
1. INTRODUCTION 

 

This short report is intended to capture the main issues that arose and the 

conclusions reached during a ten day visit by Paul Collard, Chief Executive of 

the UK based NGO, Creativity, Culture and Education (CCE) to Western 

Australia Museums (WAM) in Perth from 30 October to 10 November 2012. 

 

The visit followed a residency by Paul Collard as Thinker-in-Residence to the 

Commissioner for Children and Young People (CCYP) in Western Australia in 

November 2011. Discussions with WAM staff during this earlier visit 

suggested that creativity could have a central role to play in the development 

of a new museum in Western Australia (WA): 

 

 by applying CCE’s experience of developing effective learning 

environments in schools to a museum environment 

 

 by exploring how the new museum might support schools in WA to 

develop their own practice and embed creative learning into their 

approach to education. 

 

The 2012 visit was intended to build on these earlier conversations by 

establishing, though discussions with WAM staff, a framework which could be 

used to challenge and enhance emerging ideas and concepts about how the 

new museum might function. A range of meetings, seminars and workshops 

were held with teams from different departments in the Museum as well as 

from different levels. Some of the discussions and workshops involved 

individuals from outside the Museum and there were also opportunities to 

meet in cross disciplinary groups, particularly when looking at the planning 

and design of new temporary exhibitions. For instance, Paul Collard led a 

workshop with a group of Year 8s who will be undertaking a major project with 

WAM next year and J.D.Hill, Director of Research from the British Museum 

(BM)joined a planning meeting of staff drawn from a number of different 



departments to discuss the forthcoming Indian Ocean exhibition, which will be 

developed in partnership with the BM.  

 

These meetings stimulated a wide ranging and constructive debate about the 

development of the new museum, and many ideas emerged which should be 

pursued. The purpose of this paper is to capture some of the main concepts 

and suggestions that were developed so that they can inform the continuing 

development of WAM. 

  

2.  KEY CHALLENGES 

 

2.1.  Balancing engagement and knowledge transfer 

 

Early in the discussion with staff, two particular approaches to understanding 

the challenges facing the new museum were identified. The first was derived 

from an instrument developed by CCE to diagnose educational practice in 

schools. Adapted for a museum context, it was intended to explore the extent 

to which a museum is achieving an appropriate balance between the 

provision of knowledge and the engagement of visitors. Expressed in the form 

of a quadrant, the analysis would place an old-fashioned museum, whose 

exhibits were unengaging and poorly explained in the bottom left corner. By 

contrast a highly interactive and engaging museum which was still able to 

convey authoritative information and deep understanding would be in the top 

right corner, as shown in Chart 1 below. 

 

Armed with this, small groups drawn from the Creativity and Learning team 

explored the Perth site analysing the exhibits. The expectation had been that 

the teams would find the older exhibits in the museum to provide extensive 

information although in a rather unappealing manner. While they did find them 

unengaging, they also found them to be information poor, in that when the 

importance of the objects they had studied was fully explained to them in the 

discussion that followed, they found that this information was largely absent 

from the explanations provided in the museum.  
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This provoked a positive and constructive discussion about the value of 

identifying the key stories that lie behind the objects on display and the 

importance of ensuring these are fully and effectively communicated. Staff did 

not feel that this would be difficult to do, once the stories have been properly 

articulated, but felt in the current displays the most important information was 

often missing. 

 

Discussions which took place with the teams developing the new temporary 

exhibitions reinforced the importance of this point. In discussing Lustre, the 

new exhibition about pearling, the exhibition project group were clear that 

there was rich and exciting material, but that the key narratives needed to be 

identified and very clearly articulated. In fact, the majority of the group felt that 

the services of a script editor, for instance, would be valuable in ensuring the 

dramatic thread of the exhibition was clear. This was reinforced in other 

discussions, where there was an increasing acknowledgement that the 

extraordinary depth of intellectual and creative talent within museum staff can 



only be enhanced by the strategic recruitment of additional skills which can 

improve the quality and impact of the visitor experience of the museum. 

 

2.2. Balancing a sense of welcome and intellectual rigour 

 

There were also a number of discussions which focussed on how to achieve a 

balance between a sense of welcome and intellectual rigour. This issue was 

first explored in a group brought together to discuss how the museum might 

improve its engagement with the community. Their investigation sought to 

establish the extent to which the exhibition represented ‘a safe place for 

unsafe ideas’, a key concept contained in the new museum’s business plan. 

The conclusion drawn by the team was that many of the most significant 

‘unsafe ideas’ relevant to the exhibits were absent or poorly articulated. The 

group had earlier agreed that a key element in the attraction of a museum 

was its relevance to any particular group within the community. The failure to 

acknowledge their narratives or provide interpretations which accorded with 

their world view would inevitably undermine the extent to which they would 

regard the museum as relevant. This in turn would weaken the appeal of the 

museum. Therefore, it was felt that the perceived absence of many of the 

appropriate stories in the current museum displays undermined the museum’s 

relevance and hence appeal. You feel most welcome, when you see yourself 

reflected in the space. 

 

However, this group also realised that a museum dedicated to Western 

Australian identity needed to be careful in how it draws its threads through the 

complex tapestry of the state’s history. Mining may be damaging the State’s 

ecology, but it is bringing wealth and supporting the development of many 

innovations which improve the quality of many lives. The terrible treatment of 

the aboriginal people must be honestly reflected, but that should not 

undermine their portrayal as positive forces for good in the future of the State. 

It is also important to note that a museum full of negative stories, however 

honest, would fail to attract an audience over time.  Staff did not feel however 



that these were irresolvable issues, rather that the implicit tension 
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between these ambitions made explicit the operating reality of a museum.  

They summarised this tension in Chart 2. 

 

This theme was taken up vigorously by the Executive Management Team 

(EMT). They recognised that there needed to be a balance between the 

narratives being articulated across the museum but that this would most likely 

be achieved over longer periods of time, when the narrative of the permanent 

exhibition could be seen in the context of more short-term interventions such 

as temporary exhibitions, seminars, conferences and publications. What was 

important was that the narrative was fully understood and owned by EMT who 

needed to play the role of Editorial Board of the museum. To achieve this, it 

was important that they made space to explore, discuss and review the 

overall narrative of the museum and that key decisions affecting its editorial 

balance are taken transparently at EMT and not opaquely at lower levels 

within the museum. In so doing, EMT would also be stimulating a museum 

wide discussion as these issues should be grasped by everyone. 

 

 

 



 

3. Putting creativity at the heart of the new museum 
 
Throughout the visit, discussions focussed on how WAM could place creativity 

at the heart of the new museum. Three ways in which this vision could be 

articulated were identified. 

 

3.1. Putting the principles of creative learning at the heart of the 

design of the exhibitions and displays 

 

CCE was responsible for designing and delivering the Creative Partnerships 

programme in England. The programme was developed and implemented 

over a decade and in its final year in the UK was working intensively in 2,500 

schools with an annual operating budget of AUS$50 million. The scale of the 

programme allowed a substantial research programme to be developed. In 

the early years, the research focussed on establishing the main impacts of the 

programme. These showed that children and young people who went through 

the programme improved their academic attainment, behaviour, motivation 

and attendance and that the programme improved levels of parental 

engagement, particularly among the least engaged parents. 

 

In the later phases of the Creative Partnerships programme, the research 

focussed more explicitly on why the programme had this impact. In particular, 

The Impact of Creative Partnerships on the Well-Being of Children and Young 

People by a team from Cambridge University, Signature Pedagogies by a 

team from Nottingham University and Measuring Progression in Creativity by 

a team from Winchester University combined extensive literature reviews with 

extended periods of classroom observation to draw conclusions about the 

environments which best promote learning. 

 

The different studies have come to surprisingly similar conclusions, which 

have been summarised by CCE in the diagram reproduced in Chart 3. 

 

 



 

Chart 3 
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The UK university researchers concluded  that organising learning in the way 

described on the right of Chart 3, resulted in children and young people who 

were socially, physically, emotionally as well as intellectual engaged. This 

total engagement induced enhanced feelings of well being among pupils, with 

the result that they were more alert, more focussed, more confident and more 

effective when working in teams. This led to improved behaviour and, above 

all, high performance. In other words their academic results improved. 

 

WAM staff across all departments and at all levels recognised the relevance 

of this approach to the design of the future museum. It allowed them to 

identify those elements that are already strongly present within the museum 

experience, and to recognise those elements that need to be strengthened to 

enhance the quality of visitor learning. So, for instance, there was wide 

agreement that the museum is a physically mobile experience (the visitor 

walks through it) and authentic (it contains real objects representing the 

concepts and stories being explored). In addition, the organisation of time is 

flexible, in that the visitor determines the pace at which they proceed through 

the museum and the time they spend at each exhibit. 

 



However, there were several areas in which the experience would need to be 

redesigned to fit the model. Emotion is very frequently absent in individual 

exhibits and is fairly rare across the museum. One participant remarked on 

how rarely one laughs in a museum even though laughter often reflects 

curiosity, recognition and learning. The self is not engaged as a learning 

resource, in that what you already know, your stories, your experiences and 

the full set of your senses are rarely an important part of the experience. All 

you need are eyes for seeing and reading. As the model expressed in Chart 3 

began to be explored, participants in the discussion began to see the 

importance of smell, sound, touch and taste to the visitor experience. 

 

There are also few places in the museum in which you can reflect on your 

learning and find ways to capture and/or represent it. There is also no sense 

that your presence makes a difference, or that you can leave evidence of your 

passing. Encapsulating your learning in some artefact which you can leave or 

take with you is a highly effective means of encouraging reflection and yet 

there are few ways to do this.  

 

The exhibits also rarely actively promote social interaction, although observing 

visitors coming through the museum in families did reveal that they use the 

museum as a stimulus for adult-child interaction. However, this was generally 

achieved in spite of the displays rather than with their support, although some 

of the new interventions in the Dampier Gallery do provide some stimulus for 

this. 

 

A particularly interesting exercise took place in one workshop. Individuals 

were paired and asked to sit back to back. One of the pair was given a 

photograph, which the other could not see, while the other was given paper 

and a pencil. The object of the exercise was for the one with the photograph 

to describe it to the other so that they could draw it. To begin with, the one 

with the photograph did most of the talking, but very quickly the character of 

the exchange altered. The one attempting to draw the photo interrupted with 

increasing frequency to ask questions, eventually completely taking over and 

driving the discussion. This reveals an important aspect of the learning 



process. As you begin to explore a concept, your curiosity is used to organise 

the way in which information is revealed to you, both by defining the size and 

shape of the pieces of information you receive and by determining the speed 

with which the information is divulged. The quality of your learning is in this 

way determined by the ability of the source of your information to adapt to 

your learning requirements. If the source of your information is an individual 

with whom you are in conversation, the adaptability of the flow of information 

is high, and the learning rapid and deep. However, most museums are 

designed to operate in the opposite manner. The questions being answered 

are pre-determined by the museum, and the scale, shape and speed with 

which the information is presented is determined by the curator, often by 

being broken into those chunks of information many museum curators feel 

most comfortable with, panels packed with words. This does not reflect the 

way in which most people learn. In fact, when a group of Year 8 pupils were 

asked in a workshop led by Paul Collard during this visit what in the museum 

they would throw out, the most frequently cited aspect of the museum they 

wished to see excluded were words. This curator directed approach to 

learning in the museum allows little opportunity for self-determination in the 

exploration of the collection and hence doesn’t fit the model of effective 

learning highlighted in Chart 3. 

 

A key issue which arose as part of this discussion related to the training of 

frontline staff to work with visitors. Throughout the discussions everyone 

acknowledged that high quality interaction between visitors and staff results in 

the most powerful learning. All acknowledged that invigilators could play a 

much more pro-active role in their interaction with visitors. However, for them 

to do so effectively, they will require enhanced training so that they are able to 

take control of the spaces in which they operate and do justice to their 

representation. Everyone acknowledged that frontline staff were more than 

willing to engage in this way, but such training required resourcing. 

 

Although the model outlined in Chart 3 was used to identify areas of the 

museum experience which would need to be improved, this resulted in a 

positive response from staff, as the exercise immediately began to stimulate 



their imaginations. They were quick to see how the problems they had 

identified in the museum could be overcome. They agreed therefore that the 

model provided a valuable lens through which to view the museum and that, 

in so doing, it often stimulated their imagination to suggest solutions. For this 

reason they generally concluded that this model should be adopted as a 

standard lens through which emerging ideas should be analysed. 

 

3.2. Creating a museum which allows visitors to display their 

creativity 

 

A great deal of the research commissioned by CCE into the impact of 

Creative Partnerships showed that while teachers and creative professionals 

found it easy to identify positive educational benefits arising from the 

programme, such as improved attainment, behaviour and motivation, they 

were less successful in assessing whether their pupils had progressed in 

developing their creativity. 

 

Research by Winchester University found that the reason for this was that 

neither creative professionals nor teachers had a developed language around 

creativity. They found creativity difficult to define and therefore hard to 

recognise. CCE therefore established an additional research programme to 

explore how teachers and creative professionals could be provided with an 

easily understood but intellectually rigorous language to use in the classroom. 

Having completed a literature review tracing the development of our 

understanding of creativity from the 1950s to the present day, the researchers 

drew up a set of simple definitions of behaviours and mental attributes which 

are generally accepted to identify creativity. These they reduced to five ‘habits 

of mind’, each with three sub-habits, all expressed in a language which 

teachers found easy to use, and identifying habits that teachers felt they 

would recognise. The habits and sub-habits are listed in Chart 4 below. 

 



1. Inquisitive Wondering and Questioning

Exploring and Investigating

Challenging assumptions

2. Persistent Tolerating uncertainty

Sticking with difficulty

Daring to be different

3. Imaginative Playing with possibilities

Making connections

Using intuition

4. Disciplined Crafting and Improving

Developing techniques

Reflecting critically

5. Collaborative Cooperating appropriately

Giving and receiving feedback

Sharing the ‘product’

Chart 4

The researchers then asked a sample group of teachers to pilot the model, by 

observing their pupils over some weeks and reporting back the extent to 

which they found their pupils able to display the identified mental attributes. 

Teachers found this hard, not because their pupils did not possess them, but 

because the school day left little space for these habits of mind to be made 

manifest. 

 

Further work is now being undertaken by CCE to create a framework which 

will help teachers and others design experiences in which these habits of 

mind are easily displayed. Clearly, these flow from the ideas expressed in 

Chart 3, but if the intention is to go beyond creating spaces in which deep 

learning takes place to ones in which the creativity of the visitors is allowed to 

be displayed, this would significantly increase the level of interactivity that the 

new museum would allow. Although this aspect of placing creativity at the 

heart of the museum was not extensively discussed, the aspiration to reach 

this higher bar was generally welcomed. 

 



3.3. Creating a schools programme which supported schools to put 

creativity at the heart of their own practice 

 

Most museum education programmes are designed to facilitate school and 

pupil access to the museum, its collections and its knowledge. In the standard 

model, museum staff are generally responsible for ‘managing’ that access, by 

developing the materials schools will use, such as worksheets, delivering 

workshops, classes and seminars directly and designing virtual and literal 

pathways through the collections.  

 

However, it is also possible to create an approach to working with schools 

which supports them more profoundly in their own journeys towards 

developing and embedding a new teaching and learning practice in their 

classrooms. In this model, teachers and school staff play a much more 

dynamic role, developing the ideas and linking them to the curriculum. 

 

This idea was the main focus of discussions when Mundaring Christian 

School visited the museum to meet with Paul Collard. The school has 

recruited Mathilda Joubert, who had previously worked on the Creative 

Partnerships programme in the UK and is now based in Perth, to work with 

them to place creativity at the heart of their school’s practice. Mathilda 

Joubert, through an introduction brought about during Paul Collard’s last visit, 

had met with Alec Coles and through him the Creativity and Learning team to 

partner in the design and delivery of a project she has been developing with 

the school. 

 

The Mundaring School intends to take a Year 9 class and develop a project 

built around the re-curating of some aspects of the museum’s exhibition. The 

schools will make this project central to the learning of the pupils over most of 

the next academic year, working with teachers across the school to 

incorporate all the required learning from the curriculum into a project 

focussed around the museum. 

 



The approach being taken by Mundaring School models a radically different 

approach to connecting schools with the museum. The discussions with 

museum staff however highlighted the fact that the attributes of the project 

were exemplary. It would:  

 

 take place over an extended time period 

 build in the learning necessary to meet a variety curricula outcomes 

 give the pupils a high degree of authority in the decision making 

processes 

 involve frequent interactions between the pupils and the museum 

 support teachers to develop new approaches to learning 

 help the school place the development of creativity at the heart of their 

practice. 

 

For this reason, this approach was welcomed by the Creativity and Learning 

team, but it raised questions about the extent to which this model could be 

replicated in sufficient numbers of schools to become a significant part of the 

museum’s education programme, and/or make a significant impact to 

education in WA. It could become tokenistic or pose impossible burdens on 

the team. 

 

The discussions concluded however that these hurdles could be overcome if 

the museum was able to support the development of schools as ‘intelligent 

clients’. It was agreed that the demands imposed by schools if they did not 

have a clear vision of what they were trying to achieve in this model would be 

intolerable. However, schools with a clear internal vision would do most of the 

work themselves by engaging their own teachers, and through them the 

pupils, in the development and delivery of the main ideas. They would also be 

very clear about what they needed from the museum which would make the 

demands they placed on the museum manageable and deliverable. 

 

Mundaring Christian School is currently modelling this, by recruiting and 

paying Mathilda Joubert as part of their staff to develop this approach and 



embed it across the school. Mathilda’s experience would ensure that the 

demand placed on the museum would be reasonable. However, it is 

recognised that as this is the first time that the museum has worked in this 

way, the learning of the team would take time and require support and 

resources if it were to embed this approach in their own practice. Once this 

way of working is however standard the demands on the team should 

diminish.  

 

Mundaring, though the recruitment of Mathilda Joubert, is already an 

‘intelligent client’, but currently such schools are likely to be rare. How can 

WAM develop more such schools. 

 

CCE’s experience elsewhere suggests that schools in WA can be supported 

to become ‘intelligent clients’ if the museum was able to provide the following: 

 

 Training for head teachers, senior staff and classroom teachers to help 

them identify their own approach and develop their own vision 

 

 Suitably trained creative professionals from beyond the museum staff 

who can work with the schools’ teachers and pupils to design and 

deliver appropriate projects 

 

It is also clear that this approach could be deployed remotely, ensuring 

schools from beyond the Perth area are able to participate and benefit in the 

programme. 

 

This approach would however require resourcing. It requires dedicated 

management within the museum, it requires money, it requires suitable 

training programmes and it requires an understanding of the cultural sector so 

that suitable creative professionals are identified and recruited to work in 

schools. It would however enable the museum to build long term and powerful 

relationships with schools, which in addition to ensuring that pupils visiting the 



museum enjoyed and benefitted from the experience, would allow it to play a 

key role in bringing about change in classroom practice in WA. 

 

 
4. ADDITIONAL ISSUES 
 
Many other ideas and issues arose during the course of discussions but these 

were not necessarily connected with the role of creativity in the new museum. 

Nonetheless, some of them have been captured and are attached in Appendix 

1. 

 
5. NEXT STEPS 
 
This report is intended to capture the ideas discussed during the recent visit, 

together with their respective diagrams and charts, so that it can act as a 

reference tool within the museum. Obviously it is hoped that the ideas will 

influence the development of temporary exhibitions and interventions in the 

short term and the design of the new museum in the longer term. To do so, 

the ideas need to be embedded in discussions and the tools used on a 

regular basis as a way of analysing and challenging emerging ideas. 

Responsibility for doing so will lie with all museum staff, although the 

intellectual leadership required to implement this approach should come from 

the Director – Creative and Regional Development. The resources necessary 

to implement the majority of these ideas are already available, through 

budgets for new temporary exhibitions in the short term, and the budget for 

the new museum in the longer term. 

 

However, the resources necessary to implement the new approach to schools 

outlined above probably do not yet exist and the skillset is only partly present 

in the staff. Two groups of questions arise: 

 

 How much money would be required to begin to pilot this new 

approach? Where would that money come from? 

 



  What staff resources are required to design and deliver this new 

approach to schools? What additional skills need to be developed 

among staff and enable them to manage the programme? How else 

could support be provided? 

 
Discussions around these questions should form the next steps in placing 

creativity at the heart of the new museum. 

 
 



Appendix 1 
 
Questions 
 

 Could questions you develop at school influence what was on display 
when you reach the museum? 

 Is it possible that exhibits recognise you and that as a result the narrative 
(language, descriptions, facts) change as you approach according to 
which narrative you have selected? 

 Rock Stars as the title of a high profile geological exhibit. 

 Could you initiate an activity at the museum which continues after you 
have left and whose progress you can follow on-line after you have left the 
museum?  

 Could you be asked to take a set of decisions which alters what is on 
display – a bit like a SIMS game where decisions have social, 
environmental and economic impacts?  

 Could there be space for your ideas and interpretations to be inserted 
when you visit ?  

 Is there space for role play by staff and visitors?  
 
Ideas 
 

 The need for the building to iconically represent WA 

 The need for the entrance to heighten the focus concentration and 
awareness of visitors – and not to be a dumbing down. 

 The visitor experience needs to be designed as one might design a play. 

 The design needs to reflect that the experience is time based. 

 Interaction is not necessarily expensive (Lithuanian example) 
 


