each year to these across all
disciplines. Supervised practice periods are
timetabled within the school day and
practice supervisors are available to help
pupils work in a disciplined and instructive
way. 

Analysis

Students on the course are monitored
regularly by the faculty staff. All solo
performances are recorded in the school’s
own recording studio and every specialist
receives a personal CD of their performances
each year. The academic results of those
entered for both instrumental Grade
Examinations (Associated Board etc) and
GCSE, AS and A2 are exceptional. In 2002
70% of pupils achieved A* and 23% grade 
A in the GCSE results. At AS Level 81% of
pupils achieved A-B grades and 98%
achieved A-B grades at A2 Level. These
results are of course exceptional, compared
to the national averages. Most pupils
progress to either specialist music colleges,
University music departments or go straight
into the music industry. All those who work
on the programme, either as full time 
staff or as visiting instrumental teachers,
have distinguished records in the music
education, specialist teaching and
performance worlds. 

Evaluation 

Although this is a very intensive specialist
programme, it is fully supported by the
broad academic education opportunities
offered through the main school. In addition,
the pastoral care programme and the music

staff make sure that pupils keep a
balanced approach to their musical
studies. The DfES ensures that
pupils who are particularly
talented in music are financially
supported through the remission
of fees as part of the Music and
Dance Scheme. This is effective
in attracting students from
families who may experience
difficulty in meeting tuition
fees. In addition, the
significant number of
scholarships or bursaries
available to students also
ensures some financial
assistance. For those who
may not have benefited
from high quality specialist
instrumental tuition prior to
pre-audition or audition, or
who may only show very
strong potential, entrance to
the course may prove more
difficult. However, the head
of the music faculty is aware
of this, through her
background in working in
maintained state schools in
inner city Bristol. She is
therefore also keen to consider
a student’s potential for
improvement. The overall level
of provision for talented
musicians in this school is
exceptional.
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Rebecca Meitlis  . . . . . . . East Sussex Music Service
Janet Mills  . . . . . . . . . . . Royal College of Music
Jackie Mortimer  . . . . . . . Brockhill Park School
Danny Murphy  . . . . . . . . Alderbrook School
Dorothy Nancekievill  . . . Wells Cathedral School
Rachel Newby  . . . . . . . . Dance artist for Solihull
Barbara Padgett  . . . . . . . Grange School
Penny Perrett  . . . . . . . . . Bishop Perowne School
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Gordon Pope  . . . . . . . . . Lewisham LEA
Jane Ralls . . . . . . . . . . . . Dance Xchange
Kate Read  . . . . . . . . . . . . Alderbrook School
Nigel Rowlands  . . . . . . . Pimlico School
Jan Round  . . . . . . . . . . . West Redcar Community School
Frank Spence  . . . . . . . . . CƒBT
Bernadette Thompson  . . Gallions Primary School
Tim Vinal  . . . . . . . . . . . . Brockhill Park School 
Angie Walton  . . . . . . . . . Dance teacher
Keith Wheeldon  . . . . . . . NAGTY

Thanks to the following for providing case studies:

Alderbrook School
Banbury School
Birmingham City Council
Bishop Perowne School
Brockhill Park School
Chenderit School
East Sussex Music Service
Gallions Primary School
Grange School
Laban Centre
Langley School
Lord Lawson of Beamish School
Newent Community School
Pimlico School
Southmoor Community School
Wells Cathedral School

Thanks also to the following organisations:

Arts Council England (ACE)
Birmingham LEA
Brighton Festival
City of Birmingham Symphony Orchestra
Creative Partnerships
Glyndebourne
JPMorgan (Philanthropy section)
Music Education Council
National Academy for Gifted and Talented Youth (NAGTY)
Paul Hamlyn Foundation
Regional Arts Lottery Programme
Sound it Out Community Music
South Bank Centre
Westminster City Council

109

appendix



no
te

sno
te

s no
te

si HMI 1399 Paragraph 84
ii http://www.intuitivemedia.com/talentladder/
iii Arts Council England (ACE) has produced drama levels in their document 'Drama in 

Schools, Second edition' available from ACE
iv The Arts Leadership Award is now the Young Peoples Arts Award which is being 

piloted by the DCMS through the Arts Council.
v Qualifications and Curriculum Authority, responsible for the National Curriculum.
vi HMI 458 Paragraph 22 ”Inspection evidence shows that the highest quality is found 

where pupils learn in groups of three, four, five or more, up to and including the 
intermediate stage of learning.”

vii Excellence in Cities is a government sponsored initiative established in 1999, 
funded by the DfES which aims to raise standards in areas of deprivation. See 
www.standards.dfes.gov.uk.

viii Arts Council England in conjunction with the Department of Culture Media and 
Sport runs Creative Partnerships. Targeted on deprived areas, it aims to give school 
students access to a programme of cultural and creative opportunities.

ix Laban – formerly the Laban Centre, New Cross, London. Laban is based at Creekside, 
Deptford.  

x New Opportunities Fund – is a Lottery money distributor organisation created in 1998
to award grants to education, health and environmental projects throughout the UK. 
See www.nof.org.uk.

xi The Young Arts Leaders Award (YALA): to develop young people's expertise, 
knowledge and participation in the arts. The Young Arts Leader Award programme 
has become the Young Peoples Arts Award pilot.

xii Colourstrings was devised by the Szilvay brothers who, though Hungarian by birth, 
live in Helsinki.
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