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INTRODUCTION

If  the  creative  potential  of  student teachers is  ignored, it  is  unlikely that  they  will be able to promote the creative and cultural development of pupils. The NACCCE report (1999) acknowledged that we need to train a teaching force which recognises and promotes creative and cultural education. One of that report’s proposals for development was that that teacher training programmes should  work in  partnership  with  creative and cultural organisations and practitioners and that such partnerships should work together to investigate practical ways of training teachers. Such partnerships would focus upon creative teaching and learning as a priority and to promote the importance of creative and cultural education across the disciplines. It was also a key feature of a programme that was piloted at The University of Chester in 2004-5.

AN OUTLINE OF THE PROGRAMME

There were four key strands to the programme.

1. University of Chester and Creative Partnerships Merseyside (CPM) tracked a cohort of Year 1 BED teacher trainees during the pilot year of a ‘Creativity’ course. The intention was to monitor the impact of the course upon the trainees’ understanding of creativity.

2. Creative Practitioners were invited to make a significant contribution to the ‘Creativity’ course, working in partnership with HEI lecturers. The impact of that contribution was monitored and evaluated.

3. Creative practitioners and representatives from creative and cultural organisations working with HEI lecturers piloted an innovative CPD programme for school-based mentors. The impact of the CPD programme was monitored and evaluated.

4. The University undertook additional observations of the Year 1 BED students’ first teaching placement that focused upon both the trainees’ understanding of learning and teaching for creativity and how schools’ ‘mentor for creativity’

SUMMARY OF KEY FINDINGS


The programme suggested ways in which creative professionals can work in an effective partnership with HEI in the training of both teachers and school-based teacher trainers.


The monitoring of the impact of the ‘Creativity’ modules on the BED Year 1 trainee teachers has implications for HEI. It clearly highlighted the value of involving cultural and creative practitioners in the design and delivery of teaching training courses. It suggested ways for embedding and sustaining such practice and pathways for further integration.


The process of placing discussion of the practice, observation and evaluation of creative approaches to learning as part of the mentoring programme for trainee placements in the partner schools had significant implications. One of the five major challenges identified in the NACCE Report (1999) was to ensure ‘good quality mentoring  for  students  while in schools’. 


The ‘Creative Partnerships Day’ had a significant impact on the trainees. The evidence indicates that a key benefit of the day was a deepening understanding of the trainees understanding of creative learning and teaching. There is a clear understanding that ‘if the doors to these partnership opportunities  are not  opened for teachers during  teacher training, it  may  remain locked forever, to the detriment of the pupils.’ (NACCCE 1999 )


The programme was a new and innovative scheme for changing and disseminating practice as it provided a ‘first opportunity’ for trainees, school-based mentors and HEI teacher trainers to consider mechanisms to discuss how to place teaching and learning for creativity as a ‘standard’ within a teacher training programme. 

There was evidence that the programme provided an opportunity to increase confidence, a freedom to innovate and develop creative teaching skills.


The programme provided school based mentors with an opportunity to deepen the understanding of creativity and its importance to educating children and young people. 


It had an impact on the understanding of the importance of creativity and culture of those involved in training new teachers. The mentors focused upon and showed a measurable commitment to support teacher innovation and risk taking; to explore and generate new ideas; to increase creative teaching skills; to apply learning across different contexts.  This was facilitated through the opportunity embedded within the programme that allowed for mentors to work alongside creative and cultural professionals. 

The investigation of how the trainees are introduced to learning and teaching for creativity and, in particular, how they are supported by HEI and during their first School Experience raised questions that merit further investigation. Trainees, college-based tutors and school-based mentors expressed a clear understanding of creativity, reinforced by the experience for partnership working with creative practitioners and, in the case of the trainees, through their experience of the taught modules on ‘Creativity’. Furthermore, mentors had an ‘understanding’ of what ‘standard’ of teaching and learning for creativity might ‘look like’ when observing a lesson. There is need to explore what conditions translate that ‘expression of understanding’ into concrete realisation in the classroom as well as attempting to identify circumstances that mitigate against the trainees’ aspirations and competences to teach for creativity


The relationships between trainees and mentors are found to relate closely to Csikszentmihalyi’s (1997) view of the interaction between creative people and their field. This has implications for further inquiry into ‘mentoring for creativity’ in under- and postgraduate teacher training courses.

CONTEXT

The BA QTS  programme at Chester was modified in 2004 to introduce three elective, specialist themes for primary 5-11 trainees; Communication, Human and Environmental Studies and Creativity. Previous subject specialisms were replaced with these cross-curricular themes that students study in the first two years of their programme. The intention is that the themes prepare students for subject application studies in the final years of their programme.  It is envisaged that application studies will furnish the students with skills and understanding to be able to promote and coordinate teaching for creativity.

The ‘Creativity’ theme comprises four modules over the first two years of the B.Ed. programme:

Year One
What is Creativity?

Creative People

Year Two
Developing Creativity

Creativity in the Curriculum

STRAND ONE: BASELINE EVIDENCE OF TRAINEES’ NOTIONS OF CREATIVITY

Baseline evidence of the trainees’ understanding of creativity was collected in September 2004.   

The intention was to focus upon the students’ exposure to creative experiences, experience of ‘creative learning’, perceptions of what it means to be creative, perceptions of what it means to teach for creativity and their perceptions of what learning and teaching styles promote creativity in the classroom.

The trainees were asked to notate themselves on a ‘creative continuum’ and then to respond to questions that were designed to interrogate their understanding of creativity. 

There were asked to respond to a range of questions that were stepped in terms of difficulty; they wrote down what the following statements meant: I am being creative; she is a creative teacher; I do creative work with my children.   

They were then asked to reflect upon significant creative experiences in their own development. 

Finally, they were required to respond to two questions that were expected to be particularly challenging to student teachers: what teaching style encourages creative learning; and what circumstances enable pupils to engage in creative learning? 

Within the sample, 70% of the trainees placed themselves in the highest quartile of the creative continuum. Their own creative experiences fell within the following range: graphic design; photography; making performances; devising; directing; dancing; using colours; watching and taking part in shows; stage design; devising performances; art; design; drawing; floral art; school plays; writing stories; devising own media work; playing; competitive tennis; musical theatre; singing; tap dancing; composing music; writing poetry. 

There was an eclectic range of responses to a question that focused upon the conditions conducive to stimulating creativity: quiet places; not watching TV; the circumstances of being a devious teenager; the aspiration to write and produce artefacts and art work; using the past as a stimulus for new dramatic work; having to overcome problems to create something unique; needing to stimulate the mind in a factory; having to use known techniques in a new way; the stimulus of overcoming an opponent; the stimulus of having to visualise what someone else is thinking; and, finally,  the stimulus of being with friends and relaxing.

As to the trainees’ interpretation of ‘creativity’, 40% defined creativity as having new and exciting ideas. 20% saw it as coming up with solutions to problems and making dull things interesting; coming up ideas different from the norm. 30% defined creativity in terms using the imagination. There was also the view that it meant ‘making something in one art form or another, making something unique and using my current knowledge together with my imagination.’ 

Creative teachers were defined as being teachers who applied creative thinking to normal lessons to make things interesting, exciting and different. 

“They use activities that are fun… They involve pupils…  They make us use our imaginations and creative skills…  They give pupils new ways of thinking… They use imaginative ways of teaching subjects… They use original ideas… They inspire pupils… They create different kinds of atmospheres... Their creative work with those pupils involves using lots of imaginative ideas as well as using children’s ideas and promoting individual thoughts for them... It involves being hands on... It involves interesting projects... It involves making things out of objects in order to come up with something different... It involves encouraging pupils to be creative and to develop their creative mind and creative skills... It involves developing fresh perspectives... It involves getting pupils to express themselves in different ways...”)

The trainees had the following perceptions of creative learning. They consider the following to be the most important teaching styles for encouraging creative learning: involve talking and group discussion, letting the children be involved in decision-making, being creative in one’s teaching. Many responses placed emphasis upon the importance of encouraging pupils to use their own initiative. They perceived the following to be circumstances that enabled pupils to engage in creative learning: 

· open discussions; 

· not having over-defined objectives; 

· appropriate and easily accessible resources; 

· working with a range of materials; 

· working in groups; 

· encouragement; 

· lots of space; 

· using the unfamiliar;

· ‘no pressure’. 3)

The trainees were also interviewed to investigate their aspirations for the initial ‘Creativity Module: What is Creativity?’ What did they expect the course to focus upon? What did the trainees hope to achieve?

Trainees expected that the module would involve enabling them to teach effectively, doing something new, accessing information, dancing, enjoyment, practical tasks, learning about different forms of creativity, meeting new people, learning how creativity develops, fulfilment and developing one’s own creative skills. Their early anxieties were all associated with practicalities associated with starting an undergraduate course: assessment procedures, meeting deadlines, finding the right room; finding the work too hard.

They were also asked to consider in what contexts they felt ‘creative’. They expressed the view that you are most ‘creative’ when you can share ideas with other people with whom you feel comfortable, when you don’t feel self-conscious, when you are in your own space and when you are in a variety of circumstances and contexts that stimulate your thinking. When asked to consider what goals they are trying to achieve as students studying creativity, the responses were in the following range: personal satisfaction, to be the ‘best’, to please others, to gain the respect of others, to fulfil the expectations of others, to put across a meaning and to stimulate creative ideas and responses in others. Trainees expressed the views that you know you are accomplishing these goals through the praise/applause of those whose judgement you trust, acknowledgement that your work has inspired others, innate awareness of the worth of what you have accomplished and the realisation of the goal. Finally, the trainees expressed the views that to realise the goal involved the following creative process: research, inspiration, generating ideas, making, adapting, evaluating, analysing, re-drafting and responding to feedback.

The evidence from the base lining of the trainees at the start of the module suggests that they have a conceptual framework for understanding ‘what is creativity?’ and they are aware of what teaching and learning for creativity ‘looks like’ in the classroom.

STRAND TWO: THE IMPACT OF THE ‘CREATIVE CONFERENCE DAY 

The trainees were invited to a Conference Day. The aim of the day was to develop trainee teachers’ understanding of creative processes and creative people. This was to be achieved by: creative and cultural practitioners sharing with the trainee teachers the workings of their own creative processes; creative and cultural practitioners, together with the trainees to explore and interrogate what it means to be a ‘creative person’; to add value to the trainees’ knowledge and understanding of the value of the model of partnership working developed by CPM

Creative Partnerships Merseyside had organised and delivered an Advanced Skills  training programme for creative practitioners. Ten ASC (Advanced Skills Creatives) were invited. It was considered that the programme would benefit from creative and cultural practitioners who:

· had experience in delivering creative partnerships programmes in primary and secondary; 

· had the ability to articulate and share reflections about the value of the model of partnership working developed by Creative Partnerships; 

· could model a creative partnership programme to trainee teachers; 

· could contribute to the teachers’ appreciation of how to foster and protect the creative aspirations of the children they teach; 

· could, through partnership working with University of Chester, develop trainee students understanding of ‘creative processes’ and ‘creative people’;

· would be able to embed value to the first year of ‘Creativity’ course which explores creative processes and creative people; 

· could contribute to the debate on what it means to be creative; in particular to consider testing out models that suggest that there is a ‘creative mould’ and a ‘creative spark’; 

· would be prepared to share  what has influenced them to become a creative practitioner; 

· would be prepared to share the workings of their own creative processes.

The ASCs engaged to deliver the programme represented a range of creative and cultural practices and organisations: illustrators, designers, visual artists, sculptors, new media digital artists, musicians, storytellers, a poet and a dancer. 

The trainees were later interviewed following their experience of working with a range of creative practitioners.

The trainees commented upon:

“the importance of ideas the benefits of trying out a new creative experience; ...the stimulus of discovering different perspectives on creativity; ...learning  how one’s expertise can be built through partnership working;... appreciating the need for self-analysis; ...realising  the value of risk taking; ...seeing  the importance of pushing barriers; ...perceiving the contagious qualities of creativity; ...noting the value of visual; ...understanding the ways in which one’s confidence can be built and the important role of confidence; ...seeing  the value of time limits and of experimentation; ...coming to see that there are different meanings associated with creativity;... experiencing how one can be helped to think more creatively and that one can be encouraged to explore one’s creative potential; ...coming to an realisation that people are more creative than they think they are;... seeing that creativity can be personalised, that you don’t always need lots of resources, that planning has an important part to play and that we should encourage teachers to ‘ask their own questions’; ...finally, realising the importance of fun, excitement, of analysing one’s own processes and of encouraging people to question the importance of collaborative working.”

At the end of the conference, the trainees were asked about the perceptions of creative processes and creative people. They expressed the view that:

More things are creative than you thought eg new media. 

People can learn to be creative. 

A job can make people creative. 

Games can be creative. 

The way the mind works during a game can be a creative process. 

You can unpick the creative process and make it your own.  

It doesn’t matter how it looks when it’s finished. 

If it works, accept it. 

If the creator says it’s finished, it is. 

There are many different ways of working creatively. 

There can be a whole range of creative sparks. 

Experiential learning can be triggers for creative responses. 

There is not just one type of creative person; they cover a whole spectrum.

You need to pace your creativity. 

Spontaneity and creativity are not always linked.

Their views on teaching for creativity were that you should encourage children not to fear failure. Teachers should learn to understand that ‘fear of failure’ through creative learning experience. Teach how the creative process works. Don’t be scared of trying. Allow for more hands-on experiences. You should encourage the manipulation of materials. You should incorporate a variety of approaches. Consider how to encourage creative work: it needs a structure; it needs a creative frame; it needs time for thought. The thinking behind a piece of work is important.  The trainees felt it important to allow for work at different paces. The teacher should not impose a view and should be accepting, explore differences, be challenging and be prepared to be challenged. The teacher should be aware of the importance of listening. 

There were some concerns about the classroom practicalities. One respondent stated: ‘if you jump in with teaching for creativity, you fear failure’ another posed the question: what if teaching for creativity is not the norm? However, the evidence points to the ‘partnership working’ experience deepening the trainees understanding of teaching and learning for creativity. 

The views of the creative practitioners who worked with the trainees were also investigated using four focus questions.

First, the ASC (Advanced Skill Creatives) were asked to present perceptions about the trainees understanding of creative people. Their perceptions were that:

· they have a good understanding of what makes someone creative. 

· the trainees were well informed; most understood that it is normal to be creative, to be a risk-taker and ‘to ask why’. 

· a minority of trainees did seem to regard creativity as something that ‘only certain people have’. 

· they understood that creativity could be nurtured in people from an early age. 

· they were keen to test out theoretical models against their impressions of creative people perhaps as a consequence of their study of ‘historic creative people’, 

· they had made assumptions about the nature of such people: ‘easily bored…solitary…’.

· that some of the trainees had preconceived ideas as to what makes people creative; 

· they ‘looked for links’ and a ‘common thread that defines a creative person’ instead of looking for what makes one creative person different form another. 

· there was a range of ‘sophistication’ in the questions asked by the trainees.

· some were informed by reading; others were ‘stumped’. 

· the perceptions of ‘creative people’ changed during the course of the day.

Secondly, the ASCs were asked to present their perceptions about the trainees understanding of creative processes?

The creative practitioners felt that trainees’ understanding of a creative process was that such a process ought to be structured and planned for but should also develop freely and in unanticipated ways. They were aware of the need for flexibility, experimentation and the need to draw upon previous learning. They also felt it was important ‘not to worry about not having original ideas’. They understood that the process involves ‘looking at things in different ways’.

Thirdly, the ASCs were asked to reflect upon the key benefits of the day for the trainees.

They felt that the trainees were able to talk to a diverse range of practitioners. They were able to ask questions and to critically assess the answers that they were given. They were able to experiment with ideas and talking about the creative processes involved. The contribution of the creative practitioners was that it enabled the trainees see clear links between theory and practice. They met ‘creative practitioners’ who had ‘considered their own practice in an educational setting’ and who were therefore able to communicate ideas for the trainees to review. The trainees were also able to ‘access’ creative practitioners from a range of backgrounds and domains. 

Finally, the ASCs were asked to reflect upon the key benefits of the day for them as a creative practitioner?

‘The whole feel was positive and inspiring’. The creative practitioners ‘had to think’ and were made to ‘question their own artistic and pedagogic practices’. Creative practitioners with years of classroom experience were ‘encouraged that the… (trainees) … would not be unthinking teachers who taught what they were told to teach.’ It was an opportunity for the ‘creatives’ to analyse their own processes and to focus upon ‘the most effective ways of demonstrating a process in action’; being ‘forced to examine one’s own practice and justify its place in education’.  Creative practitioners ‘welcome a more creative curriculum. One of the ways to achieve this is by gaining a better understanding of how teacher training colleges operate. Partnership-working as modelled at University Of Chester, gave ‘a taster of the colleges’ way of working’. 

The ‘Creative Partnerships Day’ had a significant impact on all the participants. The evidence indicates that a key benefit of the day was a deepening of the trainees understanding of creative learning and teaching. The experience of collaborating in the creative process of the practitioners led to some very perceptive and sophisticated views of teaching and learning for creativity being articulate by the trainees.  The understanding, of the importance of experiencing partnership working during initial teacher training (NACCE 1999), was evident in comments from both students and creative practitioners. 

STRAND THREE: MENTORING FOR CREATIVITY - CPD

School-based mentors from a range of schools from the North West were invited to a day advertised as ‘Mentoring for Creativity’. The mentors selected were those responsible for monitoring and supporting the sample trainees during their school placements. The mentors are very influential in the training of new entrants to the teaching profession. They impact upon the quality of that training and upon the trainees’ teaching for creativity.

This conference explored ways 

· to encourage trainees to teach for creativity; 

· to enable the trainees to identify and reflect upon creative approaches to learning and teaching when observing classroom practice; 

· to enable the trainees to identify and reflect upon teacher innovation and risk taking; 

· to support the development of the trainees’ creative teaching skill; 

In addition, a series of workshops supported the mentors’ understanding of creativity and provided an opportunity for mentors to work alongside creative and cultural professionals. In this way their knowledge and understanding of the value of the model of partnership working developed by CP (Creative Partnerships) were developed.

Five creative and cultural practitioners were invited to deliver the content of the programme in partnership with tutors from University of Chester and facilitators from CPM (Creative Partnerships Merseyside) Representatives from LEAs were also invited. 

There were five key focus points for consideration.

First, how can mentors and tutors encourage trainee teachers to teach for creativity?

Mentors felt that we should encourage teacher trainees to give children real first hand experiences and allow trainees flexibility of timetable. They should be given plenty of time to explore ideas and topics with children without the constraints of the National Curriculum. Mentors should encourage students to have artefacts as a real stimulus for the beginning of lessons and allow them ‘permission’ to try new things and take risks; Mentors should display such an approach and enable them to feel secure and confident to learn from their experience. The mentors should also demonstrate the effects of creative activity. Schools should offer the trainees opportunities to enjoy their own personal creativity in different ways. Mentor has an obligation to develop the confidence of the trainee teachers as well as allowing them to have fun. However, trainees need a comprehensive overview of current teaching requirements and then from this foundation they can be more creative and make their ideas fit where needed. There needs to be time to plan with them how to teach for creativity.

The second focus point was: How can we best support the development of the trainees’ creative teaching skill? 

The responses suggested the following. That mentors needed to be open to the trainees ideas, constructive and realistic in feedback, ensure that there are objectives that are clear and can be met and assessed, be supportive and put yourself in their shoes, enable them to be confident, model our own creative teaching, provide time and resources, encourage flexibility and plan collaboratively. The following ‘need’ was also considered important: ‘honest, open self-evaluating trainees who are keen to develop effective working partnerships with schools’. This was stated by a significant number of mentors.

The third focus point was: How can we help the trainees to identify creative approaches to learning and teaching when observing classroom practice? 

The responses were that the mentors should try: to encourage open-mindedness; to find different ways to meet objectives; to encourage them to work outside constraints; to encourage them to think about the working space;  to encourage them to think about group compositions and sizes; support flexible approaches; to encourage them to take risks and try out new things; to use planning to highlight creative learning and teaching; to discuss these elements when deconstructing lesson content and delivery; to ask the trainees to monitor pupil responses;  and finally – and most significantly - to lead by example, showing how one can take an idea and explore how can it be brought alive, with what effect and how can we, as professionals,  judge its effect upon learning.

The fourth focus point was: How can we help the trainees to reflect upon creativity when discussing observed classroom practice? 

The following proposals were made: that mentors should let the trainee reflect upon what happened in their practice; that the trainee and mentor should specify as aspect of the lesson for discussion during feedback session; that trainees should be asked to consider what changes they would make were the lesson to be repeated; that they should be asked to focus upon what opportunities were presented for children to explore, grow and extend ideas. It was also suggested that trainees would benefit from a flexible training framework; that it would be advantage for the trainees to be able to compare the creative practice observed in the classroom with creative practice in other settings such as business

Finally, the mentors were asked to identify further training needs. 

They proposed the following: a whole school approach for planning for creativity; working with a trainee on a project that could be taken back into school as part of a SE (School Experience); more funding for creative practitioners to work in schools; and more investment into cascading the knowledge of how creative partnerships works in schools across the country. Further investigation of the nature and quality of the discussion of creative teaching and learning in school-based training programmes would be welcome. A useful focus would be upon whether the mentors and co-ordinating mentors feel empowered and enabled to discuss creative approaches to teaching and learning? Do they have a framework for such a discussion? 

The creative practitioners’ perception of the mentors’ understanding of creative processes were very positive. They stated that ‘the teachers had a very clear understanding of the conditions necessary to promote creativity’. There was, it was stated, ‘a definite intention to begin applying the results of the day’s activity on the following day in school’. The teachers were also ‘keen to consider the best ways of encouraging the trainees to promote creativity’.

The main benefits of the day for the mentors was that it provided them with an opportunity to experience, unpick and analyse a creative experience and also to ‘enjoy their own creativity in order to enthuse others with whom they work’. The day offered a ‘supportive environment’ to try out ideas and gain confidence to try out new activities and ‘therefore to offer a model in turn for their trainees’. The teachers were able to analyse the key elements of creative processes in partnership with creative practitioners.

The benefits for the creative practitioners were that it provided an opportunity to discuss issues of bringing creativity into schools and ‘particularly from the perspective of possibilities rather than limitations’. There were many opportunities to consider how ‘we can best support the (trainees) … and ultimately the children’.

The CPD Mentoring for Creativity programme provided school based mentors with an opportunity to deepen the understanding of creativity and its importance to educating children and young people. The understanding of the importance of creativity and culture of those involved in training new teachers was developed through the partnership working experience as evidenced in the responses from participants. The mentors focused upon and showed a tangible commitment to support teacher innovation and risk taking; to explore and generate new ideas; to increase creative teaching skills and to apply learning across different contexts.  

STRAND FOUR: MENTORING FOR CREATIVITY - OBSERVATION OF TRAINEES DURING A FIRST TEACHING PLACEMENT

A sample of trainees was observed and the observation was followed by a discussion about their teaching for creativity.

There was evidence that pupils were challenged and their curiosity was increased in 90% of the lessons observed. There was evidence that pupils explored and generated new ideas in 80% of the lessons. Pupils were presented with a creative experience in 80% of the lessons. Pupils identified problems and asked questions in 100% of the lessons. Pupils worked in teams effectively in 60% of the lessons. Pupils were given the opportunity to evaluate their own learning in 80% of the lessons.  Pupils were given the opportunity to reflect on their own and/or others’ experience in 60% of the lessons. Pupils were presented with creative ideas and made learning gains as a result of a creative experience in 90% of the lessons. Pupils were given an opportunity to communicate their cultural and creative needs in 80% of the observed lessons. 

The trainees were able to identify learning and teaching for creativity within their classroom practice.

Some of the trainees connected teaching for creativity in their classroom practice as being associated with a teaching style: ‘making oneself accessible’; being an ‘enabler’. A significant percentage associated teaching for creativity with the use of teaching conventions: using puppets; using teacher-in-role; using hot seating. Likewise, many trainees made connections with making the content of the lesson stimulating: using mind-friendly learning; ‘visual worksheets’; problem solving games; kinaesthetic activities like the ‘human compasses in Maths. 

A significant minority commented upon the ways in which the school context made an impact upon how they taught: ‘having to teach prescriptively’; the ‘need to meet given lesson objectives’; ‘the need to use given lesson guides and lesson models’; the need to manage challenging behaviour. (‘I tried to do drama. It was chaos. They went crazy!) (

Discussions took place with nine mentors. The purpose of these discussions was to explore how the trainees are supported during this placement. The key questions were: how was the trainee introduced to a class of pupils; in what circumstances, if any, did the mentor feel like intervening during the delivery of a lesson; how they felt the trainees’ good practice should be/was rewarded; the flexibility of the school and mentor to innovative ideas; the extent to which the mentor enjoyed the mentoring process.

In all cases the mentors avoided the use of the word ‘trainee’ when introducing the trainee to the class. This presumes that if the pupils are told that the student teacher is training, then those pupils would not respond positively. The mentors have a variety of strategies to enable the class to ‘get to know’ the student teacher: from through meeting with small groups to formal introductions, including a brief biography, presented either by the classroom teacher or by the trainee herself. Emphasis is placed upon the fact that this ‘new teacher’ is a ‘special opportunity’ for the class; that class is ‘special’ and has therefore been rewarded with this additional teacher. Pupils were aware in all the Key Stage 1 and 2 classes that the ‘additional teacher’ was a trainee.

There was a mixed response to the question about when the class teacher might intervene in a lesson taught by the trainee. All would intervene if there was a serious health and safety issue.  There were various strategies in place for intervening in the case of ‘disruptive behaviour’: subtle signals, removing a ‘difficult’ child and making explicit ‘your disappointment’ with the class. One mentor stated that it was important to ‘establish a working pattern that means the mentor remains part of the class. This suggests an inclusive model, enabling contributions from all’.

Mentors felt that trainees should be rewarded with public praise. A majority view was that there should be a sharing of the trainees’ good practice. A significant minority also felt that they should be given some additional responsibility within the school.

All mentors stated the view that the school would be flexible with regard to time tabling should they or the trainee require this for a learning activity. In the majority of cases, there were caveats: that calendared events were sacrosanct; that lessons in numeracy were unaffected; that it might be ‘difficult to book the hall’.

The majority of mentors enjoyed the mentoring process because of the fact that they could see the ‘development in the skills of the trainee’. It enabled them to share their ideas and enthusiasm with a young teacher. It gave a sense of value and personal worth. A minority view was that the benefits of being a mentor depended upon the commitment and ‘quality’ of the trainee. There were also concerns about the ‘paperwork’ and ‘criticisms’.

The investigation of how the trainees are introduced to learning and teaching for creativity and, in particular, how they are supported by HEI and during their first School Experience raised questions that merit further investigation. Trainees, college-based tutors and school-based mentors expressed a clear understanding of creativity, reinforced by the experience for partnership working with creative practitioners and, in the case of the trainees, through their experience of the taught modules on ‘Creativity’. Furthermore, mentors had an ‘understanding’ of what ‘standard’ of teaching and learning for creativity might ‘look like’ when observing a lesson. There is need to explore what conditions translate that ‘expression of understanding’ into concrete realisation in the classroom as well as attempting to identify circumstances that mitigate against the trainees’ aspirations 

and competences to teach for creativity. Some useful questions to ask of the school context might be:

· Is creativity discussed as a concept in school-based training? 

· Are examples of the school’s good practice in creativity identified for the trainee?

· Are the trainees introduced to those aspects of the school environment that reflect the creative work of the school? 

· Does the school have criteria to allow teachers to assess the development of pupils’ creativity from year to year? 

· Is there discussion of how creative and cultural initiatives can impact on the learning and development of young people?

·  Is there discussion of how the school develops a wider knowledge and awareness of the arts and culture? 

· Is there an opportunity to discuss personalised learning with the trainees?

·  Is there an opportunity to discuss risk taking and innovation in teaching? 

Such questions would need to be placed within a conceptual framework. Csikszentmihalyi (1997) suggests one that might be of use for that further inquiry. His research describes the contribution that the field – the other practitioners - and the domain – the area of work or profession – make to the development of creative people. He describes seven major elements that the field and the social milieu, contribute to the nurturing of creative people. 

1.
Training

2.
Expectations – showing faith in abilities; taking excellence for granted

3.
Resources – both material and intellectual widely available 

4.
Recognition – mentors role is to validate the identity of the creative person and encourage them to continue working in the domain

5.
Hope – to be able to work in the domain

6.
Opportunity – to display talent

7.
Rewards – intrinsic and extrinsic; public recognition; intellectual challenge; interest.

If we are to treat trainees as creative people then mentors and schools are key players in the establishment of an environment which supplies these elements. Many of these elements are evident in the practice of the mentors involved in this project. Some students perceived themselves to be constrained by the resources and prescription required in schools while mentors conversely did not see the non-negotiable elements of their timetables as constraints. The need for recognition and reward is recognised by mentors and students alike but it can easily become lost in busy work schedules. If the milieu is going to nurture the new recruits to the profession then timely praise to validate and encourage their endeavours is essential.

Further testing of the significance of Csikszentmihalyi’s elements to teacher training and mentoring for creativity could provide us with a framework which would enable us to define the conditions which are required to enable all trainees to develop into the creative teachers of the future. Although describing the role that school can have on creative individuals, his comments have a special resonance for initial teacher training.

“ Boring schools, insensitive mentoring, rigid work environments, too many pressures and bureaucratic requirements can turn an exciting intellectual adventure into a chore and extinguish the sparks of creativity.” 

(Csikszentmihalyi 1997 p.335)
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APPENDIX 1

Programme Schema 


The Mechanism for Delivery

University College Chester introduced a creativity module into its initial teacher training programme to a cohort of Year 1 BED teacher trainees in 2004-5.  

Creative Partnerships Merseyside was involved in the following: 

· monitoring the delivery of the module through observations of the teaching and learning from September 2004 to April 2005;

· monitoring the two assessments that were set for the trainees as an integral part of the taught module;

· contributing to the delivery of ‘ Creative People’, in January 2005;

· tracking, recording and evaluating the impact of the course on a sample cohort of ten students by collecting written evidence  at three significant key stages: at the outset of the course in September 2004,  at the end of the second  taught module in April 2005 and  during the trainees’ first teaching placement in June 2005;

· monitoring, recording and evaluating the trainees’ evaluation of the creativity module.

In partnership with UCC, CPM also organised an opportunity for the Year 1 BED teacher trainees to work with eleven creative practitioners on a ‘Creative Partnerships Day’. This was achieved through the following mechanisms: 

· the preparation and delivery of a day’s planning meeting between the creative practitioners, CPM facilitators and UCC School of Education, UCC;

· hiring a venue for a day during which the trainees could experience working in partnership with a creative practitioner; 

· leading the presentation of the conference day in partnership with senior lecturers from UCC in January 2005; 

· funding lead creative practitioners to act as creativity mentors to add value and support to the their understanding of learning and teaching for creativity;

·  monitoring, recording and evaluating the impact of the conference day upon trainees and creative practitioners.

In order to research the impact of the module upon the trainees’ willingness to teach for creativity, CPM observed the whole class teaching of the sample ten trainees in their first placement schools in June 2005. CPM observed:  

· the capacity of the cohort of ten trainees to identify creative approaches to teaching and learning when observing lessons;

· the capacity of the cohort of ten trainees to identify conditions in the primary school classroom that are conducive to learning and teaching for creativity.

Following this observation, a qualitative evaluation of the trainees’ ability and potential to teach for creativity was completed with ten school-based mentors in Cheshire, Ellesmere Port and the Wirral.

From April to June 2005, University College Chester and Creative Partnerships Merseyside also implemented an innovative CPD programme for objective school-based mentors that would focus upon learning and teaching for creativity.

CPM was involved in the following ways: organising, in partnership with UCC, a training day that focused upon ‘Mentoring for Creativity’. This included funding ten school-based mentors to have an opportunity to work with five creative practitioners. The mechanism for achieving this was through:

· the preparation and delivery of a day’s planning meeting between the creative practitioners and senior lecturer from the School of Education of University College Chester;

· hiring a venue for a day during which the school-based mentors could experience working in partnership with five creative practitioners; 

· leading the presentation of the conference day, in partnership with senior lecturers from UCC, that focused upon key training issues and considerations with regard to creativity;

· monitoring, recording and evaluating the impact of the conference day upon school-based mentors  and creative practitioners

CPM also monitored the place of creativity in school-based mentoring in ten schools in Cheshire, Ellesmere Port and Neston and the Wirral in June 2005 and recorded a qualitative evaluation of mentoring for creativity in ten primary schools.

Each milestone of the programme has amassed significant data that has implications for Initial Teacher Training institutions. Andy Hamill of UCC and Robert Meadows for CPM are undertaking an analysis of that data.  A report of the findings will be presented and published in autumn 2005.    
APPENDIX 2
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The Creativity Modules

MONITORING THE MODULE: ‘WHAT IS CREATIVITY?’ AND ‘CREATIVE PEOPLE’

Module 1
What is Creativity?

Embedded within the rationale for this first module is ‘to enable students to explore and develop an understanding of creativity across a range of human endeavour’.  

The module aims ‘to explore the nature of creativity; to analyse and explore tools which develop creativity; to enable students to appreciate the circumstances which promote or foster creativity and creative thinking’. 

It expects the trainees to explain, describe, analyse and discuss: 

· the nature of creativity; 

· attitudes and disposition involved in the creative process; 

· circumstance which promote creative thinking; 

· creative processes in their own works; 

· features of creativity across a range of areas which are then applied to a selected area of interest.

The course content, as stated, sets out an intention to focus upon the following:

· definitions of creativity; 

· whether creativity can be taught or not; 

· cultural preconditions that foster creativity; 

· thinking skills and creativity; 

· creativity in a range of areas; 

· negotiated project work.

There were two assessments: one exploring the nature of creativity and the other a piece of creative work from a chosen area, accompanied by a discussion of the creative process, including a justification of the work as an example of creativity.

Module 2
Creative People

This module aims to ‘analyse the conditions which provide fertile ground for the development of creativity’. Its expects the trainees to demonstrate research, analyse and discuss the life of a significant creative person, analysing that subject’s biography in relation to the times in which they lived and their life experiences  and the form in which their chosen person demonstrated their creativity.

The course content sets out an intention for there to be input into aspects of creativity from visiting speakers, as well as visits to galleries and musical venues.

The assessment was in the form of a reflective sketchbook containing biographical material about a chosen ‘creative person’, examples of their work and a reflection ‘of the students’ own development’ and an exhibition of the students’ own work.  

Trainees’ Evaluation Of Creative Processes And Creative People

100% of the trainees attending the elective module on Creativity expressed that relevant preparatory work was set before and/or after each session; that the teaching matched the trainees’  learning needs; that the trainees felt challenged and motivated to learn during the sessions; that they were encouraged to reflect upon personal and/or professional experiences; that they were encouraged to participate in discussion and contribute ideas; that the sessions were well-paced; that the assessment allowed the trainees to illustrate links between theory and practice. Key strengths of the course were identified as the Creative Partnership Conference; the entire cohort isolated the conference as one of the most valuable features of the course. The course had increased the confidence of the trainees in all cases. Explicit references were made to the quality and support of the tutors and the course materials.

APPENDIX 3


QUESTIONS FOR TRAINEES 

BASELINE EVIDENCE OF UNDERSTANDING OF CREATIVITY

NAME OF TRAINEE

THE CREATIVE CONTINUUM

Circle a number that reflects how creative you think you are.

Very Creative






Not Very Creative 

1
2
3
4
5
6
7
8
9
10


DEFINITIONS OF CREATIVITY

Write down what you understand by the following statements

1
I am being creative

2
She is a creative teacher

3
I do a lot of creative work with my children

CREATIVE EXPERIENCES

Key Focus

List some creative experiences that have taken place in your own development

CREATIVE TEACHING AND LEARNING

Key Focus

Write responses to the following two questions.

What teaching style encourages creative learning?

What circumstances enable pupils to engage in creative learning?

APPENDIX 4
: EVALUATION PRO FORMA FOR CREATIVE PRACTITIONERS

Name___________________________________________________________

1 What were your perceptions about the trainees understanding of creative people?

2 What were your perceptions about the trainees understanding of creative processes?

3 What do you feel were the key benefits of the day for the trainees?

4 What do you feel were the key benefits of the day for you as a creative practitioner?

5 If the day were to be repeated, what changes to the mode and model of delivery might be appropriate 

APPENDIX 5

 MENTORING FOR CREATIVITY

Mentoring for Creativity 


 Conference Focus Points

How can we encourage trainee teachers to teach for creativity?

How can we best support the development of the trainees’ creative teaching skill?

How can we help the trainees to identify creative approaches to learning and teaching when observing classroom practice?

How can we help the trainees to reflect upon creativity when discussing observed classroom practice?

What are your further training needs?

Mentoring for Creativity  



School Observation

SCHOOL NAME 

TRAINEE NUMBER______________

SCHOOL CONTEXT

CLASSROOM CONTEXT

	Focus
	
	
	
	

	Lay Out
	Open Plan
	Conference
	Other (Describe)


	

	Gender
	Boys No
	Girls No


	
	

	Grouping
	Mixed Ability
	Ability
	Friendship Groups
	Other (Describe)



	Resources
	EWhiteboard
	Blackboard
	OHP
	Other (Describe)



	Displays
	Pupils’ Work
	Information
	Artefacts


	Other (Describe)




DISCUSSION POINTS WITH MENTOR

1
How do you introduce a trainee to the class?

2
In what circumstances, do you feel like intervening during the delivery of a lesson?

3
How you think we should reward trainees’ good practice in the classroom?

4
How often does the timetabled structure change to accommodate your ideas?

5
What have you enjoyed about mentoring?  

FOCUS FOR DISCUSSION WITH TRAINEE

1. To what extent have you been creative in your classroom practice? (Refer to lesson plans if appropriate)
2. Describe a lesson that you have observed where there was evidence of learning and teaching for creativity?

FOCUS FOR OBSERVATION OF TEACHING

	EVIDENCE OF LEARNING AND TEACHING FOR CREATIVITY
	Strongly Agree
	Agree
	Disagree
	Strongly disagree

	Pupils were challenged and their curiosity 

was increased 
	
	
	
	

	Pupils explored  and generated new ideas


	
	
	
	

	Pupils were presented with a creative 

experience
	
	
	
	

	Pupils identified problems and asked questions
	
	
	
	

	Pupils worked in teams effectively


	
	
	
	

	Pupils were given the opportunity to evaluate their own learning
	
	
	
	

	Pupils were given the opportunity to reflect on their own and/or others experience
	
	
	
	

	Pupils made learning gains as a result of the creative experience
	
	
	
	

	Pupils were presented with creative ideas 


	
	
	
	

	Pupils were given an opportunity to communicate their cultural and creative needs
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