How to run successful public workshops 

Advice from Simon Taylor and Jenny Bethell from The Making and from artist Lucy Fergus

Simon Taylor
Education & Community Outreach Manager, The Making
Learning styles
We use non-didactic techniques such as active dialogue, interpretation, observation and hands-on participation; learning is viewed as a self-reflexive process where knowledge is discovered, not simply imparted. We take a constructivist approach, which means viewing people as co-learners, not as empty bottles to be filled, but as creative individuals who bring their own experiences, interests and skills to a session, whatever their age. ‘Participation’ then becomes a collaborative process between the artist/practitioner/workshop leader and the assembled group.
Different audiences, contexts & approaches that work for each:
Family Learning

It is important to promote the benefits of communal making, where parents, grandparents and carers work together with children, not just alongside them. Benefits include:  improved family dynamics and intergenerational understanding, and improved social cohesion amongst community members who, as a result of the programme, may gain new common ground.

The choice of venue can encourage two or three generations in one family to take part. Museums and galleries with historic or heritage collections can be particularly inspiring sites for family learning. 
The workshop activities must have a level of challenge appropriate to all ages and encourage collaboration, co-operation, respect and support. 
Crafts activities are often viewed as ‘girly’ or ‘uncool’ by older kids. To counter this, we intentionally programme artists and activities that might appeal to ‘dads and lads’, without being prescriptive about who can attend. These include F-1 model cars, T-shirt printing or junk sculpture with Chris Jenkins, who builds robots from recycled computer motherboards and old piano components.
Communities
Part of our inclusive strategy is to stage our events in non-threatening places such as shopping malls, high streets, community and children’s centres. By avoiding the use of traditional learning environments (i.e. schools) it is easier to engage parents who may have had negative experiences of formal education. Free monthly Saturday workshops in shopping centres or market squares are good at attracting a non-arts audience.  Artist-led sessions lasting between 45 minutes and one hour seem to work well.  These then become great ‘tasters’ for longer term participation. 
In Gosport, our event on the high street included a one-day community exhibition in the nearby Gosport Gallery, in partnership with the local Discovery Centre Library and Museum Service, which kindly loaned the space during an exhibition change-over. The stunning results of artists’ residencies at local schools, including a specially commissioned 5m high textiles wall piece by Dawn Dupree, were displayed alongside pupils work and pieces by the professionals who ran workshops at the event. At least 50% of visitors that day had never set foot in the gallery before, testament to the effectiveness of children’s ‘pulling power’ with parents when their work is displayed in a public setting. 
‘Piggy-backing’ on existing or well-established community events can also be a cost-effective way of reaching new audiences. Much of the infrastructure and publicity will already be in place.  ‘Open air’ events, often involving large marquees on festival sites, are particularly beneficial to artists and arts organisations, as they attract families who may not currently make use of arts venues. 
All themes and activities must be discussed in advance with project partners and host organizations (especially schools!), in order to ensure that expectations are carefully managed, and that the offer is appropriate for those attending. Sometimes it can be beneficial to insist on timed sessions and limiting the numbers to a maximum of ten or twelve at a time. This approach may seem counter-productive in terms of reaching the most people and schools will invariably push for maximum numbers to get ‘value for money’, but it ensures genuine  one-to-one contact with you, the artist, greater respect for the materials on offer, and a quality of experience that is impossible in a free-for-all, drop-in situation. An age limit might be sensible (e.g. minimum age of five years) for some activities to ensure that they can be delivered safely with basic hand-tools or be sure you have checked any H&S issues with regard to materials when working with pre-school or very young children.
Schools
New developments in schools exploring a more ‘creative curriculum’ and a push for more cross-curricular working between subject areas, can provide great opportunities for artists, particularly if your own practice explores the crossover between art and science, mathematics, ICT, photography or language, drama, literature with more traditional craft and applied art skills (inter-disciplinary or even multi-disciplinary working).
Think about what your USP is as an artist? Contact with professional artists can open up career options and encourage both pupils and teachers to be more self-reflective and experimental. This can have far-reaching effects on social skills, empathy, problem solving, confidence and employability or on a more practical level, help to re-engage disengaged pupils.

Primary Schools, you will find, have more flexibility within the timetable for ad-hoc projects and experiences but Secondary Schools often programme annual ‘arts weeks’ or have funding for more ambitious school grounds projects, sculpture trails or individual art commissions. It is best to approach Head teachers in the first instance (at Primary) or individual Heads of Departments (at Secondary level). Planning takes place min. 12 weeks (1 term) in advance so be prepared for long lead-in times, detailed discussion and not an inconsiderable amount of compromise! Make sure you have agreed for staff (or TA’s) to be on hand to help with classroom management unless you are very experienced…with schools it is crucial to deliver any work on time and on budget and flag-up any potential problems early so they can be resolved.
However, it is also crucial to be aware of policies re: Safeguarding Children which may restrict the type of activities you can offer and mean all visiting artists must have a valid CRB check (unfortunately not portable).

These can be arranged through the host school or a ‘Registered Body’ e.g. local authority or PCT (£50 fee or free for volunteers, takes 4-6 weeks).
Website for more info: www.crb.homeoffice.gov.uk
Evaluation
Don’t ignore Evaluation! Funders inevitably insist on quantitative analysis and this analysis, combined with qualitative feedback, can provide valuable evidence for future funding.
Increasingly county and local authorities have targets within their LAA’s (Local Area Agreements) for ‘Health and wellbeing’, Safer, Stronger Communities, ‘Community Cohesion’ and ‘Children and Young People’ (linked to Every Child Matters). The ability to prove that your work can contribute to these priorities is becoming increasingly essential to the long-term viability of any publicly funded arts project or organisation.
Ensuring quality of experience
At The Making our strategy is to employ only the highest calibre practitioners in the contemporary crafts sector.  All our artists, designers and makers are very carefully selected. 
To be really effective you need to be able to communicate with a range of audiences, to deliver practical and accessible workshops and really believe in the value of education and participation. This requires enormous stamina, flexibility, empathy and humour. It can never be assumed that a practitioner has these qualities simply because their work is of a high standard. 

Public participants benefit from conversation with professionals and from seeing examples of designers’ and makers’ own practice. Given the persistent poor quality of careers advice in schools, direct exposure to those of you working and making a living in the creative industries can be particularly influential for young people, especially at a stage when they are thinking about career choices. 

I have seen practitioners use a range of approaches from open-ended and collaborative, with plenty of scope for individual design decisions, to a more directed approach that uses a pre-prepared kit of parts to achieve a set outcome. 
Alison Willoughby’s sessions in constructed textiles and wearable art are a good example of the former, whilst Robert Race’s automata workshops use the latter approach. However, both approaches are valid and can create a great sense of achievement, for instance when a child has the freedom to be expressive with fabric and colour, or when a kinetic model actually works.
The benefit to artists themselves of working in different education settings should not be underestimated. Not only does it provide a substantial number of employment opportunities each year, but public events can often provide informal mentoring and networking opportunities. 
I’d just like to read you some feedback from our Artist Survey forms, which include statements such as: ‘it has been really inspiring to meet with other artists and see the quality and ingenuity of the work produced’, ‘Good practice for working with the public- new ideas and inspiration’, ‘Wonderful to be working with other artists - I usually work solo’ and finally ‘I met a number of potential clients’. 

Conclusion
As many of you know, the best approach for being effective at any stage of your career is by developing a mixed economy of sales, commissions, education and public participation work. 
Fees for the latter vary nationally and will change according to your level of experience, but currently as an organisation we pay £200 per day plus materials and travel for running participatory workshops
Opportunities are advertised in a-n, ACE’s Arts Jobs online and through membership organizations such as Engage (National Association for Museum & Gallery Education).
Projects can be supported by a range of trusts and foundations such as the Paul Hamlyn Foundation, Big Lottery, initiatives such as Creative Partnerships, campaigns such as ‘Big Draw’, Local Authority or European Funding (for target areas of social deprivation or low skills), individual schools themselves or commercial partners and clients, who inevitably bring their own demands and agendas. 
One final thought; by generating income through public participation and education work you will not be losing sight of your own practice, but will be enhancing your portfolio career, creating new networks for employment and perhaps placing yourself in a better position to weather the current financial storm. 
Advice from Jenny Bethell - The Making’s Business and Events Manager
What does an artist needs to think about and do, when taking on a workshop commission?

Contract

Firstly you need to make sure you receive a contract from the organiser, which states clearly what your responsibilities will be.  It is in your interest to have a contract, so do not be afraid to insist on one

It should give details of 

· What type of activity

· Where

· When

· How long 

· How many sessions with how many people,

· The target audience

· Who will responsible for tools and materials

· What on site facilities there will be

· Any other details you need to provide e.g. Risk assessments, images, biographies and time limits for when these must be submitted.

· And, most importantly, how much and when you will be paid and what expenses you can claim.

It is important that you read the contract carefully and flag up any queries you have before signing it.

The contact should also state whether it is your responsibility to deal with your own tax affairs, which will usually be the case.

Workshop Preparation

Once you have decided on the content of your workshop, have a go at whatever you propose the public will make.

The reasons for this are:

· you then have an object which you can photograph and can be used to promote the workshop

· this will bring to light any problems e.g. need for extra tools, power or water requirements etc.

Risk Assessments

Once you have made up your maquette, you will be in a position to write your risk assessment.  There is a pro forma risk assessment on The Making’s website or on the A-n website.  You need to think carefully about tools, equipment, process and target audience.  A risk assessment can be a useful way of thinking through ways to reduce risk (e.g. Don’t have an activity involving scalpels for a young age group).  It is just common sense, but a necessity to think things through thoroughly.

Materials

You must then work out the quantity of materials you need and the budget.  This may seem basic but it is important to get right.

If you are running 5x 1hour workshops for 10 people at a time, then you will need 5 x 10 = 50 sets of materials with a safety margin for extras (people messing up their project, and extra people at the workshop).

You have made your maquette so you know the exact quantity of each material you will need.  Don’t forget when budgeting that there will often be the additional cost of delivery if you are buying online, and this needs to be included within your total materials costs.

You also need to give yourself enough time to source materials and make sure you keep all those receipts for your invoice later.

Other planning for the day

If you are going to be using power or water then it is always a good idea to check this will be available, don’t take it for granted.  Will you need buckets, extension cables? Who will provide them? You need to think through the smallest of detail in advance.

This may sound basic but it is a good idea to work out exactly 

· how you are going to travel to event, 

· how long it will take and if necessary 

· where you will park.  

There are plenty of websites which will give you a route and estimated travel time.  You don’t want to start a busy day flustered because you are late or lost.  Remember to carry contact numbers with you for emergencies and always allow some extra time.

So the workshop is over…..

Invoices

Don’t forget to send in your invoice, you won’t be paid until it has been submitted!

What information should be included on an invoice?

I have had invoices submitted without dates, numbers, addresses and even without fees included!

You should make sure you include

· Your name and address

· An invoice number

· An invoice date (the date you write the invoice)

· Your fee as per your contract

· Your materials costs incurred (not necessarily the maximum allowed!)

· Your actual travel costs

· A total (please double check this)

· Payment details, to whom should a cheque be made payable 

· Any terms e.g. 30 days is standard

Your invoice needs to be clearly set out and any copy invoices for materials attached to it.  If you have had to use materials from your own stock, then you should attach a copy of the invoice for the original purchase of those materials, with a note on it stating the amount you estimate was used at the workshop.

If you are claiming for tools then these should be left for the organisation to use in the future as they have paid for them.

Also attach your travel invoices or calculate your mileage allowance and include this amount.

What will ensure that you are asked back to run workshops?

Professionalism.  It doesn’t matter how creative or wonderful your workshop was, if you cannot organise yourself in a professional manner and deliver what is required on time, then the likelihood of being asked to run a workshop again is greatly reduced. An organisation doesn’t expect to have to chase up for risk assessments etc. You should send in what is required BEFORE the specified deadline.

Remember you are your own best ambassador. An organised and professional approach will instill confidence in others that you are the best person to run that next workshop.

Lucy Fergus Maker
Top Tips for running a workshop 

-  Be beyond organised and portable as circumstances and locations can change and weather can be unpredictable. Always take more material/tools than you think you need (within reason and budget) - there’s nothing worse than disappointing an eager participant at the end of the workshop!

- Be patient and aware of different abilities and attentions spans and know what’s expected of you. Make sure guidelines and goals are clearly outlined on your contract before you run the workshop.

- Document your workshops; it helps to reflect on what was successful and what could be improved. Make sure you’re well informed of parental permission and procedures for photography or find ways to photograph work without featuring the participants.

- Be clear on what you role is - drop-in workshops can be complete chaos if not managed properly. Take full advantage of stewards or other staff to help manage crowds and avoid disappointment so that you can concentrate fully on running the workshop....... 

Know your limits - you’ve only got one pair of hands.

- Supervision is key! Risk assessments are mandatory when working with the public and you must be aware of any potentially dangerous materials/tools and explain clearly how to use them correctly.

- During day workshops, set mini tasks to keep the children interested (e.g.: which group can cut the most pieces, who can make the funniest face from the material?) 

- Encourage team work and alternate tasks - this keeps participants happy and involved

- Incorporate games if participants lose interest - involve everyone (jenga style material stacking at high school workshops)

- Have a back-up option or a variety of activities to engage all the participants 

