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Steve: There have been a number of polls recently on how
young people find out about development issues, but rarely
is cultural arts mentioned. Yet we know that there is a lot of
work going on. We also know that arts work is valuable in
terms of developing young people’s experiences. But can it,
and how can it, help bring about a greater understanding of
development issues?

Anneli: Akademi has just finished several ‘exploration days’
during which we have worked with twelve artists. Half were
South Asian dancers and the other half were storytellers, also
mostly from South Asia. Because the focus was refugees and
migration, one of the key objectives was to involve refugee
community groups and to explore how these groups could
work with schools, using performing arts from their
community. We are working in London where there is very
likely to be refugee communities linked to the schools. Our
hope, therefore, is that refugee children will identify with the
refugee artists and feel able to communicate in an open way,
decreasing feelings of isolation.

Steve: Is taking forward issues of refugees a new area of
work for Akademi?

Anneli: This is the first major project on refugees. In the
past, we have done work on the Ganges and on Chipko, the
forest movement in India. Both of these projects mainly
appealed to primary schools. With the migration project, we
would like to take it into secondary schools and special
needs schools as well.

Ann: Small World Theatre (SWT) works participatorily with
communities in Wales and overseas using theatre research to
identify and express the concerns and needs of those
communities. We sometimes use this research to inform
performances which use intertextual references, computer
animation, live puppetry, etc. – that is, all of our skills as
artists to create effective development education.

SWT had an initiative, similar to Anneli’s migration project,
which operated throughout the UK, in 300 or so locations.

Moving! involved a performance showing the journey of two
refugee children from Vietnam to the UK. After the play, the
two life-size puppets of the Vietnamese children interacted
with the audience in order to find out what sort of welcome
they would get in that particular school. Classroom
discussion after the performance was based on the
‘philosophy for children model’, and teaching packs
produced by the Refugee Council were offered to teachers
for preparation and follow-up. The schools tour of Moving!
was then followed by a series of Refugee Weeks during
which the show was featured as a focal point for exhibitions,
discussions, lectures, museum presentations, and other
cultural events. This wide exposure and the variety of venues
used revealed how different LEAs and individual schools
were able to respond to and follow-up an arts based input.

Steve: Janice – with VSO’s ‘Artists in Schools’ project, how
did you ensure that the arts programme achieved the goal of
raising awareness of development issues?

Janice: An important element in the success of the artists’
residencies was the preparation work. An initial planning
conference was held to discuss and prepare a programme of
work. Schools were given a package of resources and access
to local development education support. The development
education worker undertook groundwork at each school and
identified, with the teachers, development education
opportunities. Once it was recognised that the work could be
undertaken across the curriculum, the artist went to visit the
school. This was a key point at which the artist and the
teachers would reach an agreement about the educational
objectives of the residency. Thus, there was a great deal of
preparation before the residency even began.

Steve: In terms of your experiences, why is it that using arts
as a vehicle for this type of work is useful? It is very
different from the traditional geography photo-pack. So why
did you see the arts as more valuable?

Arts and development education: 
a roundtable discussion

Steve Brace (Chair), Tom Andrews, Helen Griffin, Anneli Hansson, Janice McNamara, Ann
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In what ways can the arts, including drama and music, help to promote a greater understanding of international
development issues within schools? Has the work being undertaken in the classroom on global issues and the arts
moved beyond the criticism levelled in the 80s of promoting exotic stereotypes and static cultures? What could be
identified as examples of good practice? 

A group of nine practitioners came together at the Commonwealth Institute on 27 June 2000 to debate these
questions. The highlights of their discussion printed here will, it is hoped, spark further debate on this topic.



Tom: It’s fun. People enjoy participating and being involved,
and young people learn more if they are enjoying
themselves. The arts perspective we are suggesting is
different from much arts-based work – it is not one-on-one
tuition. Rather, it is participatory and can be inclusive,
involving the whole class together.

To develop an understanding of issues, you need to start
from where people are at. We have been using football as
well as music to connect with young people. Music is a great
way of drawing out similarities and differences, but it is also
an art form in which people can come together and enjoy
themselves. Everyone has a part to play; yet at the same time
they can express themselves in different ways.

Nicci: The arts can be about feeling as well as thinking. Arts
can appeal across a range of academic abilities, engaging the
heart as well as the mind. The arts are universal, but people
can express themselves on their own terms.

Helen: From a DEC perspective, one of the key interests for
us is that we have found that artists in schools inspires
teachers – it inspires them to take the issues forward and to
develop whole school projects. It’s an important ‘way in’ to
teachers.

Ann: We have found that it helps to ‘spell out’ exactly how a
particular arts resource can provide opportunities to explore
development issues within the context of the core
curriculum, and to provide examples of how other teachers
have used it.

Diane: Fun is also the first thing that comes into my mind.
But when we get asked to do a residency, we have a set of
questions we ask to ensure that our expectations match. For
example, we ask what are your aims and what are your
objectives for asking us to come in? Generally teachers don’t
know. They are often vague.

Ann: Another problem of working from outside the school
system, as we do, is access to schools and recognition by
teachers of the value of the opportunities that the arts as a
development education resource can provide. In response to
this, SWT has developed a strategy of performing in teacher
training institutions to expose new teachers to the value of
the arts, in particular participatory drama in development
education.

Steve: Is there something in particular to be gained by young
people from working with artists from overseas or with
artists based in the UK who have roots overseas? What sort
of dynamics does this create?

Janice: People have a lot of assumptions about the arts of
different cultures. Some view it as exotic and static, not
realising that there are complex influences and skills
involved. African dance, like any other art form, requires a
level of excellence which takes a long time to achieve.

Diane: So much of our relationships with cultures is about
consumption. People’s contact with a range of cultures is all
too often as consumers of products, be it food or music. If
you can make the relationship with a culture more than this,
then they can gain a greater insight into their own
understanding and the functionalities of the culture. One of
the things Drumdance does is to make a point of saying that
regardless of the length of the event, we are going to look at
both history and culture.

Helen: In our work with primary schools, we have found
that children gained positive things from the experience, not
least from having worked with someone they would not
normally have worked with. Children, as well as having a
good time, learn about the complex skills required in the
drumming or in the dance.

Diane: We have tried to incorporate development education
perspectives into our work, and to address issues such as
lack of water through storytelling. We have done a lot of
work on sustainable development and fairtrade. There are a
lot of different issues that can be suggested at the planning
stage, but we do not often find institutions thinking like this.

Steve: Is there a demand from schools to include these wider
questions?

Anneli: We have had no demand for these wider questions.
Only if, say, a Hindu festival is on, the schools will contact
us and ask us to come in and do a performance, as there may
be children in the school coming from these cultures. That is
when I tell them about the projects we do across the
curriculum.

Nicci: One of the things we are always working on through
our in-service training work is to empower teachers to take
on these issues themselves.

Janice: It is important to note that as well as organisations
like those represented here, there are many artists working
on their own. We need to be clear about the expectations of
the artist. We cannot always expect artists to have fully
qualified development education skills. The delivery of
global education should not be given solely to the artist: the
different players involved, such as the teachers, need to be
prepared and committed to the theme. A school is not
utilising the educational experience and the opportunity to
develop global awareness if an artist merely comes to the
school and performs. This emphasises the importance, as
mentioned earlier, of objective setting and planning. The
development education package needs planning time with
the artist so that the objectives are negotiated and there is an
agreed agenda.

Steve: Several people have said that their work is around
new forms and particular development themes, not just a
demonstration of practice. Does this make a difference
regarding how it is integrated into a school’s programme? It
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is not just someone coming along to demonstrate something,
but is about engaging people in exploring issues at a greater
depth. The Commonwealth Institute used to do more
outreach work – performers going out into schools and
communities – but it was just one-off events. It seemed to be
that performers, be they poets, dancers, or drummers, did
their bit and then just left. This seemed to reinforce the
stereotype of someone coming and doing something
different that was exotic but quite unconnected to
development issues. Here people are talking about activities
related in theme.

Does the perception I have of some of the Commonwealth
Institute’s previous work have any resonance with people? A
school wants to know about the Caribbean – let’s have a
steelband in.

Anneli: One of our own difficulties in dance is that we are
expected to be cultural ambassadors. We are willing to speak
more about our cultural activities, but we know from
experience that sometimes children are disappointed when
we don’t turn up in saris, or they want the dancers to
demonstrate a recipe from India. Someone from Akademi
was once asked to talk about village life. Expectations need
to be clear.

Tom: There is sometimes also the assumption: ‘You must be
good at this because you’re West African’.

Gillian: When we say ‘artists’, are we reinforcing
stereotypes? Can people only think of Ghanians as
drummers? What about Ghanian scientists being invited into
schools? With ‘On the Line’ (Channel 4, Oxfam, and
WWF’s millennium project, promoting global citizenship
and linking people in the eight meridian-line countries), we
tried to involve a famous scientist from Mali.

Anneli: We need to make sure that arts are taken seriously. It
is important that, as development artists, we don’t lose sight
of the fact that some schools may see us as the only
perspective of people from these countries.

Steve: And therefore the importance of contextualising the
work, of encouraging schools to engage more deeply in the
issues.

Tom: I’ve known people running eight workshops a day.
This is not going to achieve anything lasting. We need to
have a more in-depth context for development education.
This goes back to setting clear aims and knowing what the
school needs and where this fits in with the artist. Schools
are inspected for their work on cultural diversity, but all too
often it is a one-off event and they move on to something
else. To have any impact on these issues, it has to be at a
sensible level and dealt with in some depth. The key is the
quality of the artist, regardless of whether it is a one-day or
long-term residency. If you have a good artist, then a one-
day workshop could be the kick-start for future

developments. What is important is that there is a desire to
build on the one-off event and not just to see it as the
beginning and the end of the process.

Steve: Is there a danger of parallel processes going on out
there? The DEA’s report, World in our neighbourhood, talks
about Black groups going into schools, raising expectations
as well as understandings of their own lives and experiences.
A lot of this work, which is part of global awareness
building, has been going on for many years but has not been
seen by development education organisations as taking place
within the context of development education.

Janice: It is important therefore that partnerships are
developed. There is a whole range of work underway which
does not necessarily use development education terms –
work in museums for instance. There seems to be parallel
initiatives in the arts and development education sectors. To
ensure that this work is effective and to maximise its impact,
we need to be fully aware of the range of activities available
and actively foster links and partnerships.

Tom: The arts and football project we’ve been involved in
has worked with anti-racist groups, and we are hoping that
the work will be carried on by local partners.

Diane: Is their resistance to working in partnership? What
experiences have people had in terms of working with a
range of arts groups? How do you approach partnership?

Ann: We have worked in partnership with large NGOs, such
as Save the Children Fund. While this sort of partnership can
provide a supportive environment, working with a corporate
agenda can also throw up serious limitations. I would caution
artists to sort out the terms of any such partnership very
clearly at the outset.

Steve: Partnerships in Development Education – Guidelines
for Practitioners highlights several cases of Black and ethnic
groups working with a development education centre. It
shows people brought in at different points: some brought in
as part of the process, and others just to do their arts bit.
There are clearly examples of good and bad practice.

Diane: In terms of having seen things happen practically, I
don’t know how much people would pay attention to
something like this – in terms of working together. Often
what happens is that people work out their ways of doing
things without much reference or collaboration.

Steve: In terms of outcomes from this area of work – of
forming partnerships – what can other organisations learn
from this work? If someone were just starting on this
process, what would be your guidance and advice?

Tom: You should ask – why are you doing this, and what
exactly are you doing? You need to be clear about your aims
and believe that arts can make a difference and a positive
contribution to anti-racist work. I would like to see more in-
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depth research on how the arts do change people’s attitudes.
It would be valuable to research impact – to show the effect
of, say, ‘On the Line’.

� Steve Brace (Chair) is the Director of Education at
the Commonwealth Institute and a member of the DEA
Council. He was previously head of development
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� Helen Griffin is an education worker at Derby
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The introduction is followed by chapters on: Why teach about the Holocaust?; The development of Holocaust Education in the UK and Canada;
Antiracist education and the Holocaust; Curricular, pedagogic and ethical issues; Teachers‚ attitudes and practices; Holocaust education and
citizenship; Holocaust museums.

The book is designed for teachers of History and for the new curriculum subject of Citizenship education and to resource the
work in schools and colleges that arises from the UK’s Holocaust Remembrance Day (January 27), Anne Frank Day (June 12) and
the Anne Frank touring exhibition.
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