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‘I know I can do things now that I thought I couldn’t do. And I know I can start something and complete it because I usually get quite a way through it and then

walk out.’

Third Symphony – Men at War participant

Introduction

In 2002, Arts Council England invited applications for Dance Included, an initiative that aimed to explore models of good practice in dance and social exclusion. The Arts Council recognised dance organisations and artists were already working widely in social exclusion settings. Through Dance Included, it therefore intended to add to the existing knowledge of this area in the dance sector. 

Dance Included set out to build on and extend an earlier piece of Arts Council England research, the results of which were published in The Art of Inclusion (Jermyn, 2004). Of the 28 organisations included in this research, none were dance organisations. Dance Included aimed to fill this gap, and findings from The Art of Inclusion were used to inform the development of Dance Included. 

For the purposes of the initiative, Arts Council England provided a definition of social exclusion, recognising that not all artists and arts organisations used the term in the same way. The definition took low income as its starting point and focused on poverty in combination with other factors such as low educational attainment, poor health, crime and unemployment. However, Arts Council England recognised that people’s experience of social exclusion could be broader than this and considered proposals that sought to combat other factors.

From 45 applications, six successful projects were awarded between £40,000 and £60,000. Arts Council England viewed the initiative as an action research programme. Dance organisations were given additional funding to undertake research and evaluation, and Gerri Moriarty, a community artist and arts consultant, was appointed to help them with their self-evaluation. In addition, an independent researcher, Helen Jermyn, was appointed to carry out an overarching

evaluation of the Dance Included programme.

The successful projects were:

• Dancing Inside led by Motionhouse Dance Theatre

A dance residency and performance project delivered within a therapeutic community at Her Majesty’s Prison (HMP) Dovegate. The project explored the therapeutic impact of dance participation and performance on participants

• Physical Justice – Hook’d led by East London Dance

A dance-led cross-arts programme aimed at young offenders and young people at risk of offending. It aimed to show how dance could reduce re-offending, prevent young people from engaging in criminal activity and contribute to educational learning

• Third Symphony – Men at War led by Dance United

An eight-week project that aimed to use the creation of a dance performance in a young offender institution to support the accreditation of participants in basic and key skills

• Time to Dance led by attik dance and Barbican Theatre

A two-year programme of dance classes and social events for older people which aimed to increase participants’ mental wellbeing, reduce health inequality, and increase feelings of pride and self-esteem

• The Water Project led by The Place and Cardboard Citizens

A programme for homeless people which included outreach, weekly dance classes, intensive projects and attendance at performances. It aimed to improve the well-being of participants and motivate participants to make positive lifestyle choices

• Infusion led by tees dance initiative and Dance City

A project delivering weekly classes and other activities in three educational institutions. The project aimed to help participants develop positive attitudes to school and learning, develop personal and social skills, acquire employment skills and realise alternative career choices

This publication aims to use the experiences gained through the Dance Included projects to explore the challenges that arise when working with socially excluded groups and to examine the issues involved in developing good practice in this area. Its main source is the overall research and evaluation carried out by Helen Jermyn on Arts Council England’s behalf, published in 2006. In addition,

information from the organisations’ own evaluation reports and other sources relating to the projects have been used to provide particular details and insights. It is hoped that the information contained in this document will be helpful in guiding other dance organisations that wish to undertake work in the area of social

inclusion.

One of the original objectives of Dance Included was to document a range of approaches used by dance organisations and explore what approaches were effective and not so effective. To achieve this, the text of this publication is ordered according to the various stages of project management. Each chapter highlights areas of good practice and the challenges that projects faced in their work. This structure provides a clear framework for the issues being considered but cannot fully express how the different stages of a project relate to each other. A second objective was to look at the overall impact of the Dance Included projects – this and the legacy of the initiative on participating organisations are explored in the final chapters.

Brief descriptions of the six Dance Included projects are included towards the end of the publication to give a realistic context for the information presented elsewhere in the document. Where appropriate, specific experiences from projects have been used to illustrate particular issues.

A glossary of terms used as well as further information, including useful links, can be found at the end of this publication.

Planning

Projects in Dance Included arose from a variety of circumstances. Some were initiated by the dance organisations themselves. Others were begun at the request of partner organisations or were developed through existing networks. All of the projects represented an extension or continuation of the dance organisations’ work with socially excluded groups or in community contexts.

A uniting characteristic of the projects was that each of the dance organisations was clear that the project would deliver dance as a creative and artistic activity that had value in itself. This activity would have a range of benefits for participants and could be usefully combined with other elements, but none of the projects used dance simply as a social tool.

Examples of good practice seen in the planning of Dance Included

projects include:

• Projects responded to a local need either encountered by dance organisations in their own work or identified by partners working directly in social exclusion contexts

• Planning was considered and strategic and took into account the needs of all partner organisations as well as those of potential participants

• Clear and realistic aims and objectives were set at the start of projects, which were then used to measure the success of the activity. The aims and objectives were agreed and understood by all of the partners involved

• Flexibility was built into the plans of the projects, acknowledging the need to adapt to the emerging needs of participants and changing circumstances. For example, the Water Project explicitly built in ‘formative evaluation’ to allow findings to continually shape the project as it was delivered

• Evaluation was embedded into the projects from the start and was considered to be an intrinsic part of project activity

‘What attracted me is that it pushed the barriers. “Grey haired old ladies,

oh they do ballroom or line dancing.” This was something different and something to try. Now is my time. I’m not just someone’s mother or grandmother.’
Time to Dance participant

attik dance/Barbican Theatre – Time to Dance

One area of good practice that the projects did not fully explore was the involvement of potential participants in project development. Though feedback from participants was used to shape projects once activity was underway, several of the Dance Included projects did not consult with potential participants during initial planning. The organisations relied instead on their own expertise and experience, or that of their partners, to develop their plans. In retrospect, a

number of the projects noted that consultation with potential participants at the planning stage would have been of benefit to the development of their projects.

One challenge to planning that was encountered by some organisations was the availability of human and practical resources. For example, Dance United had to work around the availability of staff at Wetherby Young Offender Institution during the Third Symphony – Men at War project. The Time to Dance and Physical

Justice projects both had to deal with a lack of appropriate dance

spaces in venues local to potential participants.

Partnerships

Dance Included projects relied on strong partnerships with non-arts organisations to develop and deliver their programmes of activity. The dance organisations initiated and maintained key relationships with agencies that worked directly with the intended participants. These organisations brought with them an in-depth understanding of the participants and their needs, and provided a gateway through

which the dance companies could recruit participants to the projects. Alongside these core partnerships some projects developed relationships with further organisations to help with specific aspects of the project such as professional development of artists or the recruitment of participants.

Good practice present in Dance Included partnerships included:

• partners had a shared vision of what the project intended to achieve

• the projects fitted naturally with organisations’ respective goals

• projects were realistic about the contribution individual partners could make

• partners were clear about their respective roles and responsibilities

• partners were active, rather than passive, and honoured commitments

• effective channels of communication were maintained between partners

• the support of both management and frontline staff in partner agencies 

  was secured

‘It was a real high. It was a good feeling performing in front of people. It made me feel pleased everyone enjoyed it.’
Third Symphony – Men at War participant

Dance United at HMYOI Wetherby, 2003 – Men at War

Dance Included projects did, however, encounter a number of challenges when working in partnership.

• The initial enthusiasm of partners did not always result in active engagement from partners throughout the life of the project. For some partner organisations, participation in the Dance Included project was under pressure from heavy workloads and the conflicting priorities from their main areas of work. This could result in partners failing to deliver to the expected level. Partner agencies need to dedicate sufficient staff and resources for the duration of the project

• Staff in partner organisations may not fully embrace the project and immediately see its value. For example, in the Physical Justice project, some staff in Youth Offending Teams did not understand how dance could be of value to the young people they worked with. In the case of Third Symphony – Men at War, some uniformed staff at the young offender institution did not view the increased confidence of participants positively

• Changes in staffing in partner organisations were disruptive to the effective running of projects. Many projects appointed a dedicated coordinator to consistently oversee projects and to reduce disruption due to staff changes. Good handover procedures also ensured that information was not lost and that

channels of communication remained open Dance organisations need to understand the institutional context of partner organisations. Dancing Inside and the Third Symphony – Men at War projects worked respectively in a prison and a young offender institution. Motionhouse Dance Theatre and Dance United,

which led the two projects, needed to interact appropriately with complex, hierarchical institutions with particular views on discipline and security.

Recruitment and retention of participants

Recruitment of participants was a key issue for the projects in the Dance Included initiative. Individuals experiencing social exclusion by definition may be ‘hard to reach’ and there may be a number of practical and psychological barriers to their engagement with project activity. Recruitment was often complex and time consuming for the projects. Projects sometimes had to adapt and extend recruitment strategies to ensure an appropriate level of participation.

Committing themselves to a project may be a significant and difficult step for some participants. A number of the projects experienced high drop out rates or only intermittent attendance through the lifetime of the projects. This had implications not only for the activity being delivered but also on the evaluation of the projects. It had a particular impact on projects with low numbers of participants. However, some projects were designed to accommodate varying attendance and commitment by participants.

The Dance Included projects used a number of strategies to draw in potential participants:

• delivering taster sessions and outreach activity on participants ’home ground’

• using partners to refer individuals to the project

• setting criteria for participants – to ensure a good fit between the project and 

   the participant

• building on existing activity in which potential participants were already engaged

• direct marketing, including posters, leaflets and face-to-face discussions

• press coverage and advertising in the local press.

• word of mouth from current participants

• including social time or access to other activities within programmes of activity

• addressing practical barriers to participants, e.g. by providing transport to venues

• ensuring venues and facilities were welcoming

These approaches present their own challenges.

• Participants’ preconceptions about dance may need to be addressed during the recruitment process. Preconceptions create barriers to participation, particularly among boys and men who may see dance as an effeminate activity. This was a particular issue in the Dancing Inside and Third Symphony – Men at War projects which took place within a prison and young offender institution respectively. Within these institutions dance activity was viewed as a challenge to prevailing macho attitudes

• Using partner organisations as points of referral can affect perceptions of a project. For example, young people referred to the Physical Justice project by their Youth Offending Team worker may have seen participation in the project as a ‘punishment’

• Different individuals may have different needs that need to be addressed. 

For example, in the Time to Dance project some of the older people preferred to travel to a welcoming, high quality venue rather than attend a less appealing local venue as it made them feel valued and privileged. However other participants were

‘territorial’ and refused to cross ‘invisible barriers’

• The structure and context of projects affects participation and retention of participants. In some projects, participants or potential participants viewed programmes as too spaced out or taking place over too long a time. The structure of activity needs to be appropriate to the participant group a company is working

with. In the Time to Dance project with older people, weekly classes delivered on a termly basis worked well. However, in the Physical Justice project, East London Dance felt, on reflection, that a more intensive project would have better attracted the young people they wanted to work with. Some projects found problems

retaining participants when activity transferred from familiar outreach venues to an unfamiliar main venue. There were factors beyond the control of dance organisations that affected attendance. For example, in projects in criminal justice settings, some participants left the project because they left the institution

or schemes in which the projects took place

Professional development

Many of the dance organisations delivering Dance Included projects recognised the need to meet the professional development and training needs of dance practitioners and other artists working on projects. By including professional development as part of projects, the organisations ensured that artists had relevant skills and knowledge. Artists were then able to work safely, appropriately and effectively with vulnerable groups that may have been unfamiliar to

them.

Good practice in professional development took a number of forms which sometimes worked alongside each other.

• Formal training before the start of the project. This was frequently delivered by agencies and individuals external to the project. Training included both information on the context in which the artists would be working, for example the youth justice

system, and techniques for working with particular groups of participants

• Less experienced artists learned by working alongside more experienced practitioners and observing their working methods. In this way new knowledge and skills were gained ‘on the job’

• ‘Reflective diaries’ kept by artists and other staff were used as part of the overall evaluation for Dance Included. Some organisations found these useful when considering and developing individual and organisational practice

Challenges in this area included:

• pitching training at the right level

• correctly identifying and meeting training needs

• consistently putting into practice what was learned in training

Dance artists and other staff gained new knowledge and skills through working alongside partners with different areas of expertise and experience. This applied equally to staff from partner organisations who learnt about creative dance activity and its benefits.

‘It gave me confidence when I needed it because I was down at the time. It was a gradual thing – feeling that you’re interacting again, you’re having a little more faith in people. Because you were sort of down on yourself and other people.’
The Water Project participant

Project activity

The six Dance Included projects covered a wide range of dance activity and included a variety of different approaches to working in social exclusion settings. Programmes of activity were specifically designed to achieve particular objectives and to be appropriate to the needs of project participants. Details of each project’s work can be found in the project descriptions included at the end of this

document.

All the projects included a performance element. Public performance provided a focus for activity and a tangible goal for participants. Taking part in performances offered participants the opportunity to showcase their achievements and boosted their self-esteem, confidence and pride. Performance often provided a celebratory

endpoint to intense periods of activity.

Common strands emerged when looking at good practice in the delivery of dance activity.

• The project structure must be appropriate. The timing, intensity and regularity of projects need to be appropriate to the group to ensure commitment and engagement by participants

• Quality in process and production was pursued throughout projects. Projects had social aims, but this did not mean that there was dumbing down of content or that artistic quality was compromised. The role of lead artists in the success of projects

was felt to be vital by many projects

• Flexibility worked well for many projects. Programmes of activity were adapted in response to feedback from participants and to take advantage of new opportunities. Formative evaluation – such as that carried out by The Water Project – meant that organisations could make changes to projects as they were taking place

• Responding to individual needs was important, not only in terms of teaching styles and content, but in terms of the timing of classes, supplying food and refreshments, providing transport to venues, etc. For example, in both Time to Dance and The Water Project time for social interaction was an important element of the projects

• Continuity in staffing is important. Participants in some projects, for example the young people taking part in Infusion, found changes in staff upsetting which led to disruption of the project

• Participants should ideally be presented with a continuation or exit strategy. This would allow participants to build on their experiences in the project. This can be difficult to achieve in timelimited projects. Organisations found accessing further funding to be a stumbling block to continuing activity. Projects should be

able to build in help, advice and signposting to further opportunities into their programmes

‘My fitness is really improved. I’ve become more fluid and flexible. My body is better. I’m definitely fitter. I’ve never been so fit in my life. The sessions can be a really good workout. Dance – you use a lot of space, you move your body in a different range of space using

different movements.’
The Water Project participant

Evaluation

The Dance Included programme placed particular emphasis on evaluation as an intrinsic part of project delivery. Approaches to evaluation varied between the different projects and included the documentation of people’s experiences and monitoring of project engagement alongside evaluation of the effectiveness of projects.

Methods used in the evaluation of Dance Included projects included:

• questionnaires

• interviews

• informal chats with participants

• reflective diaries for artists, project staff and participants

• video documentation

• comparison of information with a non participating control group

A number of issues arose from the experiences of evaluation in the

projects.

• Evaluation is most effective when it is built into the projects from the start. Where possible a clear evaluation strategy should be designed at the start but adapted as necessary during the course of the project. Partners need to be made aware of their evaluative role and honour commitments to provide information

• Not all outcomes were easy to measure. Some scientific or standard measures were felt to be too intrusive by the organisations and/or participants. Participants may not be comfortable talking about their lives or their problems, or may be

suspicious of recording information

• Methods of evaluation should consider the attitudes and literacy needs of participants. A number of organisations found the best way of keeping in touch with participants’ experience was through brief, informal conversations before and after dance classes. However, data gathered by this method was anecdotal

and difficult to compare across participants

• On reflection, some of the dance organisations’ staff did not feel that they had enough expertise to undertake the evaluation that they initially set out to do. Other organisations found it valuable to utilise the knowledge and skills of an external

evaluator. Motionhouse commissioned the University of Surrey to evaluate the impact of the Dancing Inside project on participants’ dance skills and Motionhouse’s dancers’ development, and to research the therapeutic impact of the project on participants. Dance United involved an independent researcher to carry out the evaluation of Third Symphony – Men at War. Working with an

external evaluator can work well but organisations should be aware that it creates a further relationship that has to be managed by the lead partner

• Reliance on information from partner organisations can cause problems. For example, in the Third Symphony – Men at War project, it was difficult to obtain information on participants from Wetherby Young Offender Institution

Outcomes

Dance Included aimed to document a range of approaches used by dance organisations and explore what approaches were effective and not so effective. The case studies show that there is no single list of principles that can be applied to dance in social inclusion contexts and guarantee a successful outcome. However, recurrent themes did emerge among the projects that contributed to our understanding of the impact of dance in social inclusion contexts.

Increased dance skills, dance knowledge and appreciation of dance

Unsurprisingly, all the projects observed an increase in participants’ dance skills and knowledge, and an increase in participants’ appreciation of dance. This was a benefit that was experienced by participants with no former experience of dance and those that had engaged previously in dance activity.

Pride, confidence and self-esteem

The process of achieving and surpassing one’s own or others’ expectations can be confidence building in itself (though this is not something that is exclusive to dance and the arts). Dance Included suggests that performance, a very tangible and shared achievement, appears to have a great capacity to boost the confidence and self esteem of those taking part. When asked what they had felt most proud of, many participants talked about performing in front of an audience and the reaction of an audience.

Most evidence in this area is qualitative, anecdotal or based on observations made by staff of changes in participants’ behaviour. The exception to this is the evaluation of Dancing Inside by the University of Surrey. In this evaluation, while there were overall changes in participants’ self-esteem and a shift to greater internal focus of control over the course of the project, these changes were also seen in residents of the therapeutic community that had not taken part in

the project.

Physical health and well-being

None of the projects attempted to measure their impact on fitness using a scientific methodology but many participants reported through questionnaires that dance projects had made them feel fitter or healthier. Some staff on some projects also made this observation. Projects often incorporated weekly or more intense periods of dance activity meaning that participants were engaging in regular exercise.

Participants also felt that dance affected their overall well-being by providing enjoyment, fun, companionship, relaxation and relief from stress.

Trust and teamwork

Dance with others requires a certain level of trust and cooperation, even at a most basic level of sharing a dance space. The level of trust between people was particularly evident in projects that were contact based or required lifts and catches.

Supporting accreditation in basic and key skills

Third Symphony – Men at War did not deliver education as such but aimed to support young people’s accreditation in basic and key skills. However, dance activity and education were not as integrated as hoped in the project. Even so, seven participants did achieve accreditations and the key skills tutor noted several examples where students engaged in tasks that they typically found problematic (such as writing or redrafting a letter) because these tasks now had relevancy (such as writing a real letter of invitation to the performance). Both the key skills tutor and the head of education thought the students had surpassed the institution’s expectations of their educational attainment.

Other outcomes

Individual projects recorded a range of other outcomes including improvement in educational outcomes and communication skills, and a reduction in social isolation.

Statistical outputs reported by six Dance Included projects

	
	Workshops
	
	
	Participants
	
	Performances
	

	
	Lasting less than half a day
	Lasting more than a day
	Project participant contact time
	Total number
	Regular or frequent participants

	Number or participants performances
	Audience

	Motionhouse
	98
	0
	220
	29
	10
	3
	310

	East London Dance
	142
	8
	324
	318
	30
	1
	250

	Dance United

	40
	0
	40
	15
	7
	3
	315

	attik dance and Barbican Theatre

	460
	6
	1,180
	259
	124
	17
	3,211

	The Place and Cardboard Citizens

	84
	38
	323
	229
	24
	24
	5,656

	tees dance initiative and Dance City
	75
	4
	215
	32
	19
	1
	170

	Total
	899
	56
	2,302
	882
	214
	49
	9,912


Legacy

The organisations that took part in Dance Included felt they had learnt a great deal from the experience and many believed that it had impacted on their understanding of social exclusion contexts and their long-term aspirations.

Motionhouse Dance Theatre

Motionhouse Dance Theatre felt that Dance Included allowed them to take their work in social exclusion settings to a new level. It hopes to be able to continue this work as and when the right partners and resources become available.

East London Dance

East London Dance has learned a huge amount about working with the criminal justice system and about the organisations and agencies working with young people. It also learnt how to better work with young people across all aspects of researching, devising and planning projects. East London Dance is now developing a new three-year project working with young people at risk that builds on the organisation’s experiences in Dance Included.

Dance United

Dance United has developed a very productive partnership with Bradford Youth Offending Team (YOT). This partnership is now cemented through The Academy, a pioneering three-year action research project with Bradford YOT, funded by the National Endowment for Science, Technology and the Arts (NESTA), Arts

Council England, Futurebuilders and Bradford YOT. This is a direct outcome of Third Symphony – Men at War, both in terms of creating the partnership with Bradford YOT and in using the learning from Dance Included in designing the project. The project also influenced the development of Dance United’s successful bid to Arts Council England to work with four criminal justice partners in long-term

partnerships.

attik dance

attik dance have worked with participants in the Time to Dance project to create their own independent organisation, Chance to Dance. attik have helped Chance to Dance to raise money to support dance activity including: setting up a new dance class, participating in a project with primary schools and planning a summer social event.

The Place and Cardboard Citizens

The Place and Cardboard Citizens will restart The Water Project in spring 2006. The project has been refined using experiences from participation in the Dance Included initiative and will include more pathways of progression to further opportunities.

tees dance initiative

tees dance initiative underwent a complete restructuring during the evaluation period of the project, becoming the independent dance company Tees Valley Dance. The new company continues to maintain and develop its links with the schools involved in the project.

The Dance Included projects

Dancing Inside

Between March 2003 and July 2004, Motionhouse Dance Theatre led Dancing Inside, a residency and performance project in the therapeutic community (TC) of HMP Dovegate.

The Dancing Inside project aimed to:

• challenge preconceptions, reinforce positive attitudes and offer a productive perspective on the men’s place in relation to the arts, and in relation to each other and the world at large

• address issues of violence, lack of self-esteem, respect of others and trust

• reduce levels of stress and anxiety and promote a sense of wellbeing

• develop a new language for the men through which they could participate, create and communicate

• explore new forms of expression

• introduce an annual arts festival at Dovegate TC

Partners

Motionhouse already had a track record of working within the criminal justice system and had delivered work in a range of settings from youth custody centres to maximum security prisons. However, this work was new to the team of dancers that were working on the project.

HMP Dovegate, a Category B prison, houses a self contained therapeutic unit for 200 offenders. The unit comprises four therapeutic communities in which residents are encouraged ‘to understand how they became the person that committed their

crime’ and to learn how to change the way they make sense of their world and their place in it.

The project built upon a similar, successful project delivered by Motionhouse in 1989 at HMP Grendon, a maximum security prisonwith a therapeutic community. Dovegate TC’s director of therapy was then Grendon’s community therapist. 

The director of therapy and Motionhouse had a shared understanding of how the project could support the objectives of the TC. They were clear that the dance company was there to deliver dance not therapy. The director of therapy felt Dancing Inside supported the aims of the TC by:

• engendering an arts culture which acts as an antidote to macho-aggressive attitudes

• acting as a vehicle for self expression for those who find talking about themselves difficult

• getting ‘under the skin’ of those who appear to be very good at talking about themselves, prompting them to look at things in a different way and re-evaluate their ideas

Motionhouse had a good understanding of prison protocol and the constraints of prison work, and benefited from the input of the director of therapy, a senior member of prison staff who was familiar with the issues and concerns that the project might raise in the prison.

Participation

The residencies were promoted at meetings and posters were displayed. The performances at the end of phase one, at Rezart (The TC’s summer festival) in July 2003, helped to market the project to new recruits for its second phase leading to a performance at Rezart 2004.

Overall, 29 residents participated at some level in the project – 10 of these were frequent attendees going to 60% or more of all workshops. Of the 29, 16 performed dance pieces to audiences at Rezart in either 2003, 2004 or both.

In both years of the project there was a decline in attendance before numbers stabilised. Some participants were removed from therapy, transferred to other prisons or were released. Other people dropped out due to their expectations of the project not being met, the sessions being too physically demanding or injury. Some participants may also have dropped out because they found performing in front of other residents intimidating and many residents had difficulty in

longer-term commitment or delaying gratification.

Project activity

The company delivered a series of seven residencies, each lasting between five and 10 days. Under the direction of Kevin Finnan, Motionhouse’s artistic director, adult male prisoners from the TC worked alongside a team of seven professional dancers in contactbased dance workshops. The dance team who – except for Finnan – had not worked in prisons before were sensitised to the issues

involved through a training and induction programme. The dancer 

also found it valuable to work with Finnan who was very experienced at working in such settings. 

In initial workshops participants built up a dance vocabulary and knowledge about the body and also did exercises that built up levels of cooperation and trust. Workshops were based on contact improvisation and worked through demonstration and repetition. This was followed by a section where the various moves learnt were linked together into a movement sequence or phrase. As the skills of participants developed, Finnan introduced the idea of performing in

front of the group. In residencies leading to performance, sessions focused on exploring choreography and developing performance pieces.

The project culminated in performances in front of TC residents and staff as part of Rezart, the TC’s summer arts festival, in July 2003 and July 2004. In 2003, Motionhouse also performed their piece volatile.

Evaluation

Motionhouse and Arts Council England undertook evaluation of the project. In addition, Motionhouse commissioned the University of Surrey to evaluate the impact of the project on participants’ dance skills, Motionhouse’s dancers’ development and the therapeutic impact of the project on participants.

Outcomes

Increased dance skills and knowledge The majority of participants had no dance experience and, over the course of the project, felt they had developed dance skills, appreciated dance more and would like to continue dancing in the

Future. As the project progressed, participants: made more choices

about their movements; developed spatial awareness; became more physically expressive; were more receptive to other dancers; made critical judgments; and worked more cooperatively.

Health and well-being

Participants felt better or healthier as a result of the project, with some building knowledge on how to stretch safely and effectively into their gym routines. A majority felt that the project had improved their quality of life and feelings about where they lived. 

Tolerance of touch

This is an issue confronting men in prison due to increased sensitivity to the sexual connotations of touch. Initially, the level of contact in the sessions, especially with the female dancers, was a source of anxiety to some participants. University of Surrey research saw an increase in the frequency of touching immediately after a five-dayworkshop but these changes were not sustained.

Pride, confidence and self-esteem

Participants felt ‘proud’ and most agreed that ‘being involved in the project has helped me feel good about myself’

Trust and relationships

Participants talked about the need for trust in contact based dance and noted the growth in trust of the group over the course of the project. Often participants said that they had learned to trust more during the project and had got to know other members of the group better.

Machismo and self-image

The project challenged the idea that dance was not a ‘manly’ activity. 

Motionhouse dancers’ development 

The dancers’ reflective diaries showed that they had learnt new approaches and had been profoundly affected by the experience.

Physical Justice – Hook’d

East London Dance designed and delivered Physical Justice, a danceled programme involving other art forms, with a focus on hip hop, to young offenders and young people at risk of offending. The project worked with three Youth Offending Teams (YOTs) in East London boroughs.

The project aimed to:

• show how dance can contribute to reducing re-offending

• demonstrate how dance can contribute to educational learning

• prevent young people from becoming engaged in criminal activity

• find new methods of teaching, engaging and communicating with young people who are ‘hard to reach’

• identify organisational learning outcomes

East London Dance began the planning of the project with Redbridge YOT, with which it already had connections. YOTs in East London were then contacted to gauge interest in the project, with three wishing to be involved in the project.

Partners

East London Dance is a regional dance development agency based in Stratford in East London. It has a strategic approach to dance for and with young people which aspires to provide progression routes both into and through activity to education, training and employment. Before Physical Justice, East London Dance had not

worked specifically in the youth justice sector.

East London Dance worked with three YOTs from the boroughs of Barking & Dagenham, Havering and Redbridge. Each of the participating YOTs had approximately 100 young people on their scheme. YOT case workers refer young people to activities where they feel they might be helpful to the individual. None of the YOTs had previous experience of working with dance organisations

although some had referred individuals to other arts projects.

East London Dance also developed relationships with Pupil Referral Units (PRUs), Connexions and other agencies in East London.

Participation

To promote the project, posters, postcards and brochures were sent to YOTs and agencies to display or to hand directly to clients. Some material was also sent directly to young people. In addition, artists spent time in YOTs talking directly to young people.

A series of taster sessions was run in each of the boroughs to wet the appetite of young people for the forthcoming 12-week programme. These were held in venues within the boroughs and at open days on-site at YOT premises. While these generated a lot of interest, this did not eventually translate into attendance at sessions away from the site. (Sessions could not be held on site for the

duration of the project because the spaces were unsuitable.)

East London Dance had hoped to engage sufficiently high numbers of participants through referrals from YOTs and Connexions. When it became clear that numbers would be lower than expected, the organisation worked with PRUs and a school with an identified high exclusion rate.

A total of 318 young people had some level of engagement with the project, including 30 participants who regularly attended the intensive summer project. The attendance of most other participants was inconsistent.

Project activity

East London Dance carried out professional development activity to prepare staff and artists for the project. The project coordinator attended a five-day course on ‘Working with Vulnerable and Volatile Groups in Community Settings’ run by the Unit for Arts and Offenders (now the Anne Peaker Centre for Arts in Criminal Justice). The Unit also worked with East London Dance to devise and deliver

a three-day training programme for artists working on the project which provided:

• an overview of the youth justice system, health and safety, child protection, mental health and substance abuse

• practical methods of dealing with individuals and groups, and group stages and dynamics

• dealing with roles and behaviours, behaviour management for work being delivered in youth justice settings and evaluation of settings

Overall feedback of this training programme was positive. However, one of the identified challenges following the project was supporting artists to apply this training in the context of the project. Artistically led by choreographer Kwesi Johnson, the project involved a 12-week programme of workshops and an eight-day intensive summer project, culminating in a public performance in August 2004

at Stratford Circus attended by 150 people.

The project was designed so that the number of artist-student hours was sufficient to obtain a formal qualification as a tangible achievement for participants. East London Dance joined the Open College Network London Region and became a member provider. In addition, a programme of units was designed specifically for this project at Level 1, titled Physical Justice – Learning Through Performance. The units were: Working with Others, Introduction to Choreography, and Performance. However, due to inconsistent attendance no participants were entered for accreditation.

Evaluation

Evaluation by East London Dance considered three measures of success:

• participant rates of re-offending

• prevention of first time crime

• level of engagement in education, training and employment

East London Dance initially hoped to monitor the offending behaviour of 12 participants compared to a control group of nonparticipants for a period following the completion of the project. One-to-ones, group discussions and diaries were used to explore changes in a sample of participants’ attitudes to education, training and employment over the course of the project, and whether participants joined courses, found work or training.

Low and inconsistent attendance led to the development of a revised evaluation plan in June 2004. East London Dance had worked consistently with one PRU so monitoring of a sample of young people from there took place, in particular looking at attitudes to learning and self-perception. Six participants were interviewed by the project coordinator and a simple scoring method was created against which participants scored themselves. Tutors also scored participants. For a number of reasons, limited conclusions could be drawn from this piece of work.

A thorough evaluation was also undertaken by East London Dance of all aspects of the project, including feedback from the artists on their training programme and the project itself. Informal evaluation took place between the organisation, artists, young people and YOT staff as the project progressed. At the end of the project the organisation held evaluation meetings with each of the YOT managers. Feedback was obtained from 18 of the 30 people taking part in the summer project.

Third Symphony – Men at War

Third Symphony – Men at War involved Dance United working with young men and staff at Her Majesty’s Young Offender Institution (HMYOI) Wetherby from 17 February to 11 April 2003. The project aimed to:

• enable a group of male young offenders to acquire contemporary dance skills

• enable trainees to achieve accreditation in literacy and other key skills

• develop young offenders’ self-esteem, confidence and peer esteem

Partners

Dance United works with people of all ages and abilities who are marginalised through economic and social deprivation and conflict, and those that work with them. The company already had a track record of working in criminal justice settings and was experienced at working with young people excluded from education. However, Men at War was the first time that the company had worked with male young offenders.

Her Majesty’s Young Offender Institution (HMYOI) Wetherby is a dedicated male juvenile centre housing 360 trainees aged between 15 and 17 years. It offers half-time skills training and education provided by City College, Manchester. Skills training includes woodwork, painting and decorating, cookery and information

technology. Wetherby had not previously worked with a dance company or hosted a performance on the scale proposed for Men at War.

A further key partner in the project was The Unit for Arts and Offenders (now known as the Anne Peaker Centre for Arts in Criminal Justice). The Unit acted as a mentor and advisor to Wetherby’s key skills tutor.

Participation

The project was initially promoted through a poster campaign, talks about the project and a flyer pushed under the door of each trainee’s cell. This generated a good response, with 46 trainees interested in participating in the project.

Wetherby was responsible for the selection of participants. Trainees unavailable for the whole of the project, with a history of violent behaviour or with sub-basic skills were removed from the list of potential participants.

Of the 14 trainees selected, 13 arrived on the first day. Eight of the original trainees dropped out during the course of the project. The remaining five were joined by two new trainees and the group of seven went on to perform the final piece. 

Various explanations for dropping out were given. Some participants felt they had been ‘sacked’ from the project by institution staff, one said the project clashed with something else and another chose to complete other educational work. These explanations may have masked other reasons for dropping out. Institution staff reported that project participants had to cope with teasing from other

trainees and some feared ridicule.

Project activity

The project was led by choreographer Royston Maldoom, supported by two assistants. For eight weeks, from Monday to Friday, participants took part in daily rehearsals, each lasting less than two and a half hours. 

It was hoped that the creation of the dance performance would provide the context for education and accreditation. Originally, the key skills tutor was to work with the dancers as part of an integrated team throughout the project that would be structured in three

phases:

• phase 1: three weeks of dance skills and motivational training, at the end of which the participants would perform a choreographed piece to camera. The key skills tutor would sit in on dance sessions and use this to create educational materials

• phase 2: two weeks of production planning and design during which the group would work on the preparation and design of a live performance. During this phase, education would be introduced and the group would work on education portfolios

• phase 3: two weeks of rehearsal leading to performance

In practice, education work was introduced from the start of the project, and dance and education were delivered at separate times. Due to pressure of workload, the key skills tutor was unable to observe dance sessions and creating relevant educational material was difficult.

As the project progressed, trainees’ engagement changed from day to day and behavioural and emotional problems began to emerge. The key skills tutor felt that disengagement and disaffection were used by some trainees, who were reluctant to invest too much of themselves in one project and give others the opportunity to fail or reject them.

In total, 300 people saw the final two performances. There was also an informal sharing of work in progress at the end of the third week to an audience of approximately 15 people.

Evaluation

Dance United filmed interviews with participants, staff and audience members to create a documentary film. All participants were given a copy of the video as a memento of the project and evidence of their achievement.

The company employed an external evaluator who used interviews, observations, participants’ written assignments, the tutor’s diary, educational achievement, video footage and audience response to performances. Dance United considered establishing a control group but did not have the resources to do this.

Outcomes

Dance skills and knowledge

One participant (who left before the end of the project) had some previous break-dance experience, but none had previous exposure to contemporary dance. All seven participants who completed the project felt they had learned new skills and six of the seven said that the project had changed their views on dance. All seven felt the project had helped them gain a better appreciation of dance.

Educational objectives and key skills

The majority of Wetherby’s trainees had very low literacy and numeracy skills. Participants often felt alienated from the school environment and did not react well to didactic teaching styles. All seven trainees received Oxford Cambridge and RSA (OCR) Adult Literacy (level 1 or 2) and Assessment and Qualifications Alliance

(AQA) awards in Preparing for a Dance Lesson, Production of a Performance, Composition and Performance, Dance Awareness and Working with Others. Five of the trainees exceeded the tutor’s expectations in their achievements.

Pride, confidence and self-esteem

Six of the seven agreed that the project ‘helped me feel good about myself’. All seven felt proud of what they and the group had achieved. Fears of performing in front of their peers were very real and the performances were a huge achievement for those involved.

Trust and teamwork

All seven thought they had worked as part of team. However, Maldoom observed that they did not work as a group outside the choreography, within which they worked as a group in sophisticated ways.

Articulating emotion

The music, Gorecki’s Third Symphony, stirred emotions in some participants.

Health and well-being

The dance assistant noticed improvements in participants’ fitness levels. One participant said he slept better and another noted changes in physical well-being. All seven agreed that they ‘felt better or healthier’ (either physically or mentally).

Other changes

Six of the participants thought the project had changed the way they thought about themselves and what they could do. Other changes in behaviour and outlook were mentioned.

Time to Dance

From January 2003 to December 2004, attik dance and Barbican Theatre delivered weekly dance classes for older people in some of the most deprived communities in Plymouth as well as in some residential homes. The project also included a number of social events. It aimed to combat some of the problems associated with social exclusion, including poor health, social isolation,

marginalisation and low self-esteem and confidence. The partners hoped that the project would achieve the following outcomes:

• increased mental well-being and creative self-expression

• reduced health inequality through improved health and take up of healthier lifestyles in disadvantaged areas

• increased feelings of pride and self-worth by marginalised groups

• advances in personal and social developments

Partners

attik dance is a contemporary dance company that creates and tours new work. The company has an extensive education programme offering varied activities for communities in its home base and delivering residencies across the region. The company also supports an emerging dance infrastructure in the south west through the provision of classes, workshops and employment for dance professionals.

The Barbican Theatre is a small-scale community theatre with education and development of skills at the heart of its mission. The theatre’s activities include: producing theatre, programming work from new and emerging dance companies, touring theatre and education theatre pieces and workshops, and offering an extensive arts education and outreach programme.

Both Barbican Theatre and attik dance had previous experience of working with older people.

Links were developed by the partners with a range of groups including the local Primary Care Trust and Health Action Zone, neighbourhood groups, befriending services, Help the Aged, senior citizens’ groups and venues.

Participation

The project was promoted to potential participants through a flyer distributed door-to-door and to organisations working with older people. Press releases were sent to the local media – resulting in a front-page feature in the local paper – and adverts were placed in the local press at various points in the project. In some areas, staff visited existing groups for older people. Once the project got

underway, people coming to the class would bring others and news of the project spread by word of mouth.

The partners targeted GPs with information and encouraged them to use Time to Dance for social prescribing but although a lot of interest was expressed, it proved difficult to access services. A total of 259 people had some level of engagement with the project. Of these, 124 were defined as regular attendees (going to

more than seven classes each term), 12 took part in residential dance training and a performance tour of residential homes, and 22 attended a course delivered by Green Candle Dance Company.

Project activity

The creative team were drawn from Barbican Theatre, attik dance and known local dance practitioners. There was a commitment to training staff and professional development that included: bringing in the expertise of an external practitioner with significant experience of working with older people, external training and in-house

training.

The key strand of the activity was contemporary dance classes lasting two hours. Between four and six classes were held weekly throughout the project’s two-year timescale, some in residential settings.

The partners targeted the areas in which people lived to make it easy for people to attend. Classes were held at the Barbican Theatre and in four different communities that were selected because they were deprived areas or areas where there was an absence of activity for older people. Holding classes in communities was felt to be a good way to start the project, but the quality of spaces was poor and resulted in some classes moving. Practical factors such as the timing

of sessions and transport to venues were taken on board.

In sessions, tutors aimed to build up a ‘library’ of movement to develop confidence in key skills and gradually introduce groups to more creative elements and creating their own movement. The tutors responded to the different needs and aspirations of the different groups in various ways, for example one tutor introduced some sitting down exercises due to health issues and another responded to requests to dance to certain music or learn certain styles of dance.

Work in residential and day centres offered training and support for others interested in developing this area of work and continuing it beyond the life of the project. A taster day was held and shadowing opportunities were offered in one regular weekly class in a residential home.

Time to Dance also supported the work of a performance group made up of participants from the classes. The group participated in choreographic projects and took part in performances, including a mini tour of residential centres.

The partners organised two multicultural carnival events, one show and share event, one summer picnic, one visit to Dance Southwest launch, one visit to Green Candle Dance Theatre and a Christmas ball. These gave participants ‘focus, excitement, a sense of belonging, a reason to buy a dress, connect up with a friend’. The project also included a two-day film and choreographic course.

Evaluation

Methods used to evaluate the project included: questions on the back of enrolment forms, questionnaires and informal feedback gathered during tea breaks. Scrapbooks and video diaries were also used. In addition, Arts Council England carried out evaluation through two focus groups with participants.

Outcomes

Dance skills and knowledge

There was a wide range of previous dance experience and current engagement with dance among the participants. However, the approach and styles of dance would have been new to most of the participants.

Health and well-being

Enrolment data suggests that 40% of participants’ main reason for joining the class was ‘to get fit, healthy and active’. Five indicators were used in the questionnaires to measure the project’s impact on health: awareness of what level of exercise is appropriate, overall health and fitness levels, physical strength, suppleness, and energy levels. The majority of participants felt that each had improved a little or improved a great deal, with the exception of physical strength. Most participants attended regularly and therefore engaged in activity on a weekly basis. Some felt dance had alleviated health problems or made them less aware of their difficulties.

Social connections

The project enabled people to create new social relationships that were sustained outside the class environment.

Challenging stereotypes

The partners’ evaluation notes that the range of musical and dance styles used was popular – one of the attractions for some of the groups was that it ‘pushed barriers’.

The Water Project

From October 2002 to July 2004, The Place and Cardboard Citizens delivered dance opportunities for homeless people. The original idea was proposed by Richard Oyarzabal, Executive Director of Cardboard Citizens who were working in partneship with Crisis Skylight. Oyarzabal approached Chris Thomson, Director of Access and Learning at The Place, with the idea of applying for funding through

Dance Included.

The aims of the project were that participants should:

• take part and enjoy workshop sessions

• develop their ability to work cooperatively with other people

• learn new skills

• be open to trying ‘something different’, for example unfamiliar styles of dance

• develop their self-confidence

• feel better physically or mentally, or both

• feel more relaxed

• make new friends

• progress to other training, education or employment

Three higher level aims were proposed:

• to assist Cardboard Citizens and Crisis to achieve their aims for Crisis Skylight by providing a high quality participation programme in dance and movement

• to improve the physical and psychological well-being of participants

• to motivate participants to make positive lifestyle choices, for example about fitness or drink or drug use

The Place devised a proposal that linked dance and health with water. The project aimed to deliver dance workshops complemented by therapeutic movement sessions and massage, health support and the opportunity to swim or learn to swim. There would also be opportunities to see dance and performance projects. The Place and Cardboard Citizens jointly decided the structure and aims of the project. The partners wanted the project to be fluid in content and to be responsive to formative evaluation.

Partners

The Place is an international centre for contemporary dance and Britain’s largest national dance agency housing a wide variety of contemporary dance activity. Its Learning and Access Programme works extensively with schools and in community contexts, offers opportunities for young people, and runs the education outreach programme for the Richard Alston Dance Company, resident at The

Place. Prior to The Water Project, The Place had not previously worked with homeless or ex-homeless people.

Cardboard Citizens is the UK’s only homeless people’s professional theatre company. All its actors have personal experience of being homeless. It works with homeless and ex-homeless people as creators, participants and audiences, and is a leading practitioner of forum theatre. Cardboard Citizens provides the arts strand of the activities programme at Crisis Skylight, a place where homeless and

ex-homeless people can take part in free activities.

Participation

Outreach workshops were held at five hostels and day centres for the homeless with which Cardboard Citizens had good relationships or because of their proximity to Crisis Skylight. These sessions were promoted through posters, word of mouth and project staff inviting people who happened to be around when the workshop was taking place to join in. Approximately 35 people participated in the outreach and it was hoped that some would go on to participate in classes at Skylight. However, it was difficult to attract people to the classes. Outreach sessions continued alongside the project, but were discontinued as Crisis Skylight became better known and more people started attending sessions there.

A total of 182 people took part in either the initial outreach or attended at least one workshop held at Crisis Skylight. An additional 47 people participated in outreach workshops in refugee centres. People attended classes for a variety of reasons and had different levels of dance experience. Some came to dance, but some were initially attracted by the opportunity to have a laugh or by the meal

at the end of sessions.

Project activity

The project offered a programme of weekly dance classes, rehearsal and performance projects, trips to the theatre and other activities. Two-hour weekly classes were held at Skylight from Jan 2003 to July 2004 in 12-week terms. In spring and summer terms 2003, two weekends and a five-day course were held and used to try out different tutors and dance styles and to test reactions to various

complementary subjects such as yoga.

The project included five performance projects reaching an estimated

audience of 5,656 people:

• the wedding dance in Cardboard Citizens’ and Royal Shakespeare Company’s co-production of Pericles

• Thames Festival samba procession

• a performance at Southwark Cathedral

• a performance at Ten Feet Away Festival of Homeless Arts at Union Chapel

• a dance film, The Lido

Evaluation

Initially the partners wanted to take baseline measurements (of fitness levels, for example) but this proved too difficult. They also hoped to track changes in attitude and progression to further learning, training or employment, but this also proved problematic. The methods used to evaluate the project included: questionnaires,

profiling, peer coaching and mentoring, reflective diaries (for staff), diary workshop (for participants), a communal project diary, project staff meetings for formative evaluation and case studies. The main evaluation was carried out through the production of a video documentary that focused on three people willing to be interviewed at length about their experience on the project.

Arts Council England’s evaluation focused on interviews with four participants.

Outcomes

Dance workshops were a highly popular part of the programme at Skylight. The Place’s evaluation indicates that most of the objectives were met but that they only had anecdotal evidence of this:

• participants took part enthusiastically and in generous spirit, working cooperatively with others, trying whatever was offered in the way of dance styles and performance projects

• it seemed clear that most felt better physically and psychologically as a result of taking part

• some participants reported making new friends and feeling more self-confident

The findings were supported by in-depth interviews of four participants by Arts Council England.

Dance skills and knowledge

All of the interviewees felt they had developed their skills and had a better appreciation of dance.

Pride, confidence and self-esteem

All four interviewees felt the project had helped them feel good about themselves with three mentioning growth in self-esteem and confidence. Some participants described how the project had helped to build their confidence to a level where they felt they could pursue employment or training opportunities. For example, one of the interviewed participants went on to lead dance sessions and enrol at

college. All four felt proud of what they had achieved – including having attended classes regularly and their general development as dancers. The project had required commitment and professionalism which, while tough, was also a significant source of pride.

Health and well-being

All four said they felt better and healthier. Participants talked about improved fitness, increased flexibility and how sessions relieved stress and provided a space where worries disappeared. 

Infusion

Infusion was a project delivered by tees dance initiative (tdi) with the support of Dance City. Working in three different educational institutions, the project aimed to:

• aid personal and social development

• develop a positive attitude to school and learning

• provide skills to enable participants to engage in learning processes

• improve literacy, information and communications technology (ICT) skills and dance/physical skills

• acquire employment related skills

• realise alternate career choices

Partners

tdi was set up in 1999 as a pilot project initiated by Dance City and supported by the local authorities of Middlesbrough, Darlington and Hartlepool. It aims to promote and develop dance in the Teesside area through performance, education and community activity and runs a programme of dance development. tdi has now changed its name to Tees Valley Dance and has become an independent dance

company.

Dance City is a national dance agency that aspires to develop high quality performance and training, as well as access and participation in the rich variety of dance styles that are practised in contemporary Britain. Dance City was tdi’s parent company, having overall management of tdi before it became independent.

Participation

tdi worked in three educational institutions in Middlesbrough – one primary, one secondary and one further education: 

• Holmwood Special School, whose pupils range from four to 11 years

• Unity City Academy (UCA), whose pupils range from 11 to16 years

• Middlesbrough College, a further education college for students aged 16 years. Dance students at the college participated in the project

In total, 32 students participated in the project.

Project activity

The project set out to deliver weekly dance workshops in each institution. Additional activities such as gym skills, trampolining, visual arts, film-making workshops and career advice were also provided. These activities aimed to integrate the participants from the three institutions by allowing them to work together and get to know each other. After these joint activities it was hoped that

participants would work together in a final public performance. It was anticipated that older participants would be role models for younger participants and would take over some responsibility for teaching them dance skills, socialising with them and guiding them through the public performance.

Initial dance taster workshops and events began in June 2003 for selected students as planned. The groups were brought together to watch a performance by tdi and Middlesbrough College students, and play ‘get to know you’ games. College participants, UCA students and dance staff also visited Gym World to learn trampolining and gain gym skills.

Weekly dance sessions started after the summer break and ran from October 2003 to June 2004. However, disappointingly, UCA withdrew from the project in mid-October 2003 having changed its priorities for students (children were no longer allowed to come out of class for extra curricular activity, in order to create a stable learning environment for students).

Evaluation

The partners used a variety of evaluation methods: video, questionnaires, diaries, observation sheets for teachers, notes on workshops, one-to-one interviews and meetings.

An online secure intranet was established for participants, staff and artists which was intended to be a key vehicle for collecting data. However there were delays in the site’s development and participants found it difficult to use.

Arts Council England was unable to evaluate the project. Arts Council England’s evaluator instead worked with the project partners to develop their evaluation plans.

Outcomes

Career choices

Artists tried to simulate the atmosphere of a professional company as much as possible to show participants the reality of a dance professional. For some, the classes made participants want a career in dance more, but for others it put them off or made them think more carefully about their choice.

Dance skills and knowledge

All college participants felt they had improved their dance skills, specifically: increased confidence in lifts, increased confidence in experimenting, more ideas for material, better technique and body control and increased ability to remember routines or pick them up faster.

Problem solving

Eight out of nine interviewed participants said the project had helped to improve their task and problem solving skills.

Communication

Video interviews at the start and end of the project showed improvements in communication. Descriptions were more detailed and descriptive and showed a better expression of emotion and a wider use of vocabulary.

Pride, confidence and self-esteem

Artists and teaching staff agreed that participants had improved in confidence. This was shown by increases in the movement vocabulary of participants and their use of space during improvisation.

Glossary

Action research

This is defined in various ways and is an approach to research rather than a research method. Action research is used to plan, implement and monitor change. The approach is flexible and adaptive – it uses continuous feedback from participants to monitor and revise the research while it is in progress. Typically it aims to address both the concerns of people (in a community, organisation, etc.) and the goals of research through people working together on projects. Action

research involves working with and for people rather than conducting research on them and to be effective depends on the agreement and commitment of participants.

Basic skills

The Basic Skills Agency defines basic skills as the ability to read, write and speak English, Welsh or both and to use mathematics at a level necessary to function and progress at work and in society in general.

Category B prison

This is one of the four security categories for adult male prisoners. Category A is for prisoners who would be considered highly dangerous to the public, or a threat to national security. Category B is for prisoners for whom escape must be made very difficult. Category C applies to prisoners who cannot be trusted in open

conditions. Category D prisoners can be reasonably trusted in open conditions. Un-convicted adult prisoners (commonly referred to as remand prisoners) will generally be treated as Category B prisoners (see www.cjit.gov.uk for more information).

Connexions

Connexions is an information, advice and support service for young people in England aged 13-19, and up to the age of 25 for young people with learning difficulties or disabilities. It offers support on a range of issues and helps young people make choices about education, training and employment. It also offers help with young people’s personal or health concerns.

Contact based dance

A style of dance in which two partners support each others weight through a dynamic use of touch.

Health Action Zone (HAZ)

Some of the most disadvantaged areas of England have been designated Health Action Zones. These aim to find new ways of tackling health inequalities and social exclusion.

Hip hop

An umbrella term for a range of popular cultural practices, including forms of music and dance, that arose among urban African Americans in New York during the 1970s.

Key skills

Key skills are defined as the skills needed for work and life, and include communication, information and communications technology (ICT) skills, literacy, numeracy, teamwork and problem solving.

Pupil Referral Unit (PRU)

PRUs are legally a type of school established and maintained by a local education authority to provide education for children of compulsory school age who may otherwise not receive suitable education.

Therapeutic community

Different definitions of therapeutic community are available. Most democratic prison therapeutic communities specialise in personality disorders and recidivism, while concept-based therapeutic communities tend to be directed at substance abuse, which usually refers to drug rather than alcohol abuse. Treatment is usually voluntary. Inmates can leave if they choose to do so, or be expelled from the community for their behaviour. All units offer a daily or community meeting, democracy or patient participation in decision-making and running the therapeutic

community, and a predominance of group activities.

Youth Offending Team (YOT)

Youth Offending Teams are multi-agency teams whose role is to prevent offending. Each team has representatives from a wide range of services including police, social services, probation, health services and education. YOTs work with young people aged between 10 and 17 who are offending or at risk of offending and their families or carers. YOTs identify the needs of each young offender and their specific problems that make the young person offend, as well as measuring the risk they pose to others. This enables the YOT to identify suitable programmes that address the needs of the young person with the intention of preventing offending.

Young Offender Institution (YOI)

A prison for young people between the ages of 15 (16 for girls) and 21. Young offenders aged 18–21 have to be kept separate from adults and juveniles (under 18s).

Further information

For further information on Arts Council England strategies for working with people at risk, please visit www.artscouncil.org.uk
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Dancing Inside

Motionhouse Dance Theatre www.motionhouse.co.uk
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Physical Justice – Hook’d

East London Dance www.eastlondondance.org

Youth Justice Board www.youth-justice-board.gov.uk

YOT inspection reports can be downloaded from www.homeoffice.gov.uk

Third Symphony – Men at War

Dance united www.danceunited.com

Prison service www.hmprisonservice.gov.uk

Time to Dance

attik dance www.attik.org.uk

Barbican Theatre www.barbicantheatre.co.uk

The Water Project

Cardboard Citizens www.cardboardcitizens.org.uk

Crisis www.crisis.org.uk

The Place www.theplace.org.uk

A video documentary of the project is available from The Place for educational and advocacy use.

Infusion

tees dance initiative has changed its name to Tees Valley Dance and has become an independent dance company.
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� The definition of regular or frequent participants varied from project to project.


� Dance United’s estimation of project-participation contact time is based on hours of productive workshop activity, not timetabled hours. In addition to the 15 trainees who worked with Dance United for between one and eight weeks, several other trainees were involved in other aspects of the dance production such as set building.


� Workshops lasting more than half a day include four events and a two-day film and choreographic course which counted as two workshop days.


� Includes a film which has been counted as one performance.
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