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EXECUTIVE SUMMARY 
 
INTRODUCTION 
The Lost Happy Endings Young Cast Engagement Project was set up by 
balletLORENT to offer participation and performance opportunities to children in 
Newcastle City. At the outset of the project, balletLORENT commissioned the 
evaluation report to better understand the development of their community 
engagement processes; and to learn more about the specific impacts on the young 
people and their families.  

The project began with a six-week programme of creative movement workshops 
delivered to three primary schools, targeting, as in previous projects, some of the 
most economically disadvantaged communities in the city. The Company aimed to 
engage a large young cast, eighteen in total, which would include new children 
selected from the school’s workshop programme, as well as re-engaging children 
who had performed in earlier fairy-tale productions (2015-17).  

The children would be involved in all aspects of the creative process, and required to 
explore, embody and express a wide range of emotional and dramatic content 
integral to the storyline. The original story of The Lost Happy Endings was specially 
adapted for the stage by the author Carol Ann Duffy and performed at the Northern 
Stage Theatre on 28-30th October. Funding for the evaluation was received from the 
Newcastle Cultural Investment Fund and the Shears Foundation. 

Evaluation Aims 
1. Investigate and present findings related to the children’s experiences during 

the creation and performance of The Lost Happy Endings, focusing on the 
ways in which the Company: identify talented children; engage them to take 
part in their stage productions; and develop their talent over time 

 
2. Examine the Company’s evolving vision, ethos and ongoing development to 

engaging schools, children and their families in their theatrical performances; 
with additional reference to the Arts Council of England’s quality principles for 
working with, and creating work for, Children and Young People 

 
 

METHOD OF EVALUATION 
A qualitative methodology was adopted comprising data collection and analysis 
techniques which would capture and interpret the experiences of those involved, with 
an emphasis on techniques (peer interviewing, personal diaries, conceptual drawing 
exercises) which encouraged more of the children’s ‘own voice’. Much of the 
evidence is structured around case studies of individuals and their families. 
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FINDINGS: AIM 1 
 
The first aim of the evaluation was to investigate the ways in which the Company 
identify, engage and develop talent in children. The findings are grouped into three 
different categories depending on whether the children were new to the company, 
known to the company or related to family members within the company: 

 
Children new to the Company 
 
Case study 1 highlights an important moment of change in a child’s life when, 
having only recently arrived in the UK and with no prior experience of dance, he was 
identified and recognised for his exceptional talent and ability.  
 
The Company Identify talented children during their school’s workshop programme 
which gives every child involved the opportunity to take part in creative movement 
sessions. This way of selecting children is not usual in the performing arts world. 
The interaction with the professional performing arts world, particularly in 
disadvantaged communities where there are many barriers to engaging with the arts, 
can result in an opportunity for a child to discover an innate talent.  
 
Case study 2 follows a new child through the ups and downs of the identification 
and engagement process and highlights the factors which support the successful 
continuation of her participation. 
 
BalletLORENT engage talented children and their families/carers through inviting 
them to take part in casting workshops which give the children an opportunity to 
come together outside of school, in an unfamiliar setting, and to explore ideas co-
creatively with the Company dancers and their peers. The casting process is not  
an audition and is open for families to observe the sessions and begin to under-
stand what their involvement will entail. The decision whether to continue or not 
is made by the children and families in communication with the Company. 
 
 
Case study 3 follows a child who struggled with low self-esteem and self-belief 
during the later stages of the project, and describes how she was supported in 
developing self-belief, confidence and courage.  
 
The ways in which balletLORENT develop the new children’s artistic talent and 
life skills is multi-faceted and happens through the experience of being part of a 
professional creation and rehearsal environment where they are treated as 
Company Dancers. They learn the elements of bringing performance to stage 
through their integrated participation in the process. They do not learn through 
formal teaching of dance technique.  



5	
	

Children known to the Company 
 
The findings in this section are focused on how the Company’s talent development 
approach is being experienced by the older children (and families) who are already 
identified as talented, and who have an ongoing engagement with the Company.  
 
Case study 4 follows two of the most experienced young cast members, both 
describe their realisation that dance is hard work and may not be a long-term 
career ambition for them.   
 
The families described ways in which they saw development of artistic creativity, 
including other art forms of drawing, comedy and film making. The development of 
acting and emotional embodiment was highlighted as a new and developing skill 
during TLHEs. The evidence also supports the view that the way balletLORENT 
continue their previous relationships with young people in Newcastle is leading to the 
development of young people’s confidence and leadership skills, providing many 
opportunities for them to consider their choices and define their future ambitions. 
 
Children who are related to Company members 
 
The evaluation has less data to analyse in this area and there was less time to 
investigate, but one key finding to emerge was related to the social and emotional 
development of the children who, like some of the other older children in the young 
cast, were experiencing difficulties at school with bullying, alienation, struggling to fit 
in and unhappiness. There was a great deal of evidence that described how the 
provision of a safe space, an environment where the children find belonging 
and acceptance was supporting children in their difficult transitions to secondary 
school or their experiences of feeling isolated or ‘different’ to peers. 
 
FINDINGS: AIM 2 

 
The data collected in this area was analysed and sorted to show some of the ways in 
which balletLORENT is evolving its teaching and artistic approach to community 
engagement and participation. The detail of the findings focused on change or 
evolution of approach: 
 
An evolving teaching approach 
 
The company made changes in the way they delivered workshops to schools which 
provided strong evidence of a responsive and evolving teaching approach as they: 
 

• Increased the amount of teaching time, with the introduction of a new 6-
week class immersion leading to greater learning and progress, creative 
skill development, and growth in confidence 
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• Introduced new cushion props which were used to express different 
emotions and movement/rest qualities. The data showed the exciting, 
inspiring and engaging (ACE principle) response from the children to this 
seemingly small addition to the session 

• Included, for the first time, a child with special educational needs into 
the young cast 
 

Case study 5 provides a powerful example of a child with special educational needs 
who had the talent and ability to perform, and who flourished as he received the 
necessary support and encouragement to develop and demonstrate his talent.   
 
An evolving artistic approach 
 
In TLHE the children were required, for the first time, to express and embody 
negative and even destructive emotions, so that they could communicate a 
chaotic unhappy bedtime scene. Three of the most experienced children clearly 
articulated, in their peer-interview responses, their experience and objective 
witnessing of the Company’s changing and evolving artistic approach. This brought 
mixed emotions along the way for some, as they learned to become comfortable with 
improvising and being less controlled on stage. 
 
balletLORENT are aiming for, and facilitating the emergence of, bravery and 
courage, honesty and authenticity, from the children as well as the adult dancers; 
they are courageously pushing the boundaries to allow children the scope to embody 
a wide spectrum of improvised movement and expressive emotion, and to do it 
an environment where it is encouraged, accepted and safe. Although confidence 
is often cited by parents, teachers and children themselves as a key factor, it is clear 
from the findings that courage is the necessary condition for creativity and authentic 
performance quality.  
 
 
CONCLUSION 
balletLORENT’s bold vision is to creatively empower a new generation through 
evolving a new participatory model. The data is clear that balletLORENT are 
providing exceptional opportunities for children to explore and develop their creativity 
and talent at all stages of the participation process. The balletLORENT model is 
open and welcoming and provides a way for children, teachers and families to learn 
more about what creativity is, and how creative approaches can lead to making high 
level performance work, and to the development of many other life skills and abilities 
along the way. The Company achieved their ambition of portraying authentically 
emotional and chaotic scenes with young children at the heart of them and the 
children met the challenge, demonstrating skill and talent, courage and exuberant joy 
throughout the process. 
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EVALUATION REPORT 
 
INTRODUCTION 
 
This report sets out the findings from the 2019 Newcastle community engagement 
and participation elements of balletLORENT’s new dance theatre production The 
Lost Happy Endings which premiered at the Northern Stage Theatre in Newcastle 
between 28 and 30th October 2019. The Lost Happy Endings continues the 
company’s direction of creating theatre works with young children and adults, many 
from the most economically disadvantaged communities in Newcastle, and involving 
them as integral to their process of devising work for family audiences.  

balletLORENT is an independent dance company led by artistic director Liv Lorent. 
whose stated ethos is to continue to explore the possibilities for dance and to 
respond to an ever-changing world alongside her own evolving life experience1. 
balletLORENT promote inclusion and diversity through their company of dancers of 
all ages, many from BAME backgrounds. Liv’s choreographic approach is co-
creative whether that is with her company dancers or community participants. The 
current 2019 evaluation aims to better understand and document some of the artistic 
and pedagogical developments that have been in process since 2015, with emphasis 
on the outcomes for children and their families.  

Previous evaluations of community engagement were commissioned in 2015 for 
Snow White and in 2017 for Rumpelstiltskin which were part of a trilogy of Grimm’s 
fairy-tales created and performed for family audiences. Liv Lorent collaborated with 
author and poet Carol Ann Duffy to reimagine the fairy-tales for modern audiences, 
introducing some of the original darker themes in Snow White and offering an 
alternative understanding of the main character in Rumpelstiltskin.  

The Lost Happy Endings (TLHE) is an original contemporary story by Carol Ann 
Duffy, translated for the stage. The story depicts what happens when the familiar 
bedtime stories ‘lose’ their happy endings. The Company ambitions for the new 
production were to engage a large young cast, eighteen in total, which would include 
new children as well as children known to the Company. The children would be 
required to explore, embody and express a wide range of emotional and dramatic 
content which would lead to the forming of two key scenes: a happy and content 
bedtime, and an unhappy, angry and frustrated one. 

The aims for the current evaluation, noted below, emerged through early discussions 
between the Company and the evaluator. They were not agreed ahead with funders, 
as was the case in the two previous evaluations. This meant there was some 
freedom in structuring the aims to understand more about the outcomes, for children 

																																																													
1	https://www.balletlorent.com/meet-the-company/liv-lorent-mbe	
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and their families, of the Company’s creative approach. Funding for the evaluation 
was received from the Newcastle Cultural Investment Fund and the Shears 
Foundation. 

 
Evaluation Aims: 
 
v Investigate and present findings related to the children’s experiences during the 

creation and performance of The Lost Happy Endings, focusing on the ways in 
which the Company: identify talented children; engage them to take part in their 
stage productions; and develop their talent over time 
 

v Examine the Company’s evolving vision, ethos and ongoing development to 
engaging schools, children and their families in their theatrical performances: 

 
• With additional reference to the Arts Council of England’s quality principles 

for working with, and creating work for, Children and Young People: striving 
for excellence and innovation; being authentic; being exciting, inspiring and 
engaging; ensuring a positive, child-centred experience; actively involving children 
and young people; enabling personal progression; developing a sense of 
ownership and belonging 
 

 
METHOD OF EVALUATION 
 
The evaluation took place between April and November of 2019, and due to a limited 
budget and time frame, was set up to allow for collaborative methods of gathering 
feedback; with members of the balletLORENT education team working closely with 
the evaluator to jointly coordinate the dissemination and collection of signed consent 
forms, questionnaires and feedback forms for families and company members. All 
consents were obtained and where used the children’s names have been changed. 
 
The evaluation has drawn on a mainly qualitative approach to understanding and 
describing the experiences and views of those involved as they relate to the aims. 
This type research is defined as adopting a social constructivist view, i.e. the 
phenomena of the social and cultural world and their meanings are created in human 
social interactioni. This approach acknowledges the role of the researcher as part of 
the social interaction under investigation and recognises the skills, experience and 
expert knowledge being brought as valid and relevantii. The researcher undertaking 
the evaluation has a background and ongoing involvement in contemporary dance; is 
a somatic movement educator in Body-mind Centering; and an evaluator/researcher 
of creativity and dance education projects throughout the U.K. She is also a mother 
of two daughters who trained as professional dancers and who were involved in 
dance from a very young age.  
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The feedback data was collected using a sampling approach to gather as much and 
as varied a spread of opinions, views and experience as possible within the time 
frame available. The feedback collection methods and numbers completed are listed 
below: 
 
• 5 x observation sessions (incl. photography) of workshops and rehearsals  
• 2 x 1-hour Telephone interviews (audio recorded and transcribed) with primary 

school teachers and head teachers of two primary schools 
• 2 x face-to-face interviews with Liv Lorent (audio recorded and transcribed) 
• 3 x face-to-face (audio recorded and transcribed) interviews with parents of 

young cast 
• Informal feedback gathering (face-to-face and audio recorded) with 

families/carers and balletLORENT creative associates during field trips (5) 
• Email feedback from creative associates (3) and updates from education 

manager and executive producer (5) 
• 2 x feedback questionnaires for parents/carers of new children 
• 3 x feedback questionnaires for parents/carers of children with previous 

experience as young cast  
• 5 x feedback questionnaires for the company dancers 

 
Data was also collected via a first-time pilot trial which involved inviting the young 
people and children to act as contributing evaluators in the process of collecting and 
generating data; they conducted interviews with each other which were audio 
recorded; they took responsibility, via a personal folder, for the dissemination and 
collection of post-performance family feedback forms (8); they completed a research 
drawing exercise (15 A4 drawings); and they documented their experiences during 
performance time in a personal diary (18 handed out & 12 collected) 
 
The data collection tools posed questions that were structured around Past 
knowledge, engagement or involvement with the arts; Present experience occurring 
during TLHE project, and Future hopes and aspirations of the young cast. The 
gathered data was surface analysed and carefully sorted to discover the key themes 
which emerged from the data and were most relevant to the evaluation aims. The 
analysis continued during the writing of the report as the interpretation of the findings 
took final shape.  
 
Bold text is used to emphasise key findings within the writing. The findings for the 
first aim are grouped around four case studies of the children, providing a close-up 
insight into the lives of those engaged; and in the second aim the view is more 
stepped back, allowing a wider perspective of how, and whether, balletLORENT are 
achieving their vision for community engagement as they ‘evolve a new participatory 
model to empower children and their families through involvement in 
balletLORENT’s creative and artistic practice’. (email from Company 17.06.19) 
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FINDINGS 
 
Aim: Investigate and present findings related to the children’s experiences during 
the creation and performance of The Lost Happy Endings, focusing on the ways in 
which the Company: identify talented children; engage them to take part in their 
stage productions; and develop their talent over time 
 
The findings are sorted into three different categories to allow clear explanation of 
the children’s experiences depending on their different stages of involvement: 
  

o New to balletLORENT (age 6-8) from 2019 Newcastle schools programme 
o Known to the Company (age 8-12) as they took part in earlier productions 
o Related to members of the balletLORENT artistic or technical team (age 6-12) 

 
Identifying talented children who are new to balletLORENT: 
The Company Creative Associates identify talented children from within their 
schools’ workshop programme which gives every child involved the opportunity to 
take part in creative movement sessions. The children learn about how dance can be 
created and enjoyed through structured exploration with their bodies in space, with 
each other, and with props. They are encouraged to be themselves and to express 
different qualities through their movement style. 
 
The way the Company provide workshops and select children is not usual in the 
performing arts world. For many reasons – industry habit, financial considerations, 
time constraints - children from stage or dance schools are usually targeted by 
professional companies. This means that opportunities are not normally available to 
children whose parents cannot afford to send them to dance schools or who do not 
have access to private dance schools for other reasons, for example lack of 
awareness. The interaction of the professional world with local communities, 
particularly disadvantaged communities who face barriers to engaging with the arts, 
see previous evaluation 2017iii is a way to open up opportunity which, for a few 
children, can be life changing: 

 
‘…can’t be rolled out to 200 children but it’s still important if 2 or 3 children are able to 
expand their life horizons and have experiences, they wouldn’t have otherwise’ 

      
Judith Sword, Head Teacher, telephone interview, Nov 2019 

 
The Company identify those children who jump out at us, who connect and engage with 
what we are offering them, they develop their own responses and burst out with their own 
input. They are not looking for a carefully schooled ‘stage child’ but are drawn to the 
intelligence, exuberance and talent of children who have not yet been recognised by 
their families, peers or teachers. This is in large part due to the children and their 
families having no previous exposure to dance or the performing arts. The following 
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case study is a significant example of one of the potential outcomes of the 
Company’s talent identification initiative.  
 
Case study 1:  exceptional talent and ability being identified and recognised by 
teachers, peers and professionals 
 
Abeo was in Year 4 and his teachers described how he had recently arrived from 
Nigeria, in difficult family circumstances. He was below average academically and 
the head teacher had been concerned about how small he was compared to all his 
peers. These two concerns taken together contributed to the Head Teacher being 
aware that secondary school might prove difficult for him. 
 
The discovery of his talent for dance meant that the teachers were able to see 
previously unknown qualities and talents in him that seemed to bring a sense of 
optimism and new possibility for his future. They not only described the standout 
quality of his physical abilities in dance but went on to describe how his talent 
seemed to inspire other less physically articulate children in the class who he 
partnered with. The teachers also remarked, with surprise, that there was no 
competition or comparison happening between the children even though they 
had remarkably differing abilities. 
 
The schools workshops were originally targeted to identify young children in Year 2; 
in St Pauls they changed this plan in consultation with the school so that more 
children could experience the workshops and so that two of the older children who 
were being recalled could take part in the workshops. This meant that Abeo who was 
in Year 4, was fortunate to be identified and given a chance to reveal his talent. 
	

	

We	asked	Abeo:	’What	is	it	like	to	be	in	The	Lost	Happy	Endings?’	 

‘his	ability	seemed	to	be,	on	some	level,	similar	to	
Gavin	and	the	other	dancers,	with	his	shaping	ability	
and	his	extreme	physical	capability’	

Interview	Head	teacher,	St	Pauls,	06.11.19		
	

‘…is	a	naturally	gifted	performer,	he’s	so	physically	
confident	and	looks	completely	at	‘home’	expressing	
himself	through	dance,	quite	possibly	(he	would)	not	
have	had	this	opportunity	if	we	weren’t	selecting	our	
young	cast	through	the	schools	we	target’	
	
‘some	of	my	peers	(professional	dancers)	who	came	
to	see	the	show	expressed	how	they	saw	themselves	
and	how	they	started	dancing,	when	they	saw	Abeo	
on	stage,	raw	and	free	talent’		
Debbi	Purtill,	Artistic	Associate,	balletLORENT	
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Engaging new children in the creative workshops outside of school  
The children who are identified in the school’s programme are subsequently invited 
to take part in creative and casting workshops held in May and June; these take 
place at balletLORENT’s city centre location. The invitation to join the Company is 
not an audition but an opportunity for the children to come together from all three 
schools and to try out the evolving ideas for scenes in TLHE. This provides an 
opportunity for the Company to see how children react outside of school, in an 
unfamiliar setting, with other talented children and the adult Company dancers. 
 
It is the first opportunity for their families to observe the creative movement 
sessions and to begin the process of understanding what will be involved for them 
and for their child if they decide to continue. Liv Lorent leads the sessions and 
explains the logistical and artistic process to the children and families; the families 
can ask questions and sit in on all sessions if they want to. The education team 
follow this up with email and written communication outlining the commitments for 
the rehearsal and performance timeline. The decision to continue is made by the 
children and families in communication with the Company. 
 
The second case study highlights some of the concerns which can arise for a child, 
and illustrates one of the themes which emerged from the data: 
 
Case study 2: vital role of parental encouragement and support during the 
engagement process  
 
Arria’s mother described how extremely excited she was when selected to be a 
young dancer in TLHE. She pushed and harried her mum to sign the consent forms 
that would allow her to take part. But nervousness soon set in when she had to 
attend workshops outside of school. On the day that Arria’s mum was interviewed by 
the evaluator she explained how her daughter hadn’t wanted to come that day, 
worried about her abilities and that others would be ‘better’ than her.  
 
Arria’s mother then explained how she dealt with the fear and lack of confidence 
which her child was demonstrating: ‘Does it matter if more children come? the more 
children the better, more children get the opportunities like you. Mummies and 
Daddies are encouraged too. Their mummies are coming out of their way to take 
their children. Just make friends and try and be comfortable with them’ 
 
She then tried to encourage her to think about helping other children who might 
be feeling like her: ‘Did you feel lonely when you first came? You didn’t know 
anybody, and you had the workers supporting you and encouraging you? And 
showing you movements, helping you and encouraging you. You can do that for the 
newcomers who come in, you can show them. How about trying that and then you 
might like it?’ 
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Creativity is conceived of as a path to ‘becoming’iv the ongoing unfolding process 
that occurs as people experience more range of human emotions, feelings, actions 
and expressions. A willingness to go beyond comfort zones is often cited in the 
research as a key element in nurturing creativity and how confidence may be 
developed through encouragement and supportv. It is possible to see from Arria’s 
case study how encouragement is a significant element in nurturing a child’s 
creativity, to go beyond the generalised perception of ‘what makes a good dancer?’ 
and to support the process of developing confidence (or perhaps courage) to 
face challenging circumstances – in this case the early engagement process.  
 
Development of talent in new children 
Once the children are formally engaged to be part of the young cast for The Lost 
Happy Endings, they begin a 7-week period of rehearsals, twice-weekly on school 
days between 4 and 6 pm. The children’s talent is developed through the experience 
of being part of a professional creation and rehearsal environment where they 
are treated as company dancers. They learn the elements of bringing performance to 
stage through their integrated participation in the process. They are given the 
opportunity to evolve their movement and dance skills, not through formal 
teaching of dance techniques, but through the regular practice of honing and 
developing their skills; those innate skills and talents first identified, in tandem with 
new skills they are absorbing and practicing along the way of the process.  
 
 

It	is	clear	from	the	data	that	some	children	require	a	
lot	of	support	and	encouragement	in	order	to	be	
successfully	engaged.	Arria	did	continue	her	
involvement	and	appeared	onstage	in	front	of	a	
large	audience.		It	is	likely	that	the	open	and	
inclusive	engagement	process	contributed	to	Arria’s	
mother	having	the	confidence,	and	knowledge	
about	the	process,	to	support	her	daughter	through	
a	moment	of	fear	and	encourage	her	to	follow	her	
initial	joy	and	excitement.	

‘That’s	what	parents	are	for,	so	we	don’t	just	let	
them	back	down’			Comments	by	Arria’s	mother	
from	her	interview	on	the	18	June	2019	

Arria’s	drawing,	right,	from	the	Conceptual	Drawing	
Exercise,	‘What	is	it	like	to	be	in	TLHE?’	showed	her	
mixed	emotions	during	the	process	but	her	final	
diary	entry	showed	a	triumphant	drawing	of	a	castle	
with	flags	flying	from	all	four	turrets.		
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The children learn through Liv Lorent’s co-creative process of allowing all 
dancers freedom to try out and explore movements which express the stories or 
ideas she is working with. In this way the children learn from themselves as their own 
ideas emerge from the outer stimulus; from each other either witnessing or exploring 
in partners or groups; and from the adult dancers’ expertise and experience as 
professional performers. They, and their families, get to experience first-hand how a 
co-creative process underpins the final shaping and defining of the onstage 
movement content. 
  
The development of children’s artistic talent was occurring simultaneously with 
the development of their ability to deal with new situations and relationships. 

The new children had no previous experience of being involved in the performing 
arts and yet they were committing to, enjoying, and successfully navigating many 
challenges along a wholly unknown path. The ‘confidence’ word is almost littered 
through every piece of feedback that was collected. This suggests that a great value 
is put on it; and there were many reports of children lacking it in their lives more 
generally.  

 
Case study 3: developing self-belief, confidence and courage  
 
This case study follows Amina who struggled with low self-esteem and self-belief 
during the later stage of the project: 

 
‘(Amina) shared with me her concerns about not having any special “skills”, because 
she could see other children being able to do handstands and tricks, and she couldn’t 
understand what was special about her that made her be part of the work. We talked 
about dance and performance and individuality and her own special qualities and I do 
hope she understood she was exactly where she was meant to be, very talented and 
valuable to us, and the company.  
 
For sure she got really confident on stage and enjoyed displaying wonderful moves 
that she felt a bit shy about before.’ 
 
   Virginia Scudeletti, Dancer, questionnaire response, Nov 2019  

 
 
It was possible to see Amina’s inner struggle and progression through her diary 
where she carefully detailed all the highs and lows of the 3-day performance period 
at the end of October 2019. Although many of the children drew and wrote in their 
diaries, Amina’s was the only diary that was faithfully completed and detailed her 
ever-changing emotional landscape.  
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‘you all keeping me saif and happy’ 
 

The first stage described happiness, gratefulness and feelings of 
safety and love; she noted her ambition to fulfil her wish to be a 
dancer for herself and for her family. Midway through she wrote 
about the ups and downs of her friendships including some bullying. 
She also noted her feelings of boredom at some things and a strong 
worry about being watched. She moved through this stage to the 
next one where she appeared to be reassuring herself of her hard 
work and effort, ‘…am always trying to be a ballet dancer’. In the 
later pages there was again an outpouring of happiness and joy. There was sadness 
on the last day and at the loss of her new friends. On the final page, her faithful diary-
keeping was formally signed off. 

 Evaluator summary of Amina’s diary, January 2020 
 

 
This case study is helpful in reaching for an understanding of why self-belief and 
confidence are viewed as critical in the development of children’s talent. It also 
demonstrates, along with the previous case study, how balletLORENT create an 
environment around the children which facilitates the development of 
confidence. The sense of ‘safety’ that Amina described is one where she felt able to 
step up to the considerable challenges of being part of the young cast. She was 
learning about herself through taking part in new and challenging activities; she 
was supported through making friends and building relationships, socially and 
physically; and when feelings of fear and self-doubt arose, she found responsive, 
caring and reassuring support. 
 
Research which looked at how creativity is nurtured in young dancers shone a light 
on what other factors are occurring and may be fundamental to the emergence of 
confidencevi. Courage, openness, flexibility and resilience were all found to be 
key abilities and characteristics necessary for creativity to develop.  
 
There were some disappointments along the way as some of the new children who 
were identified and engaged and who took part in the early creative workshops, 
decided to leave the project. Twelve new children were selected in total from the 
three Newcastle schools, four dropped out along the way, one child moved back to 
Saudi Arabia, and one child was asked to leave very close to the performance dates. 
There was no available data to track the reasons why the four children dropped out 
though Liv Lorent cited the ambitious nature of the production and the level of 
accomplishment expected from the children as a likely factor, ‘if we had pitched it a bit 
lower we might have had a little less dropout’ 
 
In terms of the child who was asked to leave this was a major disappointment for the 
Company, ‘we are like evangelists and want to reach every talented child out there and 
keep them’. They tried everything to keep him involved but, in the end, the risk of 
harm was too great, ‘however talented, if they are a danger to themselves, because of 
black out lights for example ... we need a bare minimum of discipline to kick in’.  
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The Head Teacher of his school was able to shed light on the child’s extremely 
difficult home situation which was contributing to his inability to continue.  
 
There were however two highly positive outcomes to emerge from the situation: 
firstly the child’s teacher described unexpected improvements in his school 
behaviour and classwork and this was directly attributed to his involvement 
with balletLORENT and engagement with the project; secondly the Company have 
strongly stated their plan and hope to re-engage with the child at a future date. Both 
the teacher and the Company have a strong belief that the child will find the 
necessary motivation and control to develop his talent at some point in the 
future. 
 
 
Children already known to balletLORENT 
The focus of the findings in this section is on the children who were previously 
identified and engaged in young cast projects; and how the Company’s talent 
development approach is being experienced by the children and their families. Data 
was also collected on their future ambitions.  
 
Seven children were re-engaged to be part of The Lost Happy Endings. The children 
range in age from 8-12, two attend St Paul’s with a third child from St Paul’s now 
attending a primary school in Gateshead, one attends Westgate Hill Primary School, 
and the remaining three children have moved on to secondary schools in Newcastle. 
The children have an ongoing and enduring relationship with the Company: for some 
it is through their participation in year round classes which the Company offer; for 
others they are invited to perform on tour; and in the case of one of the younger 
children, through a powerfully held belief in the commitment made to her, two years 
earlier, that she would be invited back for the next production. 
 
Parents of three of the children gave detailed feedback about the ways the young 
people had developed through their time with the Company. The data contained 
many examples of how development was noticed across different areas – 
highlighted in the text below. All quotes in italics within the flowing text are taken 
from written comments on the three questionnaires, specifically compiled for 
parents/carers of previous young cast and distributed towards the end of the project: 
 
The families described ways in which they saw development of creativity and these 
examples centred around other art forms including drawing, comedy, film making 
…their ideas just started to pop and flood in! The development of dance ability was 
acknowledged by one parent…improved many dance styles, developed more 
contemporary dancing abilities. One mother was less sure of her daughters developing 
dance ability…probably more on the drama side then dance and went on to note how 
her daughter had developed a new ability to take acting instructions and show emotion 
on stage with her whole body. 
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As in the earlier findings for the new children, the development of confidence was 
cited in much of the feedback. …was very shy before joining the team. She has grown so 
much in confidence and so much more open minded. One child was described as 
having developed more negotiation skills in resolving issues and there was evidence of 
leadership skills and greater willingness to speak up…can lead groups and has no 
problem being heard. One of the children was now taking on a leadership role at 
school and had been elected as a school counsellor: 
 

She’s always been that responsible little girl, but she’s grown to be more visible in the 
school. (the) Two experiences of performing must have helped her with that. 
   Judith Sword, Head Teacher, telephone interview, Nov 2019 

 
From a social perspective, parents described how their child has learned to get on with 
adults, smaller children and children she’s never met before. And for one child the 
ongoing familiarity of being part of balletLORENT had helped her to deal with current 
challenges:  
 

This has been a wobbly time leaving primary school and starting high school, a huge 
change. Although it is new kids and a new show it was also very familiar which has 
been grounding and comforting during this time in her life. 

Olivia’s mum, questionnaire feedback, Oct 2019 
 
The findings in this area have demonstrated significant evidence that supports the 
view that the way balletLORENT continue their previous relationships with young 
people in Newcastle is supporting the development of those young people’s 
talents and capacities beyond the art form of dance and is providing an 
opportunity to develop their wider life skills.  
 
The evaluation probed the young people’s unfolding ambitions. For some of the 
children there was a clear ambition to continue to dance and to become a dancer: 
 

‘I would do it when I’m older and I would practise and try to be as big as Ballet Lorent’ 
‘I’d like to be part of working in the theatre or acting or something like that’ 
‘I want to go around the world and include everyone in the same experience’. 

 
For others, there was a possibility:  
 

‘I would definitely consider it, working as a dancer, part time’  
 
And one child declared her ambition to be like Liv Lorent: 

 
be the one who shows them how to do it - the one who works out the show’. 

 
    Young cast members, peer-to-peer interviews, Oct 2019 
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For two of the children their current ambitions were going in other directions: 
 
Case study 4: a career in dance is hard work 
 
As is seen in other research, the nurture of creativity does not necessarily lead to a 
clear path in the art formvii but often results in more self-knowledge and self-
determination. The level of hard work required to be a dancer or to be part of a 
professional production was perceived as a somewhat de-motivating factor. Both 
Olivia and Terry had significant roles in earlier productions and had toured with the 
Company in Rumpelstiltskin, ‘they’ve been on the biggest journey’ (Liv Lorent). Both 
children joined in the early creative workshops while at the same time having 
reservations about committing to the whole project, and neither child expressed 
clear ambition to pursue a dance career in the future: 
 

‘I don’t want to be a dancer as I want to be an architect, but I would think  
about being it if I changed from being an architect’ 
 
   Olivia, Young Cast Dancer, peer-to-peer interviews, Oct 2019 
 
‘she has seen how hard the dancer’s life is and is not sure she could do this. Being in 
BL has shown her that a career in art is possible if you’re prepared to work for it’  
 
    Olivia’s mum, family feedback form, Oct 2019 

 
‘at the start he was very unsure (whether to take part in TLHE), he knew how much 
hard work it would be. It is hard to say (regarding future aspirations and ambitions) 
He has remained focused in his sport activities and volunteering’ 
 

    Terry’s mum, previous young cast questionnaire, Oct 2019 
  
Whether the children change their minds along the way is unknown but what seems 
clear from the detailed data in their diaries and drawings, and family feedback, is that 
regardless of the life paths they choose, the experience of having been in this and 
previous young casts has been a joyful and life enhancing one.  

 
‘It is always a pleasurable and humbling experience. It reminds parents  
what our children are good at and how they are developing as performers  
and human beings’ 

Terry’s mum, previous young cast questionnaire, Oct 2019 
 

Olivia’s mum also described her personal thoughts of accompanying her child over 4 
years of being in the young cast: 
 

‘Being allowed to sit in when the children rehearse is so lovely and allows me to 
switch off and enjoy the creativity of everyone in the room – a real privilege’ 

 
‘The atmosphere within the company is very special’ 

Previous young cast questionnaire, Oct 2019 
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Olivia’s Tree of Joyful Togetherness 
 
 
 

 
 

Drawing by Olivia during the Young Cast evaluation session conceptual drawing exercise: 
‘What is it like to be in The Lost Happy Endings?’ 

 
 

 
 

 



20	
	

Children who are family members of the balletLORENT artistic or 
technical team 
 
The Company decided to formally include their own children in the young cast of The 
Lost Happy Endings. There were five children in total, two had previous experience 
of performing in Rumpelstiltskin, having been drafted in due to unexpected dropouts 
during the 2017 production; three were engaged for the first time. Liv described how: 
 

‘It is the first time as a company we are involving our own within, like a circus, 
and we won’t know until the end of these shows whether we like it or not’ 

 
The evaluation has less data to analyse in this area and there was less time to 
investigate, but one key finding to emerge was related to the social and emotional 
development of the children who, like other older children in the young cast (Olivia, 
p11) were experiencing difficulties at school with bullying, alienation, struggling to fit 
in and unhappiness: 
 

‘Charlie is in a school he hates, having a terrible terrible time totally alone, alienated, 
miserable. Kean (young cast member) is the same apparently, Gwen (Co. dancer) 
asked him ‘have you got any friends?’ He said, ‘No, I don’t care’.  

 
You look at someone like Kerry, a beautiful girl, you think, ‘What problems can she 
have?’ But she is being very bullied by other girls in year 5’ 

Liv Lorent, F2F interview, Oct 2019 
 
For Charlie, the contrast between the described misery at school (above) and the 
drawing on the front page of the report, is a significant one. It is possible to see that 
his involvement in TLHE, even though he was ‘finding it awkward that you are my mum’ 
was delivering a joyful experience. Kerry was also reported in her mother’s family 
feedback form and new parent questionnaire to be ‘far more open to trying things on her 
own and less worried about being different’ and along with her brother was ‘excelling in 
self-confidence since being involved in this project’. 
 
The expression of joy and happiness is one of the most powerful findings within the 
children’s data (across the board whether new to the young cast, known to the 
Company or family members), and the evaluator’s observational data. The 
development of joy, enjoyment, happiness appears to be happening, in some part, 
as a direct result of creating a safe space for the children, and in this case a safe 
environment is one in which they find belonging and acceptance, and are 
validated for their artistic and creative talents: 
 

Quite a few across the company, nearly all have us have been that kid that hasn’t 
fitted in, a bit weird, a bit of a misfit, wrong sexuality, wrong class, wrong background, 
whatever it was. I suddenly realised that the ones who have latched onto it, it has 
enormous value, escapism, in a controlled world, a safe world where we are doing 
something beautiful and we are saying truthful things. 

Liv Lorent, F2F interview, Oct 2019 
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There was a particularly poignant quote from one of the children re-engaged for 
TLHE which is detailed here as it is supportive of the findings above; this is the child 
who has ambitions to take on a directing role like Liv Lorent. The following quote is 
showing a level of understanding of a theme which cropped up at different times, in 
this and in previous evaluations, and related to naughty children who are often 
excluded and do not fit in: 
 
  ‘I want to show they are a good dancer and not the naughty people’ 
       Cara, peer-to-peer interview, Oct 2019 
 
 
   
Aim 2: Examine the Company’s vision, ethos and ongoing development to engaging 
schools, children and families in their theatrical performances through their 
pedagogical and artistic approach: 
 

• With additional reference to the Arts Council of England’s (ACE) quality 
principles for working with, and creating work for, Children and Young 
People: striving for excellence and innovation; being authentic; being exciting, 
inspiring and engaging; ensuring a positive, child-centred experience; actively 
involving children and young people; enabling personal progression; developing a 
sense of ownership and belonging 
 

The data has been sorted and analysed to better understand the ways in which 
balletLORENT is evolving its approach to community engagement and participation. 
The detail of the findings is focused on change or evolution of approach as 
experienced by the teachers; the children; and the parents/carers. The seven ACE 
quality principles are introduced within the findings to emphasise examples of where 
they are being met, along with additional data on the achievement of Arts Awards. 
 
An evolving teaching approach? 
Two head teachers and one class teacher from two out of the three schools were 
interviewed by telephone and were encouraged to share their thoughts and 
experiences. Both schools have been involved with the Company since 2015 and 
2017 and had contributed to previous evaluations. The third school did respond but 
due to workload they were not able to take part in an interview or complete a 
questionnaire. The following section is set out to show the key outcomes which 
emerged from the data analysis: 
 
Increasing the amount of teaching time with specific classes 
There was a significant amount of data from teachers and the Creative Associates 
which charted greater learning and progress, development of skill, and growth in 
confidence because of the introduction of a new 6-week class immersion: 
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‘It can take much longer to see progress if you are doing something one hour a week 
but with this level of engagement you really could see progress. You could see them 
making progress week by week. It was so visible.’ 

Dawn Day, Head Teacher, Central Walker, telephone interview, Nov 2019 
  

‘…they have had the chance to develop the skill’s we were introducing them to over 
the six weeks. We were able to not just give a taster of ideas but really let them come 
back to (develop) skills over the weeks.’ 
  Natalie Trewinnard, Creative Associate, email feedback, Sept 2019 

 
Natalie described the type of skills which she saw developing over the extended time 
frame: 

 ‘…their cognitive abilities alongside a belief in their abilities; self-assurance; trust 
in themselves and in their peers. (they are) learning about spatial awareness and 
considering their actions and movements; getting inspired by others and maybe be 
the one who inspires others themselves’ 

 
It was not simply the time and the regularity of the workshops that was making the 
difference, it was this new development allied to the way in which the children were 
being engaged by the Company’s approach as professional creative artists: 

 
‘it’s about the approach and the quality of teaching and the capacity … the dancers 
obviously have this massive capacity … for discipline and the passion for body and 
shape and dance so when taught by them it adds even more value than our teachers 
teaching it – they are learning all the time so it has a massive impact on that area of 
development’ 
  Judith Sword, Head Teacher, St Paul’s telephone interview, Nov 2019 

 
Schools finding creative ways to stimulate creativity in the curriculum  
One of the schools, Central Walker, adopted the narrative text of The Lost Happy 
Endings into the academic curriculum. This was a long-held aim which was 
successfully implemented, as described below by Head Teacher Dawn Day: 
   

‘…we linked it into the reading curriculum. We did the book TLHEs, worked it into 
literacy groups as part of their english narrative books…They were learning it all the way 
through English and all the way through the ballet lessons. Children at the lower end of 
the ability scale, don’t always take in the story … but because they had acted it out, parts 
of it, it stuck in their heads a lot more, really helped with our lower ability groups’ 
 
‘Made it into a big topic on fairy stories in general but really took that book and made 
them think about that character and what they would do at the end. They did their own 
alternative endings ... really bringing out a lot more creativity … got them to 
structure their writing better. They didn’t have to think about a lot of the little things 
about the characters personality, they already knew about those, so it showed 
through in their writing.’  
 

This school also took part in the Arts Award scheme which James MacGillivray, the 
company Education and Projects Manager ran concurrently with the workshops; one 
hundred and fifteen children completed and achieved the Discover level award2.  

																																																													
2	https://www.artsaward.org.uk/site/?id=2300	
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For one child, who had special educational needs, the new approach may have 
made all the difference in his eventual engagement as one of the young cast:  
  

there was something that made me think that returning to the same children over a 
period of time allows a deeper engagement for the children that can have longer 
lasting benefits for them because of stability and repetition, familiarity of exercises 
allowing real development of skills I believe. 

Natalie Trewinnard, Creative Associate, email feedback, Sept 2019 
 
The Company have often identified children with special educational needs as 
having qualities that would be valuable and expressive in their fairy tale 
productions, but this is the first time they were able to go beyond previous limitations: 
 
Case study 5: Including children with special educational needs who are artistically 
and creatively talented  
Kieran was born 12 weeks premature and was oxygen dependent for the first 18 
months of his life; this, along with an early bleed on the brain, has resulted in him 
having significant developmental delays in his learning, physicality and behaviour.   
Kieran drew the ‘Thumbs Up’ self-portrait below in his personal feedback diary 
during the 3-day performance run at the Northern Stage. The drawing of Kieran 
walking confidently forward with a light shining on him from the left hand corner was 
drawn during a group conceptual drawing exercise where the evaluator asked the 
children to close their eyes and to focus on their breathing for a few moments and 
then asked the question, ‘What is it like to be in The Lost Happy Endings?’ The 
children were invited to draw or write anything that came to them in that moment. 
 

Self-portrait	by	Kieran,	‘Thumbs	Up’	

	

He	has	never	done	anything	like	it,	could	not	stand	
any	noise	before,	he	would	cry	and	sit	in	the	corner	
with	his	hands	over	his	ears.	

I	was	very	worried,	I	thought	he	would	hate	it,	it	
would	be	too	much	(as)	you	need	to	listen,	and	to	
focus.	Never	been	happier	to	be	wrong.	

His	eyes	take	everything	in,	but	the	messages	don’t	
go	to	his	brain	properly.	They	expect	he	will	have	
seizures	or	fits	but	I	think	he	just	drifts	off;	his	brain	
needs	to	catch	up	and	process	

(Doctor)	wants	to	try	a	low	dose	of	ADHD	drug	to	
slow	down	his	body	so	his	brain	can	try	and	process	
things	a	bit	faster.	I’m	worried	he’s	not	going	to	be	
him	anymore;	whether	he	will	able	to	do	things	like	
this	and	love	it	as	much?								

																														Interview	with	Mum	01/08/19	
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The case study is a powerful example of a child with special educational needs 
who has the talent and ability to perform, and who flourished as he received the 
necessary support and encouragement to develop and demonstrate that talent.   

 
Introduction of new props to the sessions 
Although the Company regularly use props in their teaching, the introduction of 
cushions – used in the school sessions and in the final production, to express 
sleeping and resting, anger and frustration, provided a new stimulus that was 
exciting, inspiring and engaging (ACE principle):  
 

‘the cushions were these lovely props, they enjoyed it and it was fun, so they were 
the whole time motivated and hooked in’  
  Judith Sword, Head Teacher, St Pauls, telephone interview, Nov 2019 
 
‘…were an amazingly tactile prop, and each child had their own. It opened out many 
safe and cognitive ways in to learning new skills and using them creatively. It also felt 
like it was a way in for children regardless of their academic abilities’ 
 
‘One boy found it really hard to join in the first 3 weeks, getting really upset when he 
couldn’t achieve what he wanted to which resulted in him sitting on the side of the 
room for most of the 3 weeks. He ended up bringing a special pillow in with him for 
comfort, but on week 4 he was like a different child he came in with his pillow and sat 
in the circle and joined in the first half of the workshop with a smile on his face! 
 

Natalie Trewinnard, Creative Associate, email feedback, Sept 2019 
 

It is possible to see in this seemingly small addition to the sessions, and the 
response from children, that the Company are developing their pedagogic and 
artistic approach in ways that are ensuring the fulfilment of many of the ACE 
principles: striving for excellence and innovation; ensuring a positive, child-centred 
experience; actively involving children and young people; enabling personal progression; 
developing a sense of ownership and belonging.  

Confidence	is	the	ever-present	buzz	word	that	many	
seem	to	use	as	a	gauge	of	positive	progress	in	children.	
The	evaluation	aimed	to	dig	deeper	to	uncover	what	
difference	it	makes	to	young	people’s	lives?	Here	
Kieran’s	teacher	explains	how	it	can	reduce	fear:	

Kieran	was	very	quiet,	kept	himself	to	himself,	wouldn’t	
say	boo	to	a	goose	but	now	he	now	walks	around	with	
his	head	held	higher.	Body	language	is	different,	
confident	to	join	in	with	other	things	and	try	other	
things,	to	have	a	go	at	something	he	wouldn’t	have	
tried	before.	(It	has)	taken	away	that	fear	and	becomes	

more	of	an:	‘I	can	do’	
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An evolving artistic approach? 
In terms of artistic development during the creative, rehearsal and performance 
stages, three of the children who were continuing their involvement, articulated the 
ways in which they observed and experienced the Company’s artistic evolution 
during their peer-to-peer audio interviews in Oct 2019: 

 
‘Snow White was very calm and organised, Rumpelstiltskin was a bit more like 
getting stuck in, not really caring what you looked like. Then this one, it’s really really 
different … cos everyone has a chance to show what they can personally do, it’s a lot 
of improvising and stuff’    

 
‘I’ve got to say this one is a lot more advanced, as the shows keep progressing, 
costumes get better, choreography gets better, it’s always better than the last one’ 
 

The ambition to allow the children to improvise, to express dramatic emotion, to be 
less controlled on stage was not always comfortable for children who were more 
used to the previous ways of working: 
 

‘In Snow White it was a lot more calm and more patched. Whereas this one is more 
dotted and more boisterous and out of place a bit more’  
 

Olivia, Young Cast Dancer, peer-to-peer interview, Oct 2019 
 
‘Olivia’s mum said in an email this morning that Olivia was nervous as she felt we 
weren't as prepared at the same time as previous shows’ 
 
   Christine Grimwood, Executive Producer, email, Nov 2019 

 
 
In TLHE the children had for the first time to express and embody negative and 
even destructive emotions, so that they could communicate a chaotic unhappy 
bedtime scene. The artistic direction given and expectation of all the dancers, young 
cast and adult professionals, is authenticity of expression. Throughout the process 
of creating the young cast scenes Liv Lorent and the Creative Associates were 
asking the children for honesty and bravery and the children continued to answer the 
request with their honesty and their bravery: 
 

‘hugely touching to watch the children expressing anger freely – how often is 
this allowed?’ E X P R E S S I O N 
 
‘asking the children to really step up, a large audience watching and no adult 
dancers to help them’ 

                           Evaluator field notes, MEA House, May 2019  
   

‘brings more out of them, revealing a lot of hidden talent. Need more things 
like this’ 
  Arria’s mother, informal feedback, MEA House, May 2019 
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At the beginning of August, the Company had their first run-through onstage at the 
Northern Stage. This was the first time that half of the young cast had been in the 
theatre and yet their performance was described by the Lighting designer, who was 
visibly blown away by what he observed, as, ‘They are amazing, better than professional 
actors!’  The children were described, in the field notes, to be completely immersed in 
the flow of work. Non performative style but utterly expressive movement communicating off 
stage. The authentic messaging and modelling of chaotic bedtimes was being 
vividly depicted, and felt by the evaluator, herself a mother of two daughters:  
 

Second scene of soothing their upset children, they were being and embodying this, 
not acting. Dancers were in that space, worried, caring, upset, not know what to do. 
PAIN. BL showing REAL LIFE scenarios which most parents could identify with. 
 
Children expressing frustration, destructive energy being discharged through 
movement and with permission. *Some power in this* 
 

     Evaluator field notes, Northern Stage, Aug 2019 
 
 
The data regarding the Company’s evolving artistic approach to participation 
provides an interesting link to the ‘confidence issue’. balletLORENT are aiming for, 
and facilitating the emergence of bravery and courage, honesty and authenticity, 
from the children and the adult dancers; yet parents and teachers and children 
themselves often cite confidence as the key change or development that they are 
observing. The Company are not aiming for confidence in the children as a trait or an 
outcome, instead they are courageously pushing the boundaries to allow children the 
scope to embody the whole spectrum of improvised movement and expressive 
emotion, and to do it an environment where it is encouraged and accepted. It is 
initially shocking to witness and difficult for some of the older children to unleash 
authentic anger for example. Eventually it becomes normalised and is accepted as 
an integral part of the unfolding story of the Lost Happy Endings.  
 
These findings support the creativity research, cited earlier in terms of ‘becoming’, 
as a way for children to experience more range of human experience. This is present 
when the aim is authenticity; pain as well as pleasure, vulnerability as well as 
strength, anger as well as joy, and all the subtleties that exist within those examples. 
The findings also find support in the research on nurturing creativity in young 
dancers, where it is courage, and not confidence that is seen as the necessary 
condition for creativity. The role of community was also acknowledged, poignantly, 
as noted in the personal diary of Eliza, the youngest member of the young cast: 
  

‘I am not afraid becos I am with uthu people’ 
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CONCLUSION 
 
The findings demonstrate how balletLORENT are continuing to build and strengthen 
their relationships with schools and communities in Newcastle. As in the previous 
participation projects for Snow White and Rumpelstiltskin they are providing creative 
movement workshops to schools, which are greatly valued by teachers and children 
alike. During the workshops they identified twelve talented children who took part in 
the early out-of-school workshops; five of those dropped out at different points, one 
was asked to leave close to performance time, and six remained to perform with the 
Company, enhancing and enriching the balletLORENT dance theatre performances. 
The Company continue to work with schools in some of the most deprived areas of 
Newcastle and to offer opportunities to children who have limited access to the arts. 
Of the schools who took part in the Lost Happy Endings schools workshop 
programme all three are recognised as having high numbers of disadvantaged 
children and pupils with special educational needsviii  
 
balletLORENT’s bold vision is to creatively empower a new generation through 
evolving a new participatory model and there is strong support to be found within the 
data of how that vision is being facilitated and realised throughout the course of the 
project. In 2019 they introduced a new development in their approach to working with 
schools; engaging with the same classes over a 6-week period providing creative 
movement sessions to the same children for one hour each week. The new model 
was highly regarded and valued in the schools as the children were reported to show 
more development in their movement skills, focusing capacities, and partnering 
abilities. This approach may have been the factor which led to the successful 
outcome of a long-envisioned hope, to identify, engage and develop the talent of a 
child with special educational needs. 
 
The early engagement process was also facilitating the possibility of creative 
empowerment for children and parents/carers. The participatory model is transparent 
and inclusive, it is an opportunity which is being offered, to be part of a professional 
company young cast. This is unusual in the performing arts where auditions are 
commonplace leading to more competitive and elite atmospheres. The 
balletLORENT model is open and welcoming and provides a way for everyone to 
learn more about what creativity is, and how creative approaches can lead to making 
performance work; and critically, to give those involved the power to decide whether 
to continue.  
 
The ongoing inclusion of previous young cast members is creating a reliable and 
trustworthy atmosphere of continuity, where seven children were invited back to 
develop their talents; to renew the relationships with their peers and the Company; 
and to model their growing artistic abilities to the new children. They were joined with 
five children of Company members. For all eighteen members of the young cast who 
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took part in The Lost Happy Endings performances, the artistic and creative 
challenge was significantly stepped up − and well met, as the children learned how 
to embody their emotions in an atmosphere of authentic encouragement and playful 
exploration. The Company achieved their ambition of portraying authentically 
emotional and chaotic scenes with young children at the heart of them, 
demonstrating their skill and courage to express difficult, often unwelcome emotion 
through their embodied movement.   
 
There were disappointing lows along the way which were as much a part of the 
overall experience as the uplifting highs. The data contained examples of the ups 
and downs which children (and in some cases, their parents) were experiencing 
during the project, whether in their outside school life, their family life or within the 
young cast environment. Introducing evaluation to the children as a tool for 
meaningful self-reflection provided significant data from the children’s drawings and 
writings that demonstrated the over-riding sense of joyous happiness, fun, friendship 
and sense of belonging that was occurring throughout the process. 

  
The data is clear in that balletLORENT are providing exceptional opportunities for 
children to explore and develop their creativity at all stages of the participation 
process. The children learn more about themselves, about each other and about the 
environment around them through a creative movement approach. For those who 
are engaged in the creating and performing aspects it is a further opportunity to see 
the possibilities which could lie ahead for them, while being part of a shared 
endeavour in the present, one that is both mythical and authentic. 
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