o

ASSOCIATION OF BRITISH ORCHESTRAS
NATIONAL EDUCATION PROJECT

APRIL 1992 - JUNE 1993




JOHN WOOD

foreword

The Turn of the Tide represents a bold
and unigue experiment and the most
ambitious exercise ever undertaken by the
Association of British Orchestras. In its
principal aims to celebrate and promote the
development of education work in
orchestras throughout the UK it has
succeeded beyond our wildest expectations.
It has also powerfully demonstrated the
collaborative potential for orchestras to work
together on a national scale to the enhanced
benefit of all involved and of the Association
as a whole.

Although too numerous to mention them all
individually here, | would like to record the
ABO's thanks, in particular, to Sir Peter
Maxwell Davies for the work which formed
the central inspiration for the project and to
Richard McNicol who brought The Turn of
the Tide to life for so many thousands of
musicians, teachers and children all over the
UK.

QOur thanks also to Phyllida Shaw for this
report, and to the many others who
contributed to the project’'s success. The
ABO is extremely grateful to the project’s
financial supporters: the Foundation for
Sport and the Arts, Shell UK and the Arts
Councils of Great Britain, Scotland, Wales
and Northern Ireland.

Finally, | would like to express all our thanks
and admiration to Fiona Penny {ABO
projects manager) for her brilliant handling
of the project’s huge administrative
demands, and to Kathryn McDowell, overall
coordinator of the project, for her
outstanding achievement in bringing The
Turn of the Tide to fruition, and for her
unstinting enthusiasm which has been an
inspiration to us all.

Libby MacMNamara, Director
Association of British Orchestras




This boollet describes a unique arts education
project organised by the Association of British
Orchestras in 1992/3. The project, named The
Turn of the Tide, involved 16 British orches-
tras, tens of thousands of children, several
hundred teachers, and the work of composcr
Peter Maxwell Davies.

What is the ABO?

The Association of British Orchestras was
founded in 1947 to represent the collective
interests of professional orchestras. Working
to create an environment in which orchestras
can flourish, both artistically and financially,
the Association is active in many areas, from
advocacy and communication on behalf of its
members to the provision of a variety of ser-
vices and activities. The Turn of the Tide was
the ABO’s first national education project.

Why instigate a national education
project?

In the autumn of 1991, ABO director Libby
MacNamara wrote to the Association’s mem-
bers to sound out an idea. ‘Over the past few
weeks,” she wrote, ‘we have been giving some
thought to the possibility of a major national
education project involving orchestras
throughout the UK. The primary purpose of
the project would be to raise national aware-
ness of the high quality of educational worl
currently undertaken by many of our orches-
tras. It would also provide a valuable
opportunity for those erchestras that do not,
as yet, have a developed education policy or
department to share in a project which will
have built into it expert personnel resources,

support, advice and training.”

During the last decade British orchestras
have developed ways of working with schools
that aim to build bridges between the class-
room and the world of professional music.
Today, almost every major British orchestra
has a policy for music education that includes
among its aims the enhancement and enrich-
ment of children’s experience of music.

In the early 199Cs, as a result of government
legislation, both the delivery of education in
schools and the management of the education
system were undergoing radical change. The
music profession became heavily involved in
the debate about the best way to teach music
and argued for a curriculum that would
include both practical work as well as acade-
mic study.

The National Curriculum for music, which
was due to be introduced to schools at the
start of the 1992 academic year, would require
all children aged between five and fourteen to
develop the ability to perform and compose
music, listen to and appraise music. In devising
The Turn of the Tide, the ABO had several

aims mind:

e to raise public awareness of the role profes-
sional musicians can play in schools

. ® to provide orchestras’ education managers

and players with opportunities to gain more
hands-on experience of working with schools
o to raise the status of education work within

orchestras

The ABO would help to raise the necessary
funding, administrate the project and provide
support and training, where needed, for the

players, education managers and teachers who
would deliver The Turn of the Tide.
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the process
and the
product

Kathryn McDowell (then deputy general man-
ager of the Ulster Orchestra), was asked by
Libby MacNamara and ABO chairman lan
Ritchie (then managing dircctor of the Scottish
Chamber Orchestra) to draw up an outline for
the project.

The idea was that the project should bring
together the skills of children and orchestral
players across the United Kingdom in a com-
positional and performance project. Peter
Maxwell Davies would be approached to write
a piece which would form a basis for the chil-
dren’s and players’ work. The piece would
have an environmental theme.

The ABO’s board of management approved
the idea and appointed a steering committee
comprising Tan Ritchie, Gillian Moore (then
education director of the London Sinfonietta),
David Richardson (then chief executive of the
Bournemouth Orchestras), Clive Gillinson
(managing director of the London Symphony
Orchestra), Fiona Penny (projects manager of
the Association of British Orchestras) and
Kathryn McDowell.

The next stage was to air the idea with the
orchestras’ education managers who would
have primary responsibility for organising the
project in their area. Kathryn McDowell wrote
a briefing paper which set the scene.

‘Acknowledging the need for orchestras in
the UK ta embrace an education policy ar the
very heart of each organisation, the ABO is
proposing to initiate a nationwide scheme
which would invelve many of its members in
a creative music project for primary school
pupils, their teachers and the community
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which surrounds them. Interaction between
professional musicians, composers and chil-
dren would be central, with creativity encour-
aged at every level.

‘Since one of the most pertinent issues of the
nineties is the environment, the project will take
a theme of recycling, with pupils encouraged to
find ways of using ordinary items for a variety
of purposes. In musical terms there is a parallel
in the economic use of musical material and the
process of development and the transformation
of a single idea in the course of a composition.
The topic also affords much opportunity for
related work in other artforms and the sciences,
both in and beyond the classroom.

‘At a time when a National Curriculum for
music is being implemented, with a clear remit
to stimulate creative music making, perform-
ing and listening, it is pertinent that British
orchestras should indicate their commitment
to this policy on a national scale and begin to
adopt the central role which today’s profes-
sional musicians and composers could play,
both in school and in the wider community.

‘...For the orchestras that have highly devel-
oped education policies already, the project
should challenge, extend and seek to inform
every aspect of the company’s work; for those
organisations that arc embarking on this area
of work, the project should provide training,
support and practical experience in reaching
and serving a completely different audience in
anew way.’

A few weeks later the educarion managers
met in Edinburgh and agreed that the project
should go ahead.

others, bringing the total to sixteen.

Academy of St Martm in fhe Fields

City of | Lomson Sinfonia*
Docklands Sinfonietta*

English Northern Philharmonia
The Halle

London Sinfonietta®

London Symphony Orchestra
Manchester Camerata
Northern Sinfonia
Orchestra da Camera*
Scottish Chamber Orchestra®
Ulster Orchestra

The music educationist Richard McNicol
was appointed animateur to the project
and eleven of the sixteen orchestras
opted to work with him. The project was
designed to accommodate different ways
of working and five of the orchestras
(marked with * above) all took slightly
different approaches. Two retained the
environmental theme but worked with
other composers and three worked on
the Maxwell Davies piece but used their
own animateurs.




The training days

Training was an essential element of the pro-
ject. It compriscd:

e g discussion day for education managers

e a two-day course for education managers,
two players and one animateur (where
applicable) from each orchestra
a seminar for chief exccutives and education
officers
three visits by each education officer to
watch the work of other orchestras
training sessions organised by each
orchestra for their participating teachers.

The two-day course included creative work
and discussion of the role of professional artists
in schools, the National Curriculum for music
and approaches to creative music making. Tt
was a rare opportunity for players from differ-
ent orchestras to collaborate creatively.
Practical sessions and discussions were led by
Richard McNicol, Kathryn McDowell, com-
posers Peter Maxwell Davies, David Sawyer
and Michael Alcorn, and John Stephens, head
of music education at Trinity College of Music.

On the second day, Richard McNicol intro-
duced a ¢lass of primary school children to
group composition activities, providing a
demonstration of the principles and techniques
of good classroom practice. The day also
included an administracive session for educa-
tion managers on the logistics of running their
projects.

The seminar for chief exccutives and edt

tion managers, which was entitled The Chal-

lenge of an Integrated Education Policy,
attracted 60 participants. The subjects dis-
cussed included:

o the orchestra’s broader role: exploring the
central role of orchestras as a musical

resource for the community and how
education work should affect audition
procedures, contracts and schedules.

the orchestra’s principal role: questioning
whether education should influence the
main activity of the orchestra, concert
giving, and whether it should be part of the

orchestra’s main work pattern.

The teachers’ paclk

The ABO supplied a pack for the players and

teachers compiled by Kathryn McDowell,

with the instructions to teachers written by

Richard McNicol, and contributions from

Gillian Moore and Peter Maxwell Davies. This
ontained:

an introduction to the project and its
national dimension

notes on the role of artists in schools

a biography of Peter Maxwell Davies and a
list of recordings

practical guidance on creative music projects
environmental facts and figures to stimulate

cross-curricular work.,

In addition, the education managers pro-
vided material on their own orchestra, details
of the project’s organisation locally, details of
the players, and information about local envi-
ronmental schemes.

The ABO supplied programme covers for
the final performances, including an explana-
tion of the project and the piece, while the
orchestra provided details of the schools partic-
ipating and a programme for the performance.

The ABO was responsible for all national
marketing and publicity and contracted Nicky
Webb Associates to manage this aspect of the

project.




The work in progress

The Turn of the Tide was a combination of
process and product. The bulk of the work
took place in the schools, where teachers
worked with their pupils, supported by visiting
players. Each school was allocated at least one
player who visited two or three times during
the course of the project and worked with the
teacher, offering specialist skills and views
where needed. Some schools brought in addi-
tional musical expertise to rehearse the final
song.

For the schools working with the orchestras
using Maxwell Davies’s The Turn of the Tide,
the task was the same. The picce, which came
in two versions, one for the symphony orches-
tra and one for the chamber orchestra, was 30
minutes long. It was organised in five sections
and each section had a theme:

Section 1

Tirst Life (the creation of underwater plants,
plants on land, sea creatures, birds, mammals
and people)

Sections 2 and 3

Creation Established, Life Flourishes

Section 4

The Worst that Could Happen: the Corruption
and Dissolution of All Nature

Section 5

The Warning is Heeded: Nature Reborn.

Working with their teacher and their player,
the children were asked to compose three short
sections, using musical patterns prescribed by
the composer. The sections were to last one
minute cach and were to be incorporated,
respectively, into the first, third and fourth sec-
tions of the piece. The children were then to
play their work on stage with their orchestra in
a final performance to an audience of parents,
teachers, advisers and other interested parties.
The sccond section of The Turn of the Tide
was for orchestra alone and the fifth section
was for orchestra and a choir made up of all the
young composers and players and, in many
instances, other classes from their schools.

ANDREA CRINGEAN

Working in this way was a new experience
for Maxwell Davies. ‘It was a question of tak-
ing a back seat as a composer,” he explained.
“What I did was to provide a catalyst for young
people to make their own work, their own
improvisations, slowed down to composition,
to actually be presented in a concert which
slots into my piece. A big, big challenge, I must
say. I'm not used to taking a back seat.’

‘The Turn of the Tide is for children and
orchestras, not a haphazard amalgam of writ-
ings from master and pupils,” concluded
Chester Music News. ‘Maxwell Davies has
carefully designed a piece where music com-
posed by children is properly incorporated into
music composed for a professional orchestra.
He has designated precise musical materials
and processes for the children to use.’

In guidelines included in the teachers’ pack,
Gillian Moore summed up the relationship the
ABO hoped that the players would have with
the schools.

‘It is important that professional musicians
working in schools are an enhancement of
existing teaching and never a replacement for it.
The relationship between teacher and visitors
works best when it is a genuine partnership in
which each understands the other’s strengths
and limitations...

‘.50 what is in it for teachers and pupils and
how can these new resources best be used? For
teachers, one of the most important things can
be confirmation and encouragement for what
they are already doing in the classroom.
Teachers can also benefit from contact with
people working at the forefront of professional
music making who can bring in new ideas —
teaching can be a lonely business — and from
support in specific curriculum areas in which
they may lack experience, for example compo-
sition, technology, world music or vocal work.

‘For pupils, there is the opportunity to be in
close contact with real excellence in perform-
ing — just noticing how a performer sits, how
they move, how they frame their performance
with silence, how they take risks...”




From the outset it was decided that the evalua-
tion of The Turn of the Tide should be
undertaken by its participants: the teachers,
the children and other young composers, the
players and the orchestras’ education man-
agers. To this end evaluation forms and
questionnaires were prepared and distributed
to all participants. Copies of each are provided
in the appendices to this report.

THE TEACHERS

Well over 100 teachers from schools in Eng-
land, Northern Ireland, Scotland and Wales
worked on The Turn of the Tide. Most of
them were non-specialist primary teachers, a
few were music specialists, and a few were
teachers (specialist and non-specialist) in mid-
dle schools and secondary schools. Some had
worked with a professional orchestra before,
but for most this was a new experience. The

comments below reflect their responses.

The value of The Turn of the Tide

Two aspects of the project were cited repeat-
edly by the teachers as particularly valuable:

o It gave pupils the opportunity to work with
professional musicians in the classroom,
learning, above all, to listen to and compose
music.

o Tt gave them the opportunity to take part in
a performance with a professional orchestra.

The process, they stressed, would have been
enough in itself; the product (the final perfor-
mance) was a bonus. Most of the teachers
believed that the experience of hearing the
orchestra play had been ‘very valuable’ and
several described the performance element of
the project as a ‘once in a lifetime opportunity’.
A teacher wrote: “T'o have the opportunity

to follow a creative process from conception
to birth in a real life setting was what set this
project apart and made it meaningful to all
concerned.’

Answers to questions about the impact of
the project were more diverse and were proba-
bly influenced by a number of factors:

e the interest of the teacher in the project

e the personality of the teacher '

e the quality of the teacher’s preparation and
delivery

o the interest of colleagucs not dircetly
involved

the skill of the visiting player(s)

the skill of the education manager

Preparation and support

Throughout the preparation of the project, it
was stressed by the ABO and its advisers that
the teachers should be equal partners with the
professional players in the classroom activities.
It was recognised that some of the non-
music speclalists {(most of teachers in the
primary schools) might find this a difficult bal-
ance to strike, and teachers demonstrated a
high level of appreciation of the training and
preparatory resource materials provided.
Opinions on the teachers’ pack varied. Sev-
eral commented that it was more easily
understood by colleagues who had attended
the in-service training days organised by the
orchestras [it had been hoped that all partici-
pating teachers would attend these sessions].
Some felt that the author of the pack had
assumed a certain level of musical knowledge
which a non-specialist would not have, but
one teacher reflected the view of many when
she said that her uncertainty about some parts
of the pack was based on “fear and insecurity

because of Inexperience’.

KEITH PATTISON
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Communication between
players and pupils

The teachers were clearly impressed by the
ability of the players who worked in the class-
room to relate to the children. There were
exceptions, but almost all of them said that
communication between players and the
pupils had been ‘very effective’.

Some teachers, either in their questionnaires
or in subsequent letters to the orchestras, sin-
gled out the classroom players for praise. “This
player would make a brilliant teacher. Please
thank her for all her hard work.’

“The children thoroughly enjoyed meeting
and listening to a professional player and hav-
ing their music valued by him. They worked
extremely hard, spurred on by the thought of a
chance to perform at the end. Everyone could
take part in some way and all enjoyed the

experience.”

The fulfilment of curricular aims
in music

The Turn of the Tide was designed to help
teachers deliver three clements of the music
curriculum: listening, doing and appreciating.
Most of the teachers agreed that these aims
were fulfilled to some extent, while recognis-
ing the limits of their short-term involvement.

One wrote: “The project has enabled the
children to be creative in music, art and lan-
guage worlk. Tt has provided a situation where
children can appreciate each other’s talents and
work cooperatively together. It has covered
- much of the work necessary for music in the
National Curriculum, and the children learned
to work cooperatively.”

The fulfilment of cross-curricular
aims

Three factors influenced teachers’ answers to

this question:

JOHN WOOD

o the timing of the project

o the degree of cooperation on the part of the
teacher’s colleagues

e the appropriateness of the project’s theme

Several teachers said that The Turn of the
Tide had little cross-curricular value because
the topics for the school year had been set well
in advance of their decision to participate in
the project. Where the environment had
already been chosen as a topic for the term or
the year, The Turn of the Tide could be easily
accommodated. Otherwise, there was very lit-
tle opportunity to integrate it into the teaching
of subjects other than music.

Some teachers reported that the National
Curriculum, the demands of testing on teach-
ers’ time and in some cases a lack of interest on
the part of colleagues, did not allow sufficient
time to develop the full cross-curricular poten-
tial of the project.

New insights and slills

One of the project’s greatest achievements,
from the teachers’ point of view, was the
opportunity it presented to offer pupils new
insights and skills. The following comments
highlight their appreciation of this aspect of
The Turn of the Tide.

‘For those children who had a limited expe-
ricnce of music and of the orchestra, the
project was very beneficial. They began to
appreciate and respond to different types of
music for different purposes. It also gave them
a sense of achievement, which will create a
good foundation on which to develop similar
experiences.’

‘The children learned to listen. They also
began to understand the basic principles of
music and were able to offer their own ideas
on beginnings, endings, spced cte. They
learned to write music in their own way. After
an initial struggle they became very enthusias-
tic and pleased with own achievement.”




“The children were appreciative of the fact
that they were sharing an experience with
adults rather than being played to. They learnt
not to be satisfied with the first thing they cre-
ated, but to think about developing and re-
fining a first idea.’

“Their interest right through the project was
tremendous and many seem to have developed
a great interest in the instruments of the
orchestra. They are listening out for sounds of
instruments on television now and have
become aware of background music which
before this they didn’t appear to appreciate.’

‘It helped the children strive for perfection
and realise the rewards of doing so. T think it
raised the status of music making for them.”

Creative music making

Not all of the teachers approved of the partic-
ular approach to creative music making
advocated by The Turn of the Tide. Judging
by the questionnaires and letters received by
the orchestras, the project was of particular
interest to the non-specialist who was able to
watch the player or animateur in action in the
classroom and adapt their approach to his or
her own work.

‘T believe that this project was one of the
most exciting and imaginative pieces of work [
have ever been involved in. Throughout the
weeks we were absorbed by The Turn of the
Tide many of the myths of music were
knocked down; both the children and 1 devel-
oped new confidences in the playing,
composing, listening and understanding of
music.’

‘As leader of the pro

to my confidence and experience in teaching

music. I am sharing my findings with the rest
of the staff and we look forward to further
projects of this kind.’

‘My attitudes fluctuated between extreme
nervousness when I thought we were “doing it
all wrong” to intense pleasure when a nor-
mally disruptive pupil made a very creative
suggestion during discussions.”

‘I feel I have learned impressive skills associ-
ated with music making. T have greater insight
into composition and how to use and develop
a simple structure. I now have the confidence
to w 1 can achieve the music requirements
of the National Curriculum.’

Awareness of environmental issues

The environment has become a well worn
topic in primary, middle and secondary
schools in recent years and many teachers and
pupils were already very familiar with the
issues raised by The Turn of the Tide. The
most widely expressed view was that the pro-
ject reinforced children’s awareness of envi-
ronmental issues and offered them a new way
to express their concern.

“The children had previously worked on the
ideas of conservation and the environment so
this helped reinforce the ideas. It gave them
and me an opportunity to explore music in a
way that I would not have had the courage to
try ordinarily.’

“The p

ect encouraged the children to

think deeply about environmental issues,

match thoughts to instruments and design the

shape of each piece and the details within it.”
‘We've always had a very positive environ-

mental ethos. The Turn of the Tide has helped

to consolidate the children’s understanding
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and to extend their awareness of the environ-
ment. The way that it has been organised
throughout the country with all of these
schools and all of these orchestras has made
them aware of a movement, a tide, which they
arc involved with. I think that’s really impor-
tant for them.”

The impact of the project on the
school and the wider community

According to almost two-thirds of the teach-
ers, the project made a positive impact on the
school. This seems to have been more likely
where the head teacher, colleagues and gover-
nors gave the project their support.

Where participation in the project was res-
tricted to one or two classes, whether because
of timetabling constraints or because the
teacher decided to aim for a better result from
a smaller group of pupils, the impact on the
school as a whole may have been less notice-
able.

Nearly three-quarters of the teachers
responding thought the project had had licdle
or no positive benefit for other classes, and
very few teachers felt that it had been of posi-
tive benefit to the community. This is an
interesting view, given the considerable benefit
the teachers saw for the participating pupils. Tt
perhaps shows an underestimation of the
interaction of children with other members of

their communities.

For Richard McNicol, who worked on eleven
of the sixteen projects, the most outstanding
fell into two categories: those where the
orchestra’s commitment to education was par-
ticularly strong, and those where the teachers
were supported by a local authority advisory
service or a teacher support service in the
classroom. With more than ten years experi-
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ence of working with professional musicians in
schools, his assessment of the impact on music
teaching of a weakened or absent advisory ser-
vice is significant.

McNicol’s views on how a subsequent pro-
ject of a similar type could be improved upon
include the following:

e Create a more flexible structure for
classroom work
Allow for more time to be spent by players
in the classroom
Include more training opportunities for
teachers and players
Include some evening performances with a
larger public audience.

THE CHILDREN

Several thousand children completed cartoon
evaluation forms expressing their reactions to
The Turn of the Tide. Each question was

accompanied by four drawings of faces bearing

expressions ranging from great pleasure to
moderate pleasure to indifference to displea-
sure. The form was written in the first person:
“When we started work on our piece I felt...”
The overwhelming majority of children who
returned evaluation forms circled one of the

two faces expressing pleasure in response to

most questions. It is possible, however, that
forms may not have been circulated or
returned by schools where the teachers were
less enthusiastic about the project.

Many of the schools wrote to their orches-
tras with pupils’ comments about The Turn of
the Tide. (Some of these are reproduced on
this page.) While large numbers of tcachers felt
that the process was more important than the
product, the evaluation forms and letters leave
no doubt that for most of the participating
children the experience of performing on stage




with the orchestra, with ‘their’ player, and
with other schools, to an audience of adults,

was the highlight of the projeet.

THE PLAYERS

Each of the orchestras participating in The
Turn of the Tide employed a small number of
players to work with the schools on the devel-
opment of the pupils” music. Each player made
two or three visits to his or her school lasting
anything from two hours to a day. Some play-
ers had no experience of working in education,
some had worked with schools but had never
led a workshop or class and some had consid-
erable experience of this type of work.
Participation in the project scems to have
been a largely positive experience for the play-
ers. Tt was clear from the outset that for the
more experienced among them the sessions in
school would be less of a challenge than feor
those who had not worked in schools before.
However, the structured nature of the task and
the relatively short time available for school
visits appears to have tested everyone, what-
ever their level of expertise and experience.

Worl in the classroom

With some notable exceptions, the players
found that the schools had been “fairly well’
prepared for their first visit. The quality of
preparation seemed to depend on the ability of
the teacher, the enthusiasm of the tcacher
(whether or not he or she had musical skills),
and the support of the school. Some teachers
had prepared their classes, but had misunder-
stood the preparatory materials, and the
players had to start from scratch.

Those players who worked on Peter
Maxwell Davies’s piece were asked how
straightforward they had found it to relate the
pupils’ work to the material provided by the
composer. Some found it straightforward, oth-
ers found it difficult and many gave an answer
between these two extremes. '

Many felt they would have liked more
preparation time, both in training for them-
selves and in their sessions with the teachers
and schools. The fact that the project took
place mainly in primary schools in partnership
with non-specialist tcachers meant that almost
all available time had to be spent on the musi-
cal aspects of the task, at the expense of the
environmental theme,

More than half of the schools visited by
players had not explored the environmental
theme at all or had done very lictle about it.

- members of an clite group, musicians are ‘ordi-

There were exceptions, notably where the
orchestra employed another specialist (an
artist, puppeteer, designer or writer) to
develop this part of the project.

Views on the education worlk of
orchestras

In the light of their experience, players were
asked to comment on what they now per-
ceive to be the keys to effective education
work by orchestras.

Their comments, below, highlight a strong
interest in making classical music more accessi-

ble and in demonstrating that, far from being

nary’ people. Orchestras” education work,
they suggested, should aim:

“To break down traditionally held social/
class values relating to orchestras, and to nur-
ture tomorrow’s audiences.’

‘To recognise that what orchestras have to
offer that teachers do not is the performing
ability of the players and the sound of the
orchestra.’

“T'o help teachers to realise that they could do
similar projects without the help of a musician.”

“To introduce young people to the experi-
ence of performance, however simple, and
demonstrate social organisation and coopera-
tion threugh shared music making.’

“To show the children what professionalism,
skill, discipline and inspiration can involve
and to galvanise them by the magic of public
performance.’

‘To help the children (and teachers) realise
that ‘normal’ people can be musicians, and
inspire them to continue with musical pur-
suits, amateur and professional.”

THE EDUCATION MANAGERS

For the ABO, the creation of opportunities for
orchestral education managers to increase their
expericnce of work with schools was one of
the key objectives of The Turn of the Tide.
This objective clearly did not apply to all man-
agers since some already had many years of
experience in the field. For a significant num-
ber, however, this was the most ambitious
project with which they had been involved.
For four of the education managers and their
orchestras, this was their first involvement in
an education project of any kind.

The level and range of experience of the
managers clearly influenced their responses to
both the process and the product of The Turn
of the Tide.



The value of The Turn of the Tide

All of the education managers regarded The
Turn of the Tide as a valuable exercise to some
extent, although the type of value identified
varied.

Some emphasised the importance of being
part of a large, high-profile project and the
sense of solidarity that this inspired; some
cited the value of the central funding and
administration provided by the ABO, which
relieved them of much of the stress of organis-
ing a project alone; several said that the project
had enabled them to look at cross-curricular
or cross-artform work for the first time.

A number talked about the fact that the pro-
ject’s national profile had helped to raise the
status of education work within their orches-
tra. Most agreed that the project had enabled
them to draw more players into their work
with schools than usual. One commented:

“The project provided some players with
their first experience of work with schools.
The length and intensity of the project enabled

the players and the education managers to
work together more closely as a team than is
usually the case.’

One aim of The Turn of the Tide was to
raise public awareness of the potential of pro-
fessional musicians to enrich the National
Curriculum. This was acknowledged as a wor-
thy aim by the education managers, but most
also felt that it was a very large aim, the
achicvement of which was difficult to measure.

The picce, The Turn of cthe Tide, was the
cause of a considerable amount of discussion
among the education managers, who ranged in
their opinions from dislike to warm praise for
what Peter Maxwell Davies, the players, the
teachers and the children achieved.

The final song was considered the most dif-
ficult element and was variously described as
‘haunting’, ‘impossible’, and ‘the most memo-
rable tunc in the picce’. A handful of teachers
decided not to tackle the song; another
orchestra used a children’s choir to add some
power to its performance; but most of the
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The CBSO's Eugen Popescu with pupils
from Montgomery School at the Cocks
Moors Woods Leisure Centre,
Birmingham

_To show that professional players

are human beings with a lot to
offer non-musicians and trainee
musicians. To help others realise
that they have musical potential

and show ways to develop this.

" To show the importance of musical

activities in personal and
educational development, and to
show how they can stimulate so

many areas of intellectual,

emotional and group dynamics.

To let the children have an
opportunity to relate the work they
have done (ie composition and
professional orchestra, and see
how easily they can integrate with
us as musicians and, even more

importantly, as people.

Players’ views of the purpose of orchestras’

education work




children and teachers rose to the challenge.

The education managers with more experi-
ence said that the brief to which the children
and teachers were asked to worlk was too strin-
gent. Some felt (and several teachers agreed)
that they could have achieved more had they
been given greater creative scope.

The training value for players

This was one of the arcas of greatest impor-
tance for the education managers and therefore
the one of which they were most critical.

All agreed that the inital training days had
been valuable, but felt that imposing a limit of
two players per orchestra had placed the other
participating players at a disadvantage. The
only way to have overcome this would have
been to have organised more training sessions.

Tt was suggested that there could have been
a refresher day ncarer to the start of the pro-
ject or half way through it for those orchestras
that started their work with schools later in the
year.

While the training days were thought to have
been extremely valuable as far as they went,
some managers asked that in future projects,
provision should be made for the possibility
that players would encounter discipline prob-
lems. Tt is worth repeating here that the
teachers were almost unanimous in their praise
for the individual players with whom they
worked, suggesting that the managers had been
very astute in their choice.

The Turn of the Tide provided players with
opportunities to play a more autonomous role
than is usually possible in shorter-term educa-
tion projects, and players were felt to have
learned from watching each other at work in
the classroom.

There was a strong feeling on the part of
many of the managers that the project high-
lighted the need for longer-term, regular
training opportunities for players interested in
education worls.

The training value for education
managers

The response to this question depended to a
great extent upon the experience of each man-
ager. All felt that it had been interesting to
participate in the project, but that this type of
work was probably more valuable, from the
point of view of educational practice, for the
less experienced managers and players.

At least two managers said that at first they
had been reluctant to take on a project devised

by someone else, but that this in itself had
turned out to be an interesting experience. The
most valuable elements of the project for them
was the experience of participating in a large-
scale project involving other orchestras; being
part of a project which received national cov-
erage; the value of this in terms of attracting
funding for future projects; and the long-term
benefits of heightened public awareness of the
potential for orchestras to work with the edu-
cation sector. Several said that they had been
particularly glad of the chance to discuss
aspects of the work with colleagues in other
orchestras.

Most managers agreed that what they re-
garded as the less successful aspects of the
project would help them to avoid the same pit-
falls in future initiatives of their own.

THE FUNDERS

The Turn of the Tide was funded by the Foun-
dation for Sport and the Arts, Shell UK
Limited and the Arts Councils of Great
Britain, Scotland, Wales and Northern Ireland.

A representative of the Foundation for
Sport and the Arts attended final performances
in Leeds and Southampton and was very sup-
portive of the worlk that had been done.

For the four Arts Councils, The Turn of the
Tide presented their first opportunity jointly
to commission a work which, during the
course of the project, had no fewer than 38
performances. The Arts Council of Great
Britain’s investment (of £20,000) in training
for the project was also considered money well
spent. The Arts Council’s Music Department
said: “The training opportunities within the
project were provided in response to a need
expressed by many orchestras, enabling
orchestral pl;iyérs to develop the appropriate
skills for working creatively with young
people. The project proved that this can be
successfully achieved by orchestras working
together as well as individually.

‘Education work by orchestras has been
developing significantly over the last decade,
and The Turn of the Tide has been instrumen-
tal in raising the level of debate at the most
senior level in each organisation.

“The project demonstrated just how much
can be achieved when committed teachers,
skilled professional performers and enthusias-
tic pupils work together.”

Three clements of The Turn of the Tide
attracted Shell UK Limited to the project
because they tied in with existing strands of its
own long-standing community programmes:




e the educational aspect, and its links with the
National Curriculum: Shell UK’s Education
Service has provided teachers’ resources for
nearly 40 years.

e the musical aspect: Shell UK has been
involved with music for many years,
particularly through its 17-year partnership
with the London Symphony Orchestra, but
also through its strong links with the Ulster
Orchestra and the Scottish Chamber
Orchestra.

e the environmental theme of the project:
Shell takes its environmental policics very
seriously, having had a written policy on
environmental conservation since 1969 and
having invested millions of pounds in
environmental improvements.

Additional factors which excited Shell UK’s
interest included the involvement, for the first
time in a single commission, of all four Arts
Councils, and the idea of a new work. Shell
UK has commissioned several new works over
the years from different composers including
Panufnik, McCabe and Tilson Thomas.

Shell UK’s Arts and Environment Manager,
Jennifer Jones, was involved in early discus-
sions abourt the form and content of the
project with Kathryn McDowell. Her succes-
sor, Shona Falconer, also took a keen interest
in the project, sitting in on workshops in
schools and either she or colleagues attending
most of the final events staged by the orches-
tras and their schools.

A director of the company who attended the

. opening event at the Lightfoot Centre in New-

castle upon T'yne was impressed and delighted

. by the cxperience. Shona Falconer said: T felt

very proud to be part of a company that
would put hard-earned money into an initia-
tive like The Turn of the Tide. I hope that the

- impact of the project on the lives of the chil-

dren who took part and, in some cases, on the
practices of their teachers, will not be short-
term. I hope the children will have been

- encouraged to make and to listen to music and

that the creative aspects of the project will spill
over into other areas of their work. I also hope
that those who participated from the orches-
tras will have benefited from the experience; I
know that T did, even as a mere observer.’

early results

From the outset the ABO was determined that

this unique collaboration between schools and

orchestras should not be a one-off event with no

long-term impact. The project has already re-

sulted in a number of significant developments:

o The ABO has reviewed its own priorities and
recognised the need to continue to support its
members in this field of work and has
appointed Jo Shapcott (who took part in the
London Sinfonietta’s project) as its education
adviser.

o The ABO has recognised the demand among
players and education managers for more
training opportunitics in education (in
schools and in the wider community) and is
organising a series of workshops to take place
in 1994 to develop players” skills, including
sessions on the National Curriculum.

e Of the four orchestras that had no education
officer at the start of the project, three (the
BBC Philharmonic, the BBC Welsh
Symphony Orchestra and the Manchester
Camerata) have now made appointments and
the fourth (the Orchestra da Camera) is com-
mitted to developing its education programme
under the guidance of one of its members.

© Media coverage of The Turn of the Tide gave
the project an audience much larger than that
created by the participating orchestras and
schools. Broadcast coverage included a 25-
minute BBC television documentary, a Radio
3 documentary, news features on
Kaleidoscope (Radio 4) and Five Aside
(Radio 5). National newspaper and magazine
coverage included articles in the Times, the
Independent, the Observer, the Independent
on Sunday, the Daily Mail, the Scotsman, the
Spectator, Classical Music, The Times
Education Supplement, Music Teacher and
BBC Music Magazine.

® The Turn of the Tide has influenced orches-
tral associations and orchestras in Canada and
Austria to review their approach to music
education, and Richard McNicol is currently
advising practitioners in both countries.

s The Arts Council of Great Britain has
provided support for three Arts Council
trainee education officers for a one-year
period, hosted by the South Bank Centre, the
London Symphony Orchestra and Opera
North in 1993/94 to meet the demands for
experienced staff in this area.

® The Paul Hamlyn Foundation has agreed to
co-fund,with the Arts Council of Northern
Treland, an education officer traineeship to
be hosted by the Ulster Orchestra.

e The first planning meeting for the next ABO
education project has taken place.




The Turn of the Tide was, by any standards,
an ambitious venture. For the Association of
British Orchestras and for many of the play-
ers, young people and teachers involved, it was
also a voyage of discovery.

This was the ABO’s first experience as the
coordinator of a natienwide education project;
for many of the participating players, it was
their first opportunity to work in a school; for
many of the teachers and pupils, it was the first
time they had worked with a professional
musician; and for every child, it was their first
experience of playing their composition in
public, with a professional orchestra.

The Turn of the Tide had all the ingredients
of good arts education work: clearly defined
aims, skilled practitioners (players, animateurs
and education managers), motivated partici-
pants (teachers, pupils and, in some cases,
advisers), sufficient funding, and a strong
administrative team.

What distinguished this initiative from so
many others was the absolute conviction on
the part of its organisers that this was a project
that had to happen. The Turn of the Tide was
not an idea plucked from the air; it was a prag-
matic response to the momentous changcs
taking place in music education. The introduc-
tion of a National Curriculum for musie, of
local management of schools and the reorgani-
sation of local authority advisory and support
services (leading in some areas to the with-
drawal of instrumental music schemes and
peripatetic teachers) all posed tremendous
challenges to the teaching of music in schools.
The instigators of The Turn of the Tide knew
that the potential role of the orchestral player
in helping to meet that challenge nceded to be
demonstrated.

Professional musicians have been working
with schools for many years; what was new
about The Turn of the Tide was its scale. It
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Association of British Orchestras

Dear Teachers

It was a great honour to be asked to compose this piece by the
Association of British Orchestras, as music education has been at
the forefront of my creative work since student days. I have
linked the project to my concerns for the environment, and tried
to create space within the work where teachers and pupils alike
can express through their own music, their own concerns about
these issues.

I trust that this will trigger off the most stimulating individual
and collective creativity. I firmly believe in making the highest
possible musical demands upon teacher and pupil alike, and trust
that in meeting this challenge, all concerned will extend not only
their factual knowledge about the environment, but their musical
and spiritual perceptions. I have never composed a work quite
like this before, and it has certainly extended my perceptions.

)

With over one hundred and eighty published works in every medium
performed worldwide, 8ir Peter Maxwell Davies is universally
acknowledged as one of the foremost composers of our time. He
lives in a croft in a remote valley on the Island of Hoy in the
orkneys where he initiated the St Magnus Festival and writes most
of his music. His major theatrical works include the operas
Taverner, Resurrection, and The Lighthouse; the full-length
ballets Salome and Caroline Mathilde, and the music-theatre works
Eight Songs for a Mad King and Miss Donnithorne’s Maggot. His
thirty-five orchestral works include four Symphonies and nine
Concertos, including seven of the ten Strathclyde Concertos he is
writing for the principal players of the Scottish Chamber
Orchestra, of which he is Associate Composer/Conductor.

He is also the Associate Composer/Conductor of the Royal
Philharmonic Orchestra (London) and the BBC Philharmonic
(Manchester). His interest in music education, which started when
he was a teacher in Manchester, has led to a number of works for

performance by non-specialist children.
The Trn o (he 7

ASSOCIATION OF BRITISH ORCHESTRAS

NATIONAL EDUCATION PROIECT




notes from the teachers’ pack

by Richard McNicol

The fundamental aim of this project is to give
real meaning to curriculum music in your
classroom. The work involved meets all of the
central requirements of the various National
Curricula: composing and performing; listen-
ing and appraising.

Teachers outside Scotland will readily iden-
tify in the projects the detailed requirements of
the National Curriculum — for example (from

the English Curriculum):

KS2 AT1
memorise and internalise musical ideas (all)
perform from simple notations (Project D)
play an individual part in a group piece (all)
develop musical ideas through composing
(all)

KS2 AT2
develop an understanding of musical
elements (all)
learn to distinguish sounds (all)
listen to instrumental/vocal music (all)
talk about music in class (all)

In fact, there is very little of the National
Curriculum that you will not cover in the
course of this project.

The Turn of the Tide is a work for children
and orchestra. It is not a mere alternation of
children’s music and orchestral music, Sir
Peter Maxwell Davies has taken great care to
design a work in which children’s music is
properly integrated into music composed for a
professional orchestra.

To achieve this, he has designated precise
musical materials and processes for the chil-
dren to use in their compositions. I have laid
out these musical materials and tasks in lay
terms as clearly as [ am able in the Work Pack.

This project is specifically designed for the
class teacher and his/her class. No knowledge
of music is required on the part of the teacher;
none on the part of the class.

Each school involved in the project will
‘adopt’ a musician from the professional
orchestra which will be playing in the final
performance. The musician will work with
you and the children in the classroom.

The project will require a substantal com-
mitment of classroom time. Tam keenly aware
of the pressures of the National Curriculum in

other subjects and, with this in mind, Peter
Maxwell Davies and I have been careful to deal
with ideas that will allow you to use legiti-
mately non-music curriculum time on the
project.

The Turn of the Tide is essentially an envi-
ronmental project. It deals with the creation
and development of species and with the threat
we, mankind, pose to other species. Clearly
this is the study of National Curriculum Sci-
ence. It will also find a place in the History
Curriculum. The discussion, vocabulary and
concepts involved might find their way into
the English Curriculum, while ‘the creation of
sea creatures’ project has parallels in the Math-
ematics Curriculum. It will be clear that
should you wish to branch off inte PE/Dance
or Art, the opportunities are plentiful.

How the project worlks

The Turn of the Tide is a 30-minute work in

five sections, performed without a breal.

SECTION I First Life
(children and orchestra)

A: The creation of underwater plants
B: The creation of plants on land

C: The creation of sea creatures

D: The creation of birds

E: Mammals and first people

SECTION Il Creation established,
life flourishes (orchestra)

A: The underwater plants flourish
B: The trees flourish

C: The prosperity of fish

D: Bird migration

E: Instinct, intellect in mammals and man

SECTION Ill Creation established,
life flourishes (children)

A: The underwater plants flourish

B: The trees flourish

C: The prosperity of fish

D: Bird migration

E: Instinct, intellect in mammals and man

SECTION IV The worst that could
happen: the corruption and
dissolution of all nature
(children and orchestra)

A: The sea plants are poisoned

The trees are suffocated
: The fish are deformed and cannor function
: The birds fall from the sky

Hubris triumphant

moow

SECTION V The warning is heeded:
nature reborn (children singing with
orchestra)

Your class will undertake one of the clements
marked A to E above. If, for example, you are
asked to deal with B: Plants on land, you will
work only from Work Pack B. Your children
will be invited to invent three short sections of
music (those marked B in the above plan of

work).

SECTION I: First life B: The creation
of plants on land (60 secands)

SECTION Ill: The flourishing of
nature B: The trees flourish (90
seconds)

SECTION IV: The worst that could
happen B: The trees are suffocated
{60 seconds)

It is very important that the children’s picces
are no longer than indicated above.

In addition to this, all children will learn and
sing the song of hope that brings The Turn of

the Tide to its conclusion.

What exactly does the class have to
do?

The music that the children invent for SEC-
TION 1 will be about 60 seconds long. The
musical ideas the children invent in SECTION
I will be developed by them to form SEC-
TIONS TIII (90 scconds) and TV (60 seconds).
This development process is clearly explained
in the Work Pack.

If the final performance is to achieve its full




potential it is essential that you and the musi-
cian help the children to stick closely to the
brief given in the Work Pack without stifling

their inventiveness.

How the project will start

The project will start with a workshop in
which you and the other teachers involved in
the project will become familiar with the basic
musical materials of The Turn of the Tide.

At this workshop you will meet and work
with the professional musician who will
become your class’s adopted player. When
you return to school after the workshop please
start the project using the Work Pack. This is
designed for a class teacher, not a music spe-
cialist (although music specialist teachers will
not be excluded from the project!).

If you have a visiting music specialist, please
do not turn the project over to him/her. The
project should be an internal affair invelving

you and your class.

What is the role of the professional
musician in the classroom?

To ensure that the children’s music is an
organic part of The Turn of the Tide, Peter
Maxwell Davies has composed a short ‘musical
backbone” for the musician to play as part of
the children’s first piece of music (sce Waork

Pack). The musician will perform with the
children in all three of their pieces.

Important Please ensure that the first com-
position task is well under way before the
musician visits the class for the first time as the
musician’s time is limited and he/she will
arrive expecting to hear the children’s first sec-
tion of music. The object of this and
subsequent visits is to give the children the
opportunity to integrate the musician into the
music they have already invented.

Important Please do not expect the musi-
cian to take the lesson. Although some of the
musicians may have teaching skills and experi-
ence, most will not be used to taking a class.
That is your area of expertise. Please be pre-
sent all the time and take the lesson. The
musician is your colleague and a valuable

musica] resource.

What will happen at the final
performance?

Before the final event takes place, your class
and the other four classes in the project will
meet to share their music with one another. At
this sharing each class (with its musician) will
perform its work to the other four classes so
that all children understand and appreciate
everybody’s role in the complete performance.

The five classes will then meet the orchestra
for a rehearsal and performance of The Turn

KEITH PATTISON

of the Tide. The children will sit close to their
musician within the orchestra, not in front of

the orchestra as they would in an orthodox
concert. 'To make this practicable children
should perform their music sitting on the
floor. The only exception to this will be any
child who plays the cello. A cellist cannot play
without a chair.

At the rehearsal the children will first be
helped by the conductor to combine their
music with that of the orchestra. Then after a
short break, the performance will take place.

Very important The class must have its
own instruments at every workshop, including
the final rehearsal and performance. The shar-
ing of instruments with other classes/ schools
would disrupt the smooth running of the pro-
ject and inevitably leads to confusion and
disappointment.

Please do not include piano in your music as
there will be no piano available at the final per-
formance. Because of the complexity of the
final set-up with children and orchestra, any
keyboard should be provided with batteries,
not cable and plug.

We, the Association of British Orchestras,
are very excited by this unique project and are
delighted to have the opportunity of working
with you and your class. We are confident that
you and the children will enjoy it as much as
we will,

Richard McNicol




PUPIL EVALUATION SHEET

Please circle the face which shows your feelings

1. When | heard my school were to take part in the Turn of the
Tide Project | felt:
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2. When my teacher explained what we'd have to do Ithought:
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3. When we started to work on our piece | felt:
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4. | thought our player was:
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5. What did | think about our finished piece?
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Education Project Pupil Evaluation Sheet © Jane Dancer & Northern Sinfonia




6. When we performed our music with/without the orchestra | felt:

Q0 o o i 5 &
s o o A

7. |1 thought the other children who played were:
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8. Taking part in the project was:
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QUESTIONNAIRE FOR TEACHERS

Dear Teacher

As part of the self-appraisal process which I discussed with

you at the outset of the project, I would be most grateful if
you could find the time to answer the following questions. A
pre-paid envelope is enclosed. Many thanks.

i To what extent has the project been a valuable tool in
helping you to fulfil curricular aims in music?

Worthless 1 2 3 4 Very valuable
Circle one number

2. To what extent has the project been a valuable tool in
helping you to fulfil cross curricular aims?

Worthless 1 2 3 4 Very valuable
Circle one number
3. What impact has the project as a whole had on your
school?
Unsuccessful 1 2 3 4 Very successful

Circle one number

4. To what extent has the project been of positive benefit
to the following?

(i) other classes in the school

Not at all 1 2 3 4 Significantly
Circle one number

(ii) the wider community

Not at all 1 2 3 4 Significantly
Circle one number

5. How effective was the communication between the visiting
player and the pupils?

Poor 1 2 3 4 Very effective
Circle one number
6. . How valuable was the experience of hearing the orchestra?

Worthless 1 2 3 4 Very valuable
Circle one number




10.

11.

12.

13.

14.

To what extent has the project enhanced your pupils’
awareness of environmental issues?

Not at all 1 2 3 4 Substantially
Circle one number

To what extent did the project bring constructive new
insights and/or skills to the pupils?

Not at all 1 2 3 4 Significantly
Circle one number

How likely are you to follow-up this type of creative
music-making with your classes?

Not at all 1 2 3 4 Significantly
Circle one number

Were you satisfied with the way in which your role in the
project was explained to you?

Dissatisfied 1 2 3 4 Very satisfied
Circle one number

How useful was the Teachers' Pack in enabling you to
present the project to the class?

Worthless 1 2 3 4 Very valuable
Circle one number

How valuable did you find the in-service training?

Worthless 1 2 3 4 Very wvaluable
Circle one number

Were you satisfied with the way the project was set up
with your school from an administrative point of view?

Dissatisfied 1 2 3 4 Satisfied
Circle one number

Briefly give your overall impression of the project's
achievement, using pupils' contributions where
appropriate. -

PLEASE RETURN TO THE ORCHESTRA BY

THANK YOU FOR TAKING THE TIME TO COMPLETE THIS QUESTIONNAIRE




QUESTIONNAIRE FOR PLAYERS

Dear Player

As part of the self-appraisal process which I discussed with
you at the outset of the project, I would be most grateful if
you could find the time to answer the following questions. A
pre-paid envelope is enclosed. Many thanks.

1. How valuable was the in-service day as preparation for
your visits to school?

Worthless 1 2 3 4 Very valuable
Circle one number

2 How valuable were the 'Guidelines to Players' as
preparation for your visits to school?

Worthless 1 2 3 4 Very valuable
Circle one number

E: To what extent was the class prepared for your first
visit with some group compositions for you to hear?

Class 1
Unprepared 1 2 3 4 Well prepared
Circle one number
Class 2
Unprepared 1 2 3 4 Well prepared
Circle one number
Class 3
Unprepared 1 2 3 4 Well prepared
: Circle one number
4. How easy did you find it to relate the pupils' work to

the Maxwell- Davies material?

Difficult 1 2 3 4 Straightforward
Circle one number

B Overall, how thoroughly had the classes explored the
environmental theme?

Not at all 1 2 3 4 Very thoroughly
Circle one number




How valuable was the project, overall, to your class?
Class 1
Worthless 1 2 3 4 Very valuable
Circle one number

Class 2
Worthless 1 2 3 4 Very valuable
Circle one number
Class 3
Worthless 1 2 3 4 Very valuable

Circle one number

If you attended the players' Training Days in September
in Kidderminster how valuable were these in developing
your approach to education work?

Worthless 1 2 3 4 Very valuable
Cirecle one number

If you have any comments on the content of those training
days and their relevance to ther project, please make
them here.

Please indicate how much education work you have done
with your orchestra (as an individual leading a workshop)
in the past.

None 1 2 3 4 A great deal
' Circle one number

Outline briefly what you regard as the essential elements
of education work with orchestras.

How efficient was the administration of this project from
your point of view?

Inefficient i 2 3 4 Very efficient
Circle one number

PLEASE RETURN THIS FORM TC THE ORCHESTRA BY

THANK ¥YOU FOR TAKING THE TIME TO COMPLETE THIS QUESTIONNAIRE




QUESTIONNAIRE FOR THE MANAGEMENT OF ORCHESTRAS INVOLVED IN THE
ABO NATIONAL EDUCATION PROJECT

I,

To what extent do you, as education manager, regard the
National Education Project as a valuable exercise?

Worthless i 2 3 4 Very valuable
Circle one number
Please give reasons.

The project embraced a major contemporary issue = to what
extent was the environmental awareness of the pupils
raised?

Not at all 1 2 3 4 Extensively
Circle one number

To what extent did this project provide valuable training
for Players?

Not at all 1 2 3 4 Extensively
Circle one number

If you have any comments on how training might have been
improved, please make them here.

To what extent did the project provide valuable training
and experience for education managers?

Not at all 1 2 3 4 Extensively
Circle one number

If you have any comments on how this training and
experience might have been improved, please make them
here.




To what extent did the project provoke discussion of the
role, status and value of education work within your
organisation?

Not at all 1 2 3 4 Extensively

Further comments eg. response of players, other staff,
board etc.

Would you say that, as a result of this project, the
status of education work in your organisation has
fallen/risen/stayed the same (Please delete as
appropriate).

Please add any further comments.

This is the first collaborative performance project which
the ABO has co-ordinated. How effective was the
administration of the project in:

(i) the discussion and communication of the aims and
objectives?
Poor 1 2 3 4 Effective

(ii) the supply of information?
Poor 1 2 3 4 Effective

(iii)the quality of the resource packs?
Poor 1 2 3 4 Effective

Further comments on the central co-ordination and
administration?

On the issue of funding, to what extent is there merit in
the ABO seeking to raise funds for a one-off project of
national significance?

Inappropriate 1 2 3 4 Valuable
Circle on number

Further comments on funding?




To be completed by the Chief Executive

9. To what extent does your organisation regard the National
Education Project as a valuable exercise?

Worthless 1 2 3 4 Very valuable
Circle one number

10. The National Education project aimed to raise the profile
of the role which professional artists can play in
enriching and enhancing the new curriculum. To what
extent do you feel that this has been achieved?

Not at all 1 2 3 4 Extensively

Circle one number

11. If circling 1 or 2, how could this have been improved?

PLEASE RETURN TO THE ABO BY 1 MAY 1993 OR ONE MONTH AFTER YOUR
PROJECT HAS FINISHED.

THANK YOU FOR TAKING THE TIME TO COMPLETE THIS QUESTIONNAIRE
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... &Ean Dumper and his Friends

STOP Captain Slick unleashing

his lethal cargo?

.o lWhat will happen if they DON'T ?

--o IMill Dumper Find another job?

eeo Itbrat covld YOU do o help
Dumper and Co. make €he
Wforld a cleaner place 2

... How would you finish the
story ® S




THE FINAL SONG

We who hesitate, here
On the edge, turn
1o join the round of all Nature’s dance:
Let’s not hesitate any longer
For time’s vunning out on us
Till we join in the dance
Nature’s helpmates
Certain of our right place
Nature’s servants
Certain of all the right steps in the dance
As belpmates in our right place
Nature’s servants
Certain of all the right steps in the dance
In tune with all Nature’s creation
In step, in time with the whole of creation
In step, in time
In step, in time

In tune with all creation

For the sake of our children and our children’s children
May resolve be firm
Immutable, evergreen
Our hallowed trust




