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EXECUTIVE SUMMARY

This review was commissioned by Youth Music in March 2011 with the purpose of identifying evidence

concerning the impact of music making on young people within the youth justice system. It seeks to add

to the knowledge base on the effects of music-based work with young people by providing an up-to-date
synthesis of published research and evaluation of music projects in youth justice settings.

The report draws on three areas of work:

There is increasing acknowledgement of the role that music and arts can help to play in reducing re-
offending and contributing to a wide range of outcomes for young people. While there are a growing
number of projects and resources supporting music making with young offenders, evaluation of music
projects in youth justice settings is complex and the evidence base is relatively under-developed.

Project evaluations have reported a wide range of outcomes for participants in music projects in youth
justice settings including: increased engagement with learning and employment, improved skills,
increased confidence and self-esteem, improved communication, interaction and relationships, improved
attitudes and responsibility, increased awareness, enhanced capacity for reflection and expression of
feelings, and improved self-discipline and behaviour. Young people taking part in these projects report
positive experiences, including enjoyment, distraction from crime and awareness of new opportunities.
Reports have also noted positive social impacts of music projects with offenders and young people ‘at
risk’, including a reduced fear of crime in the communities where projects took place. Finally, research
has begun to explore the economic impact of such projects using methodologies such as assessing
Social Return on Investment (SROI).



In order to assess evidence from international research, a systematic review was undertaken between
March and July 2011. From 11 databases, 567 references were screened and the review identified
eleven relevant studies from the UK, Australia, the US, Canada and South Africa including six
quantitative and mixed methods studies and five qualitative studies. A list of relevant papers included in
the review is provided at the end of this document.

The quantitative studies were weighted towards custodial settings, particularly in the US, while the
qualitative studies were weighted towards community settings. Most participants were males and the
papers reported ethnic diversity in the study population. Notable differences were found in relation to
sample sizes, background of participants, setting, and outcomes making it inappropriate to combine the
statistical data from quantitative studies.

Critical appraisal of the papers was undertaken using standard tools revealed that the studies were
of varying quality. While most quantitative studies used validated outcome measures, they featured
methodological weaknesses, including small sample sizes and, in some cases, lack of randomization.
Most studies had a relatively limited focus, reflecting the fact that they were small-scale studies, often
undertaken by practitioners in their place of work. These weaknesses, together with a general lack

of detail in reporting of overall research design, recruitment and data collection, means that it is not
necessarily possible to generalize the findings to other settings or populations.

Nevertheless, the quantitative research studies identified evidence of outcomes in key areas including:

* Participants in some custodial settings show improvements in self-efficacy, self-esteem and self-
concept following participation in music making (Kennedy, 1998; Anderson and Overy, 2010;
Tyson, 2002; Bittman et al. 2009).

* Participants in some custodial settings show improvements in mood, reduced anger, increased
motivation and improved behavior following participation in music making (Anderson and Overy,
2010; Woodward et al, 2008; Bittman et al. 2009).

* Young people report positive perceptions of the impact of music projects (de Carlo and Hockman,
2003).

*  While the quantitative findings may be limited, they tend to be corroborated by interview data from
young people who strongly favour music activity in comparison to other activities offered.

The qualitative studies were also subject to methodological weaknesses in relation to reporting of
sampling, data collection and data analysis. Taken together, they provide a descriptive picture of the
experience of music making with young people in justice settings. Common themes can be identified
as follows:

Music making can help participants to shape individual and
collective identities, providing opportunities for development and shifting attention away from offender
identities (Woodward et al., 2008; de Roeper and Savelsberg, 2009; Baker and Homan, 2007).

Music making can offer young people a means of
fighting back against unbearable living and learning conditions. As well as being focused on individual
change, projects need to acknowledge and mitigate the impact of disadvantaged social environments
(Baker and Homan, 2007; de Roeper and Savelsberg, 2009; Lotter, 2003; Woodward et al., 2008).

Some young people respond positively
to rap as a genre that acknowledges their backgrounds and respects ‘their’ music. More broadly, the



impact of music making may be contingent upon the extent of ‘ownership’ felt by the young people
taking part. However, this sense of ‘ownership’ may vary across contexts and can be influenced by a
range of factors, including the skills and approaches of those leading music projects (Baker and Homan,

2007; Lashua, 2005; Tyson, 2002; Gann, 2010).

In order to resonate with young people, projects need to adopt
appropriate cultural resources including music genres. However, young people’s attachment to specific
genres may not be fixed. Music making projects can also widen horizons and address disadvantage by
informing young people about cultural issues (Baker and Holman, 2007; de Roeper and Savelsberg,

2009; Woodward et al., 2008).

Music making projects can afford young people valuable
opportunities for expression and release as well as resources for coping with difficult emotions (de
Roeper and Savelsberg, 2009; Lashua, 2005; Woodward et al., 2008).

Short term projects or projects that address only the most

basic needs fail to enrich young people’s lives and can lead to frustration and disappointment (de
Roeper and Savelsberg, 2009; Woodward et al., 2008).

Overall, these studies provide useful insight into the range and potential impact of music activities with
young offenders. The evidence is, however, inconclusive. There is both a need and an opportunity to
strengthen the research evidence base through application of more rigorous methodological approaches
across the range of research approaches.

As well as assessing evidence from international research, the review sought to gain insight from local
experiences of music projects in youth justice settings. Documents relating to 24 projects in youth justice
settings supported by Youth Music since 1999 were reviewed. The projects encompass diverse activities
and settings including YOls, schools and youth centres. Activities include singing, playing instruments
and performing, with several projects emphasising rap and hip hop culture as well as the use of music
technology. CD production is a recognized incentive for young people taking part. Some projects
involve peer mentoring and others offer accredited training programmes for participants.

While all projects undertake monitoring and evaluation, project evaluation frameworks are not well
developed. The reports identify challenges for outcomes evaluation which would be improved by greater
awareness of issues including evaluation design, sampling, data collection and data analysis as well as
data protection and ethical principles and procedures.

The reports commonly report high levels of engagement among participants. They also report some
common outcomes for young people in the following areas:

As well as increased musical skills, participants gained generic
skills related to education and employment outcomes including numeracy, literacy, problem solving,
communication and team-working.

Projects often report that participants gained increased confidence



and self- esteem after taking part in music making. In addition, some reports note the effects of
participation on participants’ capacity for reflection as well as on attitudes and behaviour.

Many projects report a strong sense of
achievement gained by participants and music leaders.

Many projects report that during the project participants became more
aware of progression routes including education and employment. Some participants are reported to
have developed a sustained interest in music making. Others benefited from having broadened their
horizons, developing new networks and relationships, as well as learning about other cultures.

Several reports identify
the positive impact that projects had on organisations and local infrastructure, documenting the
establishment of teams, facilities and partnerships with local service providers. They also report
increased awareness among youth justice professionals of the value of music making.

Young people reports positive experiences of projects including fun and enjoyment, expression, and
having something meaningful to do with their time. They also report enhanced feelings of mental
wellbeing including relief from depression, improved mood and coping, relaxation, and reduced stress
and violence.

The majority of projects include accounts of process evaluation and explore the challenges of

engaging ‘hard to reach’ young people in music making. They also identify barriers to participation
including social and demographic characteristics (gender, age, ethnicity); programme characteristics
(attendance; setting, programme length, group size); music style and genre; personal characteristics and
circumstances of young people (lack of confidence; chaotic lives); and problems of

interprofessional working.



This review has drawn together UK and international literature that demonstrates the impressive range,
depth and breadth of music making in the youth justice system. It points to a wide range of music

based activities that that can be used to support participants with complex needs in sometimes chaotic
environments. It shows how music making can serve as a resource for those seeking to work successfully
with participants with challenging behaviours, often eliciting inspiring results from participants who
have no prior experience of music making. The review highlights the potential of music in informing

and helping to motivate young people to take up progression routes into mainstream education and
employment as well as addressing young people’s social attitudes and values.

Evaluation of music making in youth justice settings is challenging, and project evaluation would be
strengthened by increased knowledge and awareness among practitioners of evaluation approaches,
principles and procedures. To date, the published research provides a patchy evidence base for music
in youth justice settings. There are some promising findings from quantitative and mixed methods
research, particularly those relating to outcomes such as self-esteem, motivation and behaviour change.
However, there is a need to strengthen the research evidence base through application of more rigorous
methodological approaches and consideration of key indicators of process, outcome, impact and cost-
effectiveness.

Qualitative research has yielded valuable insight into the experience of music making, particularly

in relation to the key themes of identity construction, empowerment, the use of music genres, cultural
relevance, and the value of expression for young people in justice settings. However, methodological
deficiencies prevail, leading to unsubstantiated claims.

Future research on the impact of music making on young people within justice settings should embrace a
range of different strategies to develop this important field.



1.0 INTRODUCTION

The review was commissioned by Youth Music in March 2011. It seeks to add to the knowledge base
on the effects of music-based work with young people by providing an up-to-date synthesis of published
research and evaluation of music projects in youth justice settings.

To gather and, if possible, synthesise evidence on the outcomes of music-
making with children and young people in the youth justice system
(including preventative and rehabilitative approaches).

The report draws on three areas of work (further details of the methodology followed for each of these
areas of work is contained in Appendix 1):



2.0 THE ROLE OF MUSIC AND
ARTS IN YOUTH JUSTICE

There is increasing acknowledgement of the role arts can help to play in reducing re-offending and
contributing to a wide range of individual outcomes for young people, including enhanced personal
development, improved health and well-being, increased engagement in education and learning, and
social impacts including improvements in social cohesion and community image (Miles, 2004; Wrench
and Clarke, 2004; Ruiz, 2004; ACE, 2005 (b); Arts Alliance, 2010). Music and arts are viewed as
inviting and safe activities (Anderson and Overy, 2010) that are particularly well suited to addressing
risk factors in young people and reducing juvenile crime (Ruiz, 2004; Baker and Homan, 2007).

In England and Wales, the youth justice system comprises custodial and non-custodial settings. The
former include Local Authority Secure Children’s Homes for young people aged 10 to 15 years; Secure
Training Centres for children aged up to 17 years; and Young Offender Institutions, usually for those
aged 18 to 21 years. Custody is recognized as an expensive route, with the average annual cost

per placement at £200,000 for a Local Authority Secure Children’s Home, £160,000 for a Secure
Training Centre and £60,000 for a Young Offender Institution (NAO, 2010). Alternatives to custody
include community-based sentences overseen by Youth Offending Teams (YOTS); these are multi-agency
partnerships that operate within the boundaries of single local authorities and comprise representatives
from local police, probation, social, education and health services. As well as overseeing aspects of
sentencing, YOTs undertake preventative work to reduce the likelihood of young people entering custody
or of re-offending. Hence as part of this role they may lead or support arts and music projects with
young people.

A report by Arts Council England (2005b) examined young people’s experiences of arts activities
while in custody, finding that these varied significantly between establishments, from very little to
substantial provision. However, 93% of respondents reported having had access to at least one arts-
based activity since being in custody. The activities most commonly undertaken were painting, drawing
and computer design.

The provision of arts projects for young offenders was given impetus by the development in 2005 of Arts
Council England’s national strategy for the arts and young people at risk of offending (ACE, 2005q).
This strategy was prompted by concerns over the growing numbers of young people aged between 10
and 17 years who were becoming involved in crime, many of whom have become completely detached
from education, training and employment (ACE, 2005q). Likewise, since 1999, Youth Music, the
leading UK charity that seeks to use music to transform the lives of disadvantaged children and young



people, has supported a dedicated programme of work in youth justice settings (See Section 4.0). More
broadly, UK government policy has emphasised the importance of education as a key to well-being and
social inclusion (DfES, 2004; Social Exclusion Task Force, 2007; Cabinet Office, 2008). The Healthcare
Commission (2009) has argued that significant impact could be made on reducing youth re-offending
via a needs-orientated approach, with criminal justice organisations working with other agencies to
develop appropriate interventions tailored to young people’s social, educational, employment or health

needs (SEU, 2002; DH, 2007; Bradley, 2009).

Developing needs-based interventions for young offenders is challenging, especially in institutional
settings where there is often an atmosphere of volatility and a culture dominated by rules, timetables
and procedures (Johnston and Hewish, 2010). A further challenge arises from the complex educational,
health and social needs of young people who come into contact with the criminal justice system (SEU,
2002; DH, 2005; DH, 2008; DH, 2007; Bradley, 2009). These young people show very high levels
of educational underachievement, learning disability, school truancy and exclusion compared with
their peers. Indeed, it is estimated that approximately one half of all known young offenders are school
under-achievers and around 15% have special educational needs (Youth Justice Board, 2005). They
also present with complex health and social needs. As well as the emotions and behaviours generally
associated with adolescence, young offenders experience disproportionately more health and social
problems, commonly linked to traumatic and unstable childhoods and familial experiences (Lader et al.,
2000; Hagell, 2002; Chitsabesan et al., 2006; Farrington, 2006; Nurse, 2006; Arnull, et al., 2007;
HMIP, 2007; National Audit Office, 2010). Moreover, young people in the criminal justice system
show higher relative levels of psychiatric morbidity (mental illness), emotional, behavioural and social
difficulties and drug and alcohol misuse (Farrington, 2006; Nurse, 2006; HMIP, 2007). Young females
appear to be the most vulnerable subgroup of the criminal justice population (Batchelor and McNeill,
2005; Chesney-lind and Pasco, 2004; HMIP 2004; Howard League, 1997; Tye, 2009), a recent
review of young female prisoners revealing very high levels of psychiatric disturbance, self-harm and
substance misuse (Plugge and Douglas, 2006).

Offending behaviour of young people is frequently linked with social exclusion, deprivation and health
inequality (SEU, 2002; Youth Justice Board, 2005; Farrington, 2006; Nurse, 2006; HMIP, 2007).
These factors also increase the likelihood that young people in the justice system will re-offend (Mo,
2008), and re-offending rates are higher for young people aged below 18 years than for their adult
counterparts (MoJ, 2010a; 2010b; 2011). Given the often complex needs of young people in the
justice system, interventions are needed that improve their health and well-being, reduce their likelihood
of re-offending and re-integrate them into society. Effective measures may need to address deeper social,
emotional and educational needs as well as tackling inequalities and social exclusion. Arts programmes
have the potential to make an important contribution to this agenda.



As well as these disparate projects, national level initiatives have been organized, such as the SPLASH
Extra project, organised by the Youth Justice Board as part of the UK government's street crime robbery
initiative. SPLASH Extra offered almost 300 combined arts projects in ten areas identified as having
high levels of street crime or youth nuisance. During the summer of 2002, a total of 91,023 participants
aged from 9 to 17 years across the county took part, 62% of whom were male and 38% female
(Woolland, 2003). National leadership for the development of music with young offenders has been
provided by Youth Music through various funding schemes that have supported this work since the

late 1990s.

Music and arts activity with young offenders has also been organised through regional and local
partnerships. ‘Reaching the Parts’ was commissioned by Oxfordshire Youth Arts Partnership and took
place in YOIs and YOTs within the region, targeting young people in secure accommodation as well
as young people deemed at risk, including those suffering from emotional and behavioural difficulties
(Spafford, 2003; Spafford and Havell, 2005). Sonic db, an award winning project that develops
skills in music technology and encourages young offenders to gain an understanding of the music
industry, was established in Staffordshire and Stoke-on -Trent YOIs in 2005 as a partnership between
Staffordshire County Council and Make Some Noise, a Youth Music Action Zone (YMAZ). Week-long
residencies involving four artists and groups of approximately ten young offenders worked on film
making and music. Some of the music was featured on national radio in a feature on positive anti-gun
crime lyrics, following a spate of shootings of young men in South London (Smith, 2009).

A number of specialist music agencies, usually charities and third sector organizations, are involved in
the delivery of music projects in justice settings. An example is the Good Vibrations Gamelan Project.
This project makes use of accessible and attractive Indonesian percussion instruments, enabling people
with little or no previous musical experience to engage in communal music making (Eastburn, 2003;
Wilson, Caulfield, and Atherton, 2008; Caulfield, Wilson, and Wilson, 2010). Other specialist arts
organizations include Safe Ground, which provides courses using story telling and drama to engage
and motivate learners of mixed ability. One such course, ‘Fathers Inside’, focuses on parenting skills,
encouraging prisoners to reflect on the impact of their actions on others, and to connect with their
families by engaging in their children’s education while in prison (Halsey, Ashworth and Harland,
2002; Halsey, Johnson, Kapur, and Harland, 2004; Create, 2007). An example of a recent project
with young offenders, ‘Making Tracks,” is discussed below.

Another well established charity is the Irene Taylor Trust, established in 1995 to provide music in prisons
across the UK. The Trust's Music in Prisons programme specialises in the delivery of week-long intensive
creative music projects delivered by professional musicians. Participants typically work towards creating
new music and performing this for other prisoners, prison staff, families and friends. The music is often
recorded and copies of the CD are then distributed to participants and their families. An example, ‘Fair’,
is discussed below. Another relatively well established charity, ‘Live Music Now’, (LMN), established



over 30 years ago by Yehudi Menuhin and lan Stoutzker, provides live music to the UK's welfare,
educational, justice and health sectors. It seeks to bring the experience of live music to those who have
limited access to conventional music-making as well as helping to develop the careers of young talented
musicians (de Viggiani, Mackintosh and Lang 2010). An example of a recent project with young
people, ‘Music in Place’, is discussed below.

Together these projects encompass a wide variety of approaches, activities and music genres.
Activities range from taster sessions to full courses (Spafford and Havell, 2005). And some projects
offer accredited training. For example, Fathers Inside offers a six week course that seeks to develop
confidence, co-operation, improved communication skills and responsibility and can lead to an
accredited qualification through the Open College Network (OCN) (Halsey et al., 2002; Create,
2007). During the 1990s, Ings et al. (1999) found a tendency towards guitar-led music styles,
particularly rock. More recently, projects have reported increased use of genres such as rap and hip
hop as well as the use of electronic music. Many of these activities are demand-led, including activities
linked with local festivals and community events (Ings et al., 1999). In some instances, music is
combined with other activities (Adams, 2009a and b). For example, SPLASH Extra was not a specialist
music programme, music being one of nine activity types provided, along with combined arts, crafts,
dance, drama, literature and visual arts. Music was reported to be one of the most favoured and well

attended activities (Woolland, 2003).

The end goal of music making with young offenders is not necessarily a product, since process issues
and skills development are all recognised as key to successful outcomes (Smith, 2009). However, many
music projects have a strong emphasis on outputs such as recordings and performances (Smith, 2010;
Goddard, 2006; Eastburn, 2003). CD production is often reported as a powerful incentive for young
people taking part.

‘Fair’ was a partnership with the National Youth Theatre which ran for three weeks at HMP Bullwood
Hall in 2006. The project was based on a previous musical theatre production ‘Fair’s Fair’ developed
with adult prisoners at HMP Askham Grange. A total of 39 young women responded to advertising
within the prisons and attended a taster session. Subsequently, 21 women returned for the programme
with 19 staying for its duration. The group were trained in a variety of music and theatre skills in order
to develop a production based on storylines relevant to their experience and featuring the impact of
teenage pregnancies, drug abuse, infidelity and imprisonment. The project culminated in three final one-
hour performances given to the governor and invited guests as well as to prison staff, other prisoners,
some family members, partner organisations, researchers and the local press.

The project was evaluated using a mixed methodology that involved focus groups and interviews

at three follow up periods (one week, one month and ten months post programme). Data from the
participants were compared with that from a post project comparison group of six young women who
were resident during the project but did not take part for various reasons. In addition, four case studies
were developed.

Accounts by participants and staff report a number of outcomes including increased confidence,
increased self-esteem, empowerment and overall improvement in skills and attitudes. These outcomes are
also demonstrated in the four case studies developed as part of the evaluation. These highlight the pride
that participants took in the work as well as the way this strengthened self- belief, increased energy
levels and ‘lifted spirits’. The report also notes the challenges of delivering this music project within a
prison environment, including organisational challenges and the difficulty of fitting in with the prison
regime (Goddard, 2006).



‘Music in Place’, a project delivered by Live Music Now, targeted 20 young people in two YOT
settings in South West England. Participants were offered six once-weekly music sessions focused on
developing skills that would enable them to create and present their final work in a performance and
CD. The project was evaluated using a mixed methods approach that included a structured assessment
of individual participants’ attitudes and behaviour completed by YOT leaders at the start and end of the
project. In addition, written feedback was collected at the end of the project from participants

and musicians.

The assessments were generally positive, with no participant showing deterioration against any of

the indicators (positive behaviour, social interaction, responsibility, expression and expressiveness,
confidence and goal-setting) between the first and second ratings. Participants and musicians also
reported favourable responses to the project, which, overall, was identified as having a positive impact
on participants’ self-confidence, self-esteem, engagement, communication, awareness of future music
and educational opportunities, teamworking skills, songwriting and performance skills (Smith, 2010).

‘Making Tracks’ took place in HMYOI Rochester which houses male offenders aged between 18 and
21 years. The project forms the final part of the six-week ‘Fathers Inside’ project. Over four days,
participants are encouraged to write music and songs dedicated to their children, working towards a
final performance and recording of a CD. As well as developing personal confidence and responsibility,
the project can lead to an accredited Open College Network (OCN) qualification. Reports on three
cohorts (June 2006; December 2006 and December 2007) indicate that, over this period, 42 young
men took part. A mixed methods evaluation approach was adopted, where participants were assessed
on the first and final days against several criteria including co-operation, teamwork, verbal and non-
verbal communication, contributing ideas, respecting others, enthusiasm, group feedback, confidence
and musical skills. A focus group was also held after each session. The evaluations highlight increases
in skills and attitudes across all areas, including reading and writing, and especially for teamwork,
confidence and musical skills. Participants reported positive impacts in a number of areas, including
ability to express feelings through storytelling and capacity to reflect on parenting skills.

The evaluations also indicate some of the challenges encountered during delivery of the project,
including irregular attendance due to prison operations and timetable clashes, and non-completion, with
participants leaving the project early for a variety of reasons, including release from prison, transfer to
another prison, and in three cases exclusion from the group due to disruptive behaviour (Create 2007).



Subsequently, the sector has become more developed, although research and evaluation challenges
remain. A number of umbrella organizations have supported and disseminated evaluation and evidence
on music in the youth justice system. Between 2002 and its closure in 2007, the Unit for Arts and
Offenders, subsequently the Ann Peaker Centre for Criminal Justice, provided information and research
on UK prison arts as well as helping to found PAN, the European prison arts initiative. The development
of the evidence base in the UK has been given recent impetus by the establishment of the Arts Alliance,
which disseminated a number of valuable publications, including an evaluation guide, which provides
an overview of evaluation approaches, quantitative and qualitative, and identifies potential outcomes
for assessment (Ellis and Gregory, 2011). The Arts Alliance website also includes an evidence library,
which contains information on over 60 projects with adults and young people in detention and justice
settings, covering a range of art forms including theatre, dance, creative writing and music

(Mclewin, 2011).

Evaluation of music projects in youth justice settings is clearly complex and there is no overriding
consensus regarding the most suitable methodology for this purpose. Guidance produced by Youth
Music provides information for practitioners about evaluation approaches and includes quantitative
assessment tools based on validated health and wellbeing questionnaires that are relevant to youth
justice settings (Youth Music, 2010).

Recently, there is surge of interest in economic evaluation methodologies, prompted by the increasing
scarcity of resources and the need to demonstrate tangible benefits of arts projects to commissioners

and stakeholders. Hence there is increased interest in approaches such as evaluating social return on
investment (SROI). SROI is a method of evaluation that seeks to calculate economic and social benefits
from projects, such as increased school attendance or reduced crime, and assesses these against project
costs (Wickham, 2008). However, these approaches do not necessarily offer a quick fix for evidencing
the value of arts. Implementing methodologies such as SROI can be challenging, requiring extraction of
detailed information that can be difficult to obtain. Furthermore, those who invest in projects may not be
the direct beneficiaries, meaning that it may be difficult to engage stakeholders using this methodology
(Wickham, 2008).

As well as documenting outcomes in evaluation, Miles (2004) emphasizes the need for research

to develop models and theories that can explain these effects in specific contexts. He suggests that
quantitative and qualitative methodologies can both contribute to this field and that longitudinal and
follow up work is needed to track longer term impacts and develop theoretical understanding.

In practice, evaluation approaches range from relatively unstructured case studies (see, for example,
Ings et al., 1999) to more extensive field research. In the case of SPLASH Exira, evaluation involved
analysis of an online survey as well as interviews with YOT workers, scheme co-ordinators, delivery
partners and young people, plus senior policy makers (Woolland, 2003).

Within custodial settings, evaluation approaches range from external assessment of individuals’ progress



through to methods, designed to elicit participant feedback. Evaluations often use mixed methods
including interviews, observation and questionnaires (Spafford and Havellm, 2005). The evaluations of
Fathers Inside (Halsey et al., 2004; Create, 2007) and the Good Vibrations Gamelan Project (Eastburn,
2003; Caulfield, et al., 2008) involved staff reporting on participants’ attitudes and behaviour in areas
such as co-operation, teamwork, verbal and non-verbal communication, contributing ideas, respecting
others, enthusiasm, group feedback, confidence and musical skills.

The Urban Beatz project report (Wickham, 2008) discusses the feasibility of undertaking a retrospective
SROI evaluation of a small-scale school-based arts project. As well as assessing impacts on participation
and absence from school, the project sought to calculate the costs to society of doing nothing.
Information on offending behavior was not included although the evaluation measured variables
associated with an increased risk of offending, including school truancy and exclusion.

Those who have undertaking research and evaluation in youth justice setftings report that this is
challenging for many reasons. Many of the factors affecting project delivery also affect research and
evaluation. Miles and Clarke (2006) examined the issues for researchers in justice settings where arts
projects are often disparate, small scale and shortlived. These are often provided by small, voluntary
organisations that may not have the capacity and skills needed to undertake extensive research and
evaluation. Projects in custodial settings face particular challenges arising from the need to fit within
the organisational regimes (Goddard, 2006). Availability of arts to young people can be limited by
organisational factors such as lack of financial resources, lack of adequate space (Ings, et al. 1999),
staff shortages and negative attitudes, with some staff and managers expressing a lack of interest or
support for arts provision (ACE, 2005). Such institutional constraints mean that project activities and
relationships are fluid and unpredictable, which can create difficulties for recruitment and retention

(Miles and Clarke, 2006).

Moreover, young people in justice settings may be difficult to engage because of experiences of trauma,
behavioural difficulties and negative experiences of previous education in their formative years (Bittman
et al., 2009; Anderson and Overy, 2010). Factors such as low self-esteem and low confidence among
young people in custody as well as difficulties caused by group dynamics are recognised as barriers to

the delivery and evaluation of projects (ACE, 2005 b).

A key challenge both for project delivery and evaluation is attrition (drop-out). Securing engagement
of young people in projects through to their completion is a recognized problem (Spafford and Havell,
2005; Smith, 2010). Fluctuations in attendance and high drop-out rates can make it difficult to
measure outcomes and follow up participants, preventing assessment of longer term outcomes such

as re-offending.

In a report that draws together experience of evaluations of Irene Taylor Trust projects, Mclewin (2005)
notes some of the challenges of introducing robust, scientific research designs into youth justice settings.
While the use of quantitative methodologies and validated measures, including psychometric tests,

may strengthen the validity of research, these can sometimes create barriers and cause anxieties if not
carefully handled. Hence, evaluation needs to be undertaken collaboratively with project participants,
who should be fully informed about what effect its processes and procedures might have on them.



Some of the reported impacts of music making on offender populations may not be age specific, so it
is worth considering evidence from evaluation of music making with adults before going on to consider
evidence from more focused work with young offenders. Evaluation and research on music making with
adults has identified a range of benefits from participation.

Evaluation of the Good Vibrations Gamelan Project, which has engaged both adult and young offenders
in music using Indonesian percussion, suggests that music can provide a starting block for change and
that participants can lever impetus from projects to go on to achieve personal and practical goals. As
well as helping offenders cope with imprisonment, such projects can tackle wider needs and lead to
sustained emotional, psychological and behavioural improvements, reducing the likelihood of
re-offending (Caulfield et al., 2008; Wilson et al., 2009; Caulfield et al., 2010).

Similar outcomes were reported in an evaluation of Music in Time, conducted by Superact with

older prisoners in South West England, where qualitative methods were used to explore participants’
involvement in a creative music programme (de Viggiani, Mackintosh and Lang 2010). Adult offenders
who took part in the Fathers’ Inside project reported that it made them more conscious and considerate
to others in their actions, as well as more committed to their families. Other benefits of the courses

included participants gaining social and life skills and educational certificates (Halsey et al.,
2002; 2004).

Research by Maruna (2010) on Changing Tunes (CT), a UK charity that uses music teaching, rehearsing,
recording, performance, improvisation and composition to aid the rehabilitation of offenders, identified
a range of impacts of music on adult prisoners. These included short term impacts (emotional energy,
management of depression and anger, coping with imprisonment) as well as longer term impacts
(increased confidence, finding one’s voice and creativity, increased employability and developing a
sense of identity separate from being an offender). Other research on music with adult offenders has

identified impacts including capacity and motivation for learning, self-esteem and hope for the future
(Cox and Gelsthorpe, 2008).



While it is difficult o quantify the effects of participation in music and arts on young offenders’ lifestyles
and behaviours, research commissioned by ACE found that as well as liking the activities, young people
who participate in arts are affected in a positive manner with regard to offending behaviour and social

exclusion (ACE 2005b).

The review identified outcomes and impacts reported in evaluations of music projects. These are
summarized below:

These are summarised below.

Summary of evaluation findings of music projects involving
young offenders and young people at risk

e Education and skills related to learning and employment (Ings et al., 1999; Woolland, 2003;
Goddard, 2006; Create, 2007; Smith 2010)
® Improved music skills (Ings et al., 1999; Create, 2007; Smith, 2010)

* Personal development including increased confidence and self-esteem (Ings et al., 1999; Woolland,
2003; Goddard, 2006; Create, 2007; Smith, 2010)
® |mproved communication, interaction and relationships (Ings et al., 1999; Woolland, 2003;
Smith, 2010)
Improved attitudes and responsibility (Ings et al., 1999; Goddard, 2006)
Increased awareness, capacity for reflection and expression of feelings (Create, 2007)
Improved self discipline and behaviour (Ings et al., 1999; Woolland, 2003; Smith, 2010)

Enjoyment, fun and alleviating boredom (Woolland, 2003; Smith, 2010)

* Awareness of new opportunities (Woolland, 2003)

* While young offenders are less likely to be engaged in arts than the general population, young
people on Detention and Training Orders (DTOs) are more likely than other socially excluded young
people to wish to continue with their preferred arts activity on release from custody (ACE, 2005).

Reduced alcohol and drug use (Ings et al., 1999)
Reduced offending (Ings et al., 1999)
Improved attendance and engagement in education and training (Adams 2009a; 2009b)



® A reduced fear of crime in the communities where projects took place (Woolland, 2003)

e Every £1 spent on a small scale school music project was found to generate £3 of savings
associated with the costs of school exclusion and youth unemployment (Wickham, 2008).




3.0 INTERNATIONAL RESEARCH
ON MUSIC MAKING WITH YOUTH
OFFENDERS AND YOUNG PEOPLE
AT RISK

The review sought to identify studies of young people who have come into contact with youth justice
systems, recognizing that there are international variations in the ways in which these systems are
organized. This process identified eleven relevant studies from the UK, Australia, the US, Canada and
South Africa (Figure 2). They include six quantitative and mixed methods studies and five qualitative
studies. A detailed overview of the study characteristics and findings is provided in Appendix 5.

The quantitative studies were weighted towards custodial settings in the US, although two (DeCarlo and
Hockman, 2003; Gann, 2010) encompassed community settings. The study populations were weighted
towards males, with some studies reporting ethnic diversity in the study population. Notable differences
were found in relation to sample sizes, background of participants, setting, and outcomes making it
inappropriate to combine the statistical data from quantitative studies.

The qualitative studies were weighted towards community settings although one (Baker and Homan,
2007) took place in a youth custody setting. The studies spanned the US, Canada, Australia and South
Africa. Four explored rap-based music genres while one (Woodward, Sloth-Nielsen and Mathiti, 2008)
examined the use of traditional African instruments. Three studies explored instrument playing, while
two (De Roeper and Savelsberg, 2009; and Lashua, 2005) examined digital music and other activities
associated with hip hop culture including break dancing, acting and spray painting.

The review also identified 37 papers that were not research or evaluation reports but provided useful
contextual information. A content analysis of this literature identified several key themes. The largest
group of contextual papers (10) examined associations between exposure to particular music genres
and risk behaviours such as misuse of drugs and violence. A further sub group (6) explored music as
a means of identity formation, resistance and empowerment. While addressing risk behaviours, these
papers tended not to focus specifically on young justice seftings. A number of journalistic reports and
media reviews of offender arts were identified (8). The remaining papers included overviews of
research (4), community music practice (3), music therapy practice (3), policy issues (1), and health
promotion (1).

Critical appraisal of the papers was undertaken using tools, adapted by the authors, from the Public
Health Research Unit (2006) and the National Institute of Clinical Excellence (NICE) (see Appendices 3

and 4). This exercise revealed that the studies were of varying quality.



Initial screening of 11
databases

567 hits using search

terms
Abstract screening References screening
identified 63 identified a further 14
potentially relevant potentially relevant
papers papers

Full text screening of
74 papers

11 research studies
for critical appraisal

In relation to the quantitative and mixed methods studies, key strengths were identified including:

*  Most studies used validated outcome measures.

* Higher quality studies used randomisation to investigate the impact of music interventions (Bittman
et al., 2009; Kennedy, 1998; Tyson, 2002).

However, a number of limitations were found in the quantitative studies that made it difficult to interpret
the findings. These included:

® Most studies had relatively low sample sizes and limited focus, such as a single institution. This
reflects the fact that they were small-scale studies, often undertaken by practitioners in their place
of work.

¢ There was a general lack of detail in reporting of overall research design, recruitment and
data collection.



In relation to the quantitative and mixed methods studies, key strengths were identified including:

Most studies used validated outcome measures.
Higher quality studies used randomisation to investigate the impact of music interventions (Bittman

et al., 2009; Kennedy, 1998; Tyson, 2002).

However, a number of limitations were found in the quantitative studies that made it difficult to interpret
the findings. These included:

Most studies had relatively low sample sizes and limited focus, such as a single institution. This
reflects the fact that they were small-scale studies, often undertaken by practitioners in their place
of work.

There was a general lack of detail in reporting of overall research design, recruitment and

data collection.

Taken together, the qualitative studies tell a strong story about the experience of music projects and
the implications of using music to work with young offenders. However, critical appraisal identified
some methodological problems that make it difficult to assess the evidence. These problems and
challenges, summarized below, can affect evaluation of many health interventions and are not
specific to music and arts projects.

Several studies did not adequately differentiate project activity from research. For example, when
procedures for obtaining participants’ consent were discussed, it was not clear whether these
applied to the research as well as the music project.

There was a general lack of detail in reporting of research procedures, including selection and
recruitment of participants, data collection and data analysis.

Across the quantitative and qualitative papers there was limited discussion of ethical issues encountered
and addressed during research studies.



Anderson, K. and Overy, K. (2010) Engaging Scottish young offenders in education through
music and art. International Journal of Community Music, 3, (1), 47-64.

Baker, S. and Homan, S. (2007) Rap, recidivism and the creative self: A popular music
programme for young offenders in detention. Journal of Youth Studies, 10, (4), 459-476.

Bittman, B., Dickson, L., and Coddington, K. (2009) Creative musical expression as a
catalyst for quality-of-life improvement in inner-ity adolescents placed in a court-referred
residential treatment program. Advances in Mind-Body Medicine, 24 (1), 8-19.

De Carlo, A. and Hockman, E. (2003) RAP therapy: A group work intervention method for
urban adolescents. Social Work with Groups, 26, (3), 45-59.

de Roeper, J., and Savelsberg, H. J. (2009) Challenging the youth policy imperative: Engaging
young people through the arts. Journal of Youth Studies, 12 (2), 209-225.

Gann, E. (2010) The effects of therapeutic hip hop activity groups on perception of self and
social supports in atrisk urban adolescents. PhD Thesis, The Wright Institute,
Berkeley, California.

Kennedy, J. R. (. (1998) The effects of musical performance, rational emotive therapy and
vicarious experience on the self-efficacy and self-esteem of juvenile delinquents and
disadvantaged children. PhD thesis, University of Kansas.

Lashua, B. (2005) Making music, remaking leisure in the Beat of Boyle St. PhD Thesis,
Edmonton, University of Alberta; See also Lashua, B. & Fox, K. (2007) Defining the
Groove: From Remix to Research in the Beat of Boyle Street. Leisure Sciences, 29,
143-158

Lotter, C. B. (2003) Circles of Courage: Music therapy with adolescents in conflict with the law
at a community-based setting. M Mus thesis, University of Pretoria, South Africa.

Tyson, E.H. (2002) Hip Hop Therapy: An Exploratory Study of a Rap Music Intervention with
AtRisk and Delinquent Youth. Journal of Poetry Therapy, 15, 3, 131-144

Woodward, S. C., Sloth-Nielson, J., and Mathiti, V. ((2008) South Africa, the arts and youth in
conflict with the law. International Journal of Community Music, 1, (1), 69-88.



Several studies examine the effects of music on self esteem. A randomised controlled study of 45
participants in a residential justice setting in the US (Kennedy, 1998) assessed the effects of music on
self-esteem and self-efficacy, defined as the expectation of successfully meeting challenges, overcoming
obstacles and completing a task. The post-project self-efficacy scores of those involved in musical
performance alone or combined with cognitive strategies were significantly higher than those receiving
other conditions (cognitive strategies alone, watching a video of performance and a control group
with no intervention). The self-esteem scores of those involved in musical performance also improved
significantly following the intervention, although the results did not differ significantly in comparison

to the other conditions. The author concludes that musical performance either alone or combined with
cognitive strategies is a superior intervention for increasing musical self-efficacy of juvenile delinquents
and disadvantaged youth.

A mixed methods study (Anderson and Overy, 2010) assessed the effects of music (guitar playing and
group performance) and art (creation of a group sculpture) on 14 young offenders in custodial settings
in Scotland. The findings were mixed and included an increase in self-esteem for the music and control
groups, but not for the art group, and improved emotion scores in the music and art groups, but not
for the control group. The small sample size and lack of randomization make the quantitative findings
difficult to interpret. However, they are corroborated by qualitative interviews in which participants
reported positive responses to the music and art groups.

Tyson (2002) used a well executed study design to assess the effects of Hip Hop Therapy (HHT) on
self-concept and peer relations in a residential setting for ‘at risk’ youth in the US. HTT is described as a
synergy of hip-hop, bibliotherapy and music therapy that involves discussion of rap lyrics, emphasising
positive themes including identity, peace and unity. The statistical findings were inconclusive, perhaps a
consequence of the small sample size (only 14 young people took part). However, participants spoke
very highly of the intervention in post project interviews. Similar mixed findings are reported by Gann
(2010), who assessed the effects of music on self-concept and peer support in a small sample of ‘at risk’
pupils from two urban schools in the US. No statistical changes were found but participants reported
that the intervention made them feel better about themselves.

Issues of motivation and behavior change were explored in several studies. Anderson and Overy,
(2010) examined behaviour and education attendance records for participants involved in a prison
music project, comparing these with data from a group undertaking art and a control group receiving
standard education. The music group showed a decrease in behaviour incidents, (breaking prison rules),
post project: a difference that was not observed for the other groups. Educational attendance records
also indicated increased engagement with education during and after the project for individuals in the
music and art groups, with the largest increase in the music group.

None of the studies measured re-offending in any systematic way, although Woodward et al., (2008)
report that quantitative data show a reduction in re-offending. However, lack of detailed reporting makes



it difficult to assess the validity of these findings.

Evidence that music can lead to improvements in a range of personal and interpersonal outcomes

was identified by Bittman et al. (2009) in a randomised controlled study that assessed the effects of a
structured music programme, using hand drums, percussion and keyboard with 52 participants aged
12 to 18 years in a secure, court referred residential treatment centre in the US. Participants showed
significant post-project improvements in school/work role performance, depression, mood negative self-
evaluation and anger. However, the specific setting of this study and the relatively low sample size limits
the extent to which these findings can be generalized to other seftings.

Several studies note that music activity is strongly favoured by participants. DeCarlo and Hockman
(2003) assessed the perceptions of rap therapy of 21 male adolescents, including offenders and a
non-randomised control group of high school students. Rap therapy is a group work intervention to
support pro-social skills development that involves group analysis of different types of lyrics ranging

from ‘Gangster Rap’ to ‘Spiritual Rap’. Participants vastly preferred rap therapy to a psycho-educational
group therapy activity that they also undertook. The rap therapy was associated with reported
improvements in levels of relaxation, enjoyment and excitement about upcoming meetings. However, the
sample size for this study was small, further limiting interpretation of the findings and their generalisation
to other settings and populations.



A key theme emerging from these studies is that of identity construction. Several authors suggest that
music making projects with young people offer participants opportunities and resources to experiment
and construct ‘creative’ identities, shifting attention away from their status as ‘juvenile offender’ (see for
example Woodward et al., 2008). Hence some young people are described as emerging from music
projects with a stronger sense of identity and an awareness of the value of music making in terms of
personal development and future career planning (de Roeper and Savelsberg, 2009).

Baker and Homan (2007) suggest that while young people from disadvantaged backgrounds possess
few economic assets, music can offer cultural and aesthetic resources to support the construction
individual styles and identities (Baker and Homan, 2007). Identity is not presented as a fixed entity, or a
notion that simply pertains to the individual. Rather, identity is continually being shaped and is rooted in
collective experience.

The studies include many examples of individual empowerment, for example, Baker and Homan (2007)
suggest that producing a CD de-mystified the processes of song-writing and composition for participants,
who gained increased capacity for reflection as well as the sense of purpose, agency and achievement

from the project.

More broadly, some authors emphasise the role of music making in helping young people counter
disadvantage, providing them with a ‘voice’ with which to communicate to policy makers and others (de
Roeper and Savelsberg, 2009). Lotter (2003) and Woodward et al. (2008), both reporting in the South
African context, emphasise the importance of addressing and mitigating socioeconomic conditions of
disadvantage that affect participants in music projects.

In Baker and Homan's study, rap music again emerges as having a particular role to play, being
described as a music subculture that specifically challenges wider social alienation and oppression,
offering a means for young people to develop self-esteem through ‘telling it like it is’. Like de Roeper
and Savelsberg, (2009), they argue that music projects for young offenders may be potentially limited if
they focus creativity on individuals’ deviant biographies and behaviours; rather, empowerment might be
better served by addressing wider questions of history, identity and resistance.

Although rap music is a genre widely associated with Black Atlantic and African American experiences,
the studies suggest that rap is taken up by wide range of disadvantaged urban young people (Baker and
Homan, 2007; Lashua, 2005). Tyson (2002) suggests that some young people respond positively to rap
as a genre that specifically acknowledges and respects their backgrounds and ‘their” music. However, it
is acknowledged that rap music is subject to negative perceptions and that a ‘paradigm shift’ is needed
to understand the value of rap music and hip hop culture. Tyson suggest that music interventions that

use the rap genre can emphasise positive themes such as self-concept, positive racial identity, group
identity, peace and unity (Tyson 2002). However, directing young people towards particular subgenres
and imposing themes and rules about lyrics can be problematic in youth justice settings. In Baker and
Homan’s (2007) study, young people did not wish to cooperate with rules imposed by project staff
proscribing ‘negative’ lyrics.



This suggests that the potential impact of music making may be contingent upon the extent of
‘ownership’ felt by the young people taking part. However, this sense of ‘ownership’ may be influenced
by different contexts; hence there is a need for research to develop situated understandings of the
meanings young people attach to music making in youth justice settings. More generally, Gann (2010)
suggests that the potentially negative aspects of particular music genres can be mitigated using effective
group work principles that emphasise empowerment. This means responding to young people’s felt and
expressed needs rather than to labels attributed by others.

This discussion relates to a broader theme of cultural relevance. In some of these studies, participants
were reported to be highly selective in their choice of activities based on their perceptions of cultural
and gender relevance (Baker and Holman, 2007; de Roeper and Savelsberg, 2009).

Cultural relevance is also emphasised by Woodward et al. (2008). However, this report differs from the
others in that it does not privilege rap music or hip hop culture. It also challenges the idea that young
people enter projects with an “authentic’ sense of culture that needs to be validated. Rather, there is

a recognition that poverty and disadvantage undermine cultural awareness, and a sense that young
people need to be provided with a framework that fosters individual success and recognition at the
same time as encouraging community cohesion. This is attempted by creating safety as well as informing
participants about their culture and history through the use of traditional instruments such as the African
marimba, a tuned percussion instrument.

These studies suggest that responding to young people’s musical preferences and experiences is a
complex challenge. On the one hand, the use of musical forms and genres that are perceived as
‘inauthentic’ by young people may result in failure to engage participants. However, this raises the
question of how to engage with young people when they seem to demonstrate values such as racism
and sexism. There is a danger of assuming that young people approach projects with a well-formed
sense of identity, culture and politics, thereby overlooking the transformative potential of broadening
horizons by encountering unfamiliar music styles and genres.

In several of the studies, music and arts emerge as offering a safe means of expression, including
expression of difficult emotions and dangerous thoughts, such as anger (de Roeper and Savelsberg,
2009). Lashua, (2005) discusses how rapping — “spitting ether” — was embraced by young people with
Aboriginal heritage as a powerful, creative means of expression not afforded by other leisure activities
or talk. Hence in this study music making emerged as an acceptable outlet for aggression. More
broadly, by allowing young disadvantaged people to express hopes, dreams and frustrations they would
not have wanted to share in discussion, music is seen as providing a way of coping, making meaning
and asserting control over life.

Expression and stress release are also discussed by Woodward et al. (2008). This study emphasises
the psychological and physiological aspects of music making. Hence, psychological reintegration and
selfrealization are achieved through expression, emotional release and the encouragement of ‘flow’
states that lead to intense enjoyment, self knowledge and self growth. These are reinforced by the
physiological experience of playing, which encourages mastery and dexterity as well as allowing for
stress release.

As well as reporting positive impacts, some qualitative studies discuss issues and challenges that arose
during projects, highlighting issues such as sustainability and resources (Woodward et al., 2008). In
particular, short term projects seen as problematic, sometimes causing disappointment or alienation for
participants (de Roeper and Savelsberg, 2009).



While the findings from the qualitative research cannot easily be synthesised, some common themes can
be identified. These are summarised below.

. Music making projects with young people offer opportunities and resources for
participants to shape individual and collective identities, validating experience as well as providing
opportunities for development, growth and change.

Music making projects with young people offer a means of fighting
back against unbearable living and learning conditions. As well as being focused on individual
change, projects should recognise the need to mitigate problematic and disadvantaged social
environments.

Some young people respond positively to rap as a genre
that specifically acknowledges and respects their backgrounds and ‘their’ music. Hence the impact
of music making may be contingent upon the extent of ‘ownership’ felt by the young people taking
part. However, this sense of ‘ownership’ may vary across contexts and can be influenced by a
range of factors, including the skills and approaches of those leading music projects.

In order to resonate with young people, projects need to adopt appropriate
cultural resources including music genres. However, young people’s attachment to specific genres
may not be fixed. Youth music projects can also widen horizons and inform young people about
cultural issues.

Music making projects can afford young people valuable opportunities for
expression and release as well as resources for coping with difficult emotions.

Short term projects or projects that address only the most basic needs
fail to enrich young people’s lives and may lead to frustration and disappointment.



These studies are, however, inconclusive. There is both a need and an opportunity to strengthen the
research evidence base through application of more rigorous methodological approaches across the
range of research approaches.

Further quantitative and qualitative research is needed to identify effectiveness, cost effectiveness and
impact of music activity in youth justice settings. The use of mixed methods approaches, combining
qualitative and quantitative methods, should be encouraged.

Research that seeks to assess quantitative outcomes in relation to music interventions in youth justice
settings should, where practical and appropriate, take a randomised controlled trial approach to
assessing the effectiveness of music interventions with young offenders. In relation to quantitative
research, the field would be strengthened by studies with larger samples and multi-site studies.

In relation to qualitative studies, researchers should take care to differentiate project activity from
research activity as well as provide more detailed reports of sampling, data collection, data analysis
and ethical issues, including participants’ rights, confidentiality, data protection and risk reduction.

This review has also identified some gaps in research. It may not have encompassed all young

people at risk of offending, since young offenders demonstrate similar social and economic profiles

to disadvantaged young people in general. These gaps were addressed to some extent by Gold et al

(2004), who assessed the impact of music and music therapy on young people with psychopathology,
and Daykin et al. (2008), who assessed the impact of performing arts on young people in non<linical
settings. A useful topic for a future review may be the impact of music making as opposed to other art
forms on the health and behaviour of disadvantaged young people in general.

The music making encompassed by this review includes a wide range of activity including playing
instruments, analyzing rap lyrics, digital music making, singing and rapping. Some projects also
included additional activities such as visual art, sculpture and activities associated with hip hop culture
such as break dancing and spray painting. The research designs and sample sizes of included studies
make it difficult to compare these different interventions. A key theme for future research is that of the
specific effects of particular music genres, styles and activities in youth justice settings.






4.0 REVIEW OF PROJECTS IN
YOUTH JUSTICE SETTINGS
FUNDED BY YOUTH MUSIC

The remaining 24 projects were supported by Youth Music on the basis that at least 10% of their
participants were young offenders, with young offenders accounting for on average 54.6% of
participants across the projects. They took place in community settings in collaboration with Youth
Offending Teams (YOTs) and in Young Offender Institutions (YOls).

All of the projects were required to have an evaluation strategy in place. This section discusses the
evidence emerging from these evaluations, as well as best practice issues arising from the reports.
Information sources for this discussion include project proposals, board reports, final reports, external
evaluation reports and YM briefings.

The questions for this section are as follows:

Following identification of the sample of 24 projects, the review followed a modified systematic review
procedure that involved data extraction, validation and thematic analysis. This methodology is described
in Appendix 1. The data extraction tool is presented in Appendix 6. None of the projects in this phase
of the review reported findings suitable for evidence synthesis although key themes are highlighted. A
critical appraisal of evaluation methods was undertaken in order to highlight good practice in evaluation
as well as identify common challenges encountered by projects and identify areas where improvements
can be made.



The reports encompass five solicited projects and 19 unsolicited projects. According to the final reports,
the funding awarded to solicited projects ranged from £45,224 to £98,466, with grant funding making
up to 90% of total project costs. The costs of unsolicited projects were generally lower than those of the

solicited projects, ranging from £2,390 to £24,092.

The projects encompass a wide range of approaches, including:

* Music sessions led by experienced music leaders, sometimes with support from volunteers and
peer mentors

Group work leading to outputs such as CD production and/or performance

Studio based projects

Community music outreach programmes

Peer mentoring programmes

Accredited and non accredited training programmes for participants

Training and development of resources for music leaders, project managers, policy makers and
senior staff

Development of music facilities and resources for use in the community by young people
Establishment of local music networks to support projects and promote music within the

wider community

Within these projects a wide range of activities and topics are offered including DJ skills, MCing,
singing, songwriting, rapping, playing guitars, drums, percussion and other instruments, composing,
arranging, music technology (recording, mixing, editing, mastering), band development, marketing,
performing and CD recording.



Promoting well-being and enhancing quality of life

Developing music skills and knowledge

Encouraging personal development including self-confidence and motivation
Developing life skills in order to reduce the risk of offending and promote employability
Strengthening provision and enhancing service delivery within the youth justice sector
Advocacy and raising awareness of the value of music in youth justice settings
Creating sustainable music making activity for disadvantaged young people within the
wider community

All of the solicited projects reported having allocated an evaluation budget, ranging from £2,459

to £8,103. Evaluation as a percentage of grant funding ranges from 3% to 11%, the average being
7.5%. Of the 19 unsolicited projects, 5 report having spent money on evaluation (one project initially
budgeted for an evaluation report but the loss of matched funding meant that while evaluation data
were collected these were not compiled into a report). Open Programme projects that included a budget
for evaluation reported spending between 2% and 12% of grant funds on this, the average being 5%.

Several projects report the engagement of an external evaluator, and for a number of projects a
separate external evaluation report is available (see for example Churchill, 2006; Shewring and
Shewring, 2006). However external evaluators tended to be appointed after funding had been
awarded, and as they were unable to influence project design and planning, the evaluations were
limited in scope. Nevertheless, external evaluation did add value by providing independent verification
of project teams’ accounts as well as offering insight on issues that project teams may not have
necessarily perceived from their vantage point.

Several project proposals state the intention to measure outcomes, for example by assessing the effects
of the project on participants’ psychosocial wellbeing, offending behaviour and motivation to take part
in future education, training and music making. Some project reports draw on quantitative data from
questionnaires and written feedback forms.

A more common approach is to gather qualitative data and feedback from participants, music leaders,
project managers and partners. A wide range of methods are used for this including interviews and



discussion and case study reporting. Some projects also use video and audio data to record project
activity and document such as performances and recordings that might provide further indication of
whether the intended outcomes were achieved.

These accounts provide a rich picture of young people’s responses to the wide range of music activities
provided. Some reports provide an indication of the ‘distance travelled’ by participants, for example,
documenting progression to education and employment for individuals who have completed the project

(see Case Study 1).

The reports identify several challenges for outcomes evaluation, including evaluation design, collecting
pre- and post- project data, sampling, recruitment and selection of participants, data collection and data
analysis. These are discussed below.

The need for pre-and post-project data

First, while post-project data are routinely discussed, few reports compare these with pre-project baseline
data. Baseline data are also needed to assess whether those participants who benefited from the
projects would have done well anyway, being already further progressed than their peers in terms of
personal development and social skills.

In reality, not all participants complete projects, and it can be difficult to gather information from those
who have dropped out. Some reports comment on drop-out rates and the reasons why some participants
did not complete. Recruitment and attendance patterns vary according to setting and whether or not
attendance was voluntary. One report notes the difficulty of engaging young people in community
settings where attendance is voluntary, noting a distrust of authority in participants. In another project,
some of the YOT referred participants re-offended during the programme and so withdrew. Ideally, when
outcomes data are collected, these should be collected from all participants, including those who do not
complete the programme. Comparison of baseline and post-project data would help to identify whether
it was those most at risk of offending who were more likely to drop out of projects.

Sampling, recruitment and selection of participants

A further issue is sampling, recruitment and selection of participants for feedback and case studies.
There is a general lack of detail in the reports, making it difficult to assess whether the participants
selected for interviews and case studies are generally reflective of those taking part, and whether the
accounts portray the full range of views and experiences.

Data collection

Additional challenges are identified in relation to data collection. Few evaluations use systematic
procedures or employ validated measurement tools and questionnaires. However, the reports do provide
insight into the challenges that surround data collection, particularly in relation to quantitative data, in
youth justice settings. In one project, completion of a self-esteem questionnaire proved too demanding
for some participants. Participants are sometimes described as resistant to formal surveys, a problem
compounded by their problems with literacy and negative perceptions of authority.

Data analysis

Finally, there is relatively little detail provided in the reports about how data were analysed. The more
useful evaluation reports present qualitative information using a thematic structure, showing evidence of
content analysis. Outcomes evaluation would be further strengthened by more widespread adoption of
recognised procedures for analysis of quantitative and qualitative data.



The majority of projects report having undertaken process evaluation. This usually seeks to explore
critical factors that support achievement of intended project outcomes, as well as identifying challenges
and issues that have arisen during the project. The purpose of process evaluation is to highlight learning
from experience and encourage best practice. Information sources for process evaluation include project
plans, plans and records of work, attendance registers, observation logs, reflective accounts such as
diaries, informal and formal records of feedback from consultation with participants and stakeholders,
minutes of meetings and annual reports. Several projects use a variety of media including audio
recordings, photographs, videos and graffiti boards as part of project evaluation. These data provide
interesting insights into the issues and challenges of music making in youth justice settings as well as
identifying best practice.

Across the reports there is relatively little reporting of ethical issues. While there is occasional reference
to protocols and principles such as informed consent there is little detail about how participants’ consent
for evaluation activity was obtained. While evaluation of arts projects is not generally invasive and is
relatively unlikely to harm participants, arts based processes can have powerful effects on participants
that need to be considered. In youth justice settings, participants may be vulnerable and sensitivities
around issues such as confidentiality and the need for anonymity may be heightened. The most

useful evaluation reports take care to anonymise participants. Two reports note the difficulty of using
photographs and video in evaluation because of security issues in some youth justice settings. Beyond
this, there is relatively little discussion of ethical challenges that arose during projects, or of steps taken
to protfect participants’ rights in terms of privacy, dignity and confidentiality and to manage any risks
that might be associated with evaluation procedures.



Increased levels of engagement, enthusiasm, motivation, concentration and commitment by
participants

Musical development of participants: increased knowledge and skills, with some developing a
sustained interest in music making

Increased generic skills, such as numeracy and literacy, group working, verbal communication, use
of technology, and problem solving

Pride and a sense of achievement gained by participants and music leaders

Personal development, including self-confidence, self-esteem, self-reliance and self-expression
Changes in attitudes and behavior, including improved listening and interaction, demonstrating
respect for others, increased awareness of local services and greater drugs awareness. Several
reports note feedback from police, housing and social care agencies that suggests a reduction in
crime and anti-social behaviour as a result of the project

Broadening horizons: developing musical networks and relationships, learning about other cultures
Increased awareness of progression routes and motivation to undertake education, employment,
volunteering and other roles

Increased capacity and organisational development, for example, establishing teams, facilities and
partnerships with local service providers

Increased awareness among senior professionals of the value of music making

Reports from young people emphasise the following:

Having fun, enjoyment, self-expression, and feeling alive and ‘free’ when making music

Taking part in meaningful activity, having something positive to do with their leisure time
Working together, being part of something

Being inspired

Having the courage to perform in front of an audience

Enhanced mental wellbeing: relief from depression, improved mood and coping, relaxation and
calm effect, and reduced stress and violence

Acquiring musical knowledge and skills

Becoming aware of the range of opportunities for creativity and music making

Learning about other cultures



Social and demographic characteristics (gender, age, ethnicity)

Programme characteristics (attendance; setting, programme length, group size)

Music style and genre

Personal characteristics and circumstances of young people (lack of confidence; chaotic lives)
Problems of interprofessional working

The reports give an indication of the age, gender and ethnicity of participants. Overall, males seem to
outnumber females by a ratio of more than 2 to 1. Three of the custodial settings for offenders aged 15-
18 years were male YOIs, accounting for the low representation of females in these projects.

The largest number of projects are community based and aimed at participants aged 15-18 years.
Often these participants are referred to projects by local YOTs. Participation seems heavily weighted
towards males, with females making up approximately 19% of recruits. This is also the case for projects
that extend the age range to include participants up to 25 years, including those designated as having
special educational needs (SEN).

Projects that target younger participants seem to be more successful at recruiting girls; females make
up 36% of participants aged between 12 and 18 years, and 48% of participants in projects targeting
primary school aged children.

The gender balance in projects may reflect the make up of the population of young people within the
youth justice system. However, several project reports note difficulty recruiting girls into music activity.
One project found it difficult to fill sessions allocated specifically to girls, and evidence suggests that
female participants may also be more likely to drop out of projects. Explanations discussed in the reports
include gender differences in musical interests (for instance, females being more focused on playing
instruments and singing than music technology and rapping); problems with punctuality and ‘poor
attitudes’ among girls; and lack of female music leaders and artists. There are, nevertheless, examples of
successful engagement of young women (see Case Study 3).

Representation of Black and Minority Ethnic (BME) groups varies according to region and setting,
ranging from 1% to 98% across the projects. Overall, the proportion of BME participants seems higher
than that in the general population, which reflects the population characteristics of young people in
custody or deemed ‘at risk’ of offending or social exclusion. However, some community based projects
report that language and cultural barriers can make it difficult to recruit participants from particular
backgrounds, including refugees and second generation migrants from backgrounds where music
making is not encouraged.



Programme characteristics affecting participation are also identified. These include attendance rules,
with some participants displaying resistance to compulsory attendance. The setting can also present as
a barrier, with some participants unwilling to attend projects in YOT offices or in rival neighbourhoods,
meaning that activities fare better when run in neutral locations, such as community music venues.

The issue of programme length was raised in several reports. The pressures on young people (school,
exams, parttime employment) are noted; these mean that participants may progress more slowly than
music leaders and project leads anticipate. Vulnerable young people may benefit from longer term
projects where there is the opportunity to lower inhibitions and develop trust. However, it is noted that
there is a general lack of funding to support long-term and follow up initiatives.

Programme structure and outputs can affect participation. CD production is recognized as a strong
incentive for young people to participate in projects. However, it is also noted that this can lead to over-
reliance on music technology and the development of unrealistic expectations of live music, which can
diminish participants’ confidence. In one project, there was no final performance as the participants felt
that this would not be of a sufficiently high standard to match the CD they had produced.

Together the projects encompass a wide range of music styles and genres, including western classical
music, jazz and blues, culturally diverse ‘world music’, traditional roots and folk, urban, popular and
rock music styles. However, there is a noticeable weighting towards ‘urban’ music and rap as well as
the use of music technology. One report notes that the cost of instruments and participants’ lack of prior
experience of or engagement with music education can lead music projects to offer music technology,
MCing and DJing skills.

Some reports also note resistance from some young people to certain forms of music making and styles.
One report notes that participants in a YOI setting initially displayed hostile responses when musical
instruments were produced, with traditional playing and music skills deemed ‘uncool’. Peer pressure
can limit participation, and music leaders are reported as needing to be flexible and responsive to
participants, who may lack the patience to stick with something that does not strongly engage them. On
the other hand, one report notes that adults may under-estimate young people’s capacity to engage in
a wide range of music making activity. There are examples of projects that were successful in engaging
young people using traditional approaches including music theory, conventional notation and playing
instruments (see Case Study 3).

While activities such as MCing, DJing and music technology can increase the appeal of projects,
they can also limit participation; such activities may also appeal more to boys and be less successful
in engaging girls. Another challenge is the association of some sub-genres within hip hop and rap
with negative social attitudes and behavior, discussed in Section 3.3 above. In one project, the music
leaders worked specifically to address this issue (see Case Study 1).

Participants are often described as experiencing chaotic home and family circumstances, creating
difficulties relating to punctuality and time keeping that limited participation. They are also reported as
experiencing ongoing difficulties such as lack of transport, making it difficult to access music projects.
Finally, personal characteristics of participants, such as lack of confidence, lack of patience and fear of
taking risks, are identified as barriers to participation.

Securing regular attendance by young people is often dependent on effective communication,
networking and support from a range of professionals. Several projects report strong and dedicated



support by professionals to enable participants to access music projects (see Case Study 2). However,
participants’ access to sessions can depend on a range of factors including staffing and professional
roles, rather than a considered evaluation of need. Project leaders often have relatively little influence or
ability to predict the numbers attending sessions. This sometimes led to over-recruitment, which caused
problems for some projects, with greater than anticipated participant numbers adding to the atmosphere
of noise and disruption that music leaders sometimes face.

Occasionally, communication difficulties between music teams and institutional staff had a negative
impact on projects. In one YOI, it was reported that planned activities did not take place because of
communication difficulties and a lack of institutional support for the project. In another, a staff dispute
meant that participants did not know until the last minute whether they would be attending the music
session or remain locked up.

Supporting participants in sometimes chaotic environments

Working successfully with participants with challenging behaviours

Eliciting inspiring results from participants who have no prior experience of music making
Addressing young people’s social attitudes and values through music making

Informing and helping to motivate young people to take up progression routes info mainstream
education and employment

Music making is widely perceived as offering benefits to participants in terms of personal and social
development, improved wellbeing and changed attitudes that may lead to reduced likelihood of
offending in the future. However, the evidence base for these outcomes remains limited. Further research
is needed fo assess the impact of music projects on participants in youth justice settings. In addition, the
development of the evidence base could be strengthened by improvements in evaluation practice in the
following key areas:

Integrating evaluation methodologies with realistic, focused project aims and intended outcomes
Clarifying recruitment processes and criteria for inclusion/exclusion of participants
Developing clearer approaches to collecting baseline data for measuring outcomes associated with
music making

* Developing and exploring the feasibility of using validated measurement tools tailored to youth
justice populations

® Forging better understanding among music leaders of methodological issues, including recruitment,
sampling, data collection, data analysis and reporting/dissemination

* Bringing increased familiarization with and respect for ethical issues associated with research and
evaluation that involves vulnerable groups



The project sought to foster participants’ music skills, creativity and expression as well as
broaden their musical and cultural horizons, and to provide positive experiences of group
work that might help to reduce anti-social behaviour.

Young Music Makers took place with an ethnically diverse group of 221 participants,
including 38 young women, across a wide age range. Participants were referred by
partner organizations, and included young offenders and young people excluded
from school.

Project activities included weekly music sessions leading to performances and celebration
events. Led by experienced music leaders alongside guest artists, these focused on music
production, soul singing, rapping, lyric writing and DJing. Music industry professionals
were engaged to deliver sessions on topics including marketing, employment law and
ethics. Work experience opportunities were also provided. As well as adding to the
credibility of the programme, these elements increased the employability of participants
by creating opportunities for networking and information sharing. A peer mentoring
programme was provided and there was an opportunity for participants to attain an
accredited award.

The project was evaluated using case reports compiled by the project manager as well

as feedback from participants, music leaders and professionals. Monitoring data includes
attendance records and, where available, information about individuals’ progression
following the project. These data suggest that the project was successful with regard

to its intended outcomes of supporting participants’ progression to paid employment

and education. Hence three course participants are reported as going on to achieve
employment as music leaders and a further 11 progressing to undertake college courses in
music technology, their applications supported with references provided by project tutors.
Many other participants were signposted to further opportunities and training.

The project may also have helped to change participants’ personal attitudes towards
education. Hence a group of young people, who were excluded from school, wrote,
produced and recorded songs themed around attitudes to education. They performed
these to peers, parents, music leaders and professionals. These project outputs are further
indicators of the extent to which intended outcomes were achieved.



While it was not possible to document longer term impacts of the project, it was noted
that several older participants had begun to function more independently as musicians,
‘crossing over’ into the local music scene, with some collaborating on a professional level
with nationally recognised artists.

This project also highlights some of the challenges that surround work with particular
music genres. Early in one session, a group of participants produced provocative lyrics
that were perceived by music leaders and staff as celebrating violence. The music leaders
saw this as an opportunity to challenge negative attitudes, which they did by discussing
the issues with the group, encouraging participants to explore their own values. They
also engaged with them in discussion of positive role models (e.g. rappers who actively
avoided and discouraged use of negative lyrics), and encouraged the participants to
write lyrics that were more personal to them, that expressed their own feelings, and

that did not conform to the perceived image of the conventional rap artist. They were
also encouraged not to condone, record or showcase their early violence-orientated
work, on account that this would inhibit their personal development and progression as
aspiring artists. This process took approximately 18 months, at which point participants
were described as having become ‘polar opposite’ to where they had been at the start
of the programme. They are now respected as socially aware young artists and have
collaborated with several prominent performers. They have also produced themed music
material addressing key social issues including homophobia, substance misuse and
human rights.



The project sought to encourage participants to recognize the value of music making
within a rehabilitation context by providing them with opportunities for music making,
encouraging self-expression and skills development, and producing high quality music that
draws on their experiences and fastes.

A total of 142 participants accessed the project, undertaking week-long courses in groups
of 10 or 12. Approximately one third of participants were from BME backgrounds, and
participants included 82 girls and 42 older participants (up to age 25) with special needs.
The activities featured a wide range of music styles including reggae, world music, rock,
pop and urban music. The project emphasised composition and songwriting involving the
use of instruments as well as music technology. Participants were encouraged, through
improvisational techniques such as building on simple rhythms and riffs, to develop original
music and songs for performance and CD recording.

The project was evaluated using mixed methods including a detailed project diary kept by
the project lead. The report includes quotes by participants, prison staff and music leaders.
A number of positive outcomes are identified. Participants clearly enjoyed the process and
are reported as having gained confidence, self-esteem, motivation and improved social
skills, and as having developed music skills.

The report highlights some key process issues that mediated the impact of the project in
different custodial settings. Overall, staff played a key role in encouraging and enabling
participants to access the music activity. Some prison staff are reported as showing strong
support to the project, being aware of the importance of music to the young people and
convinced that the project had helped to engage some of their most difficult prisoners.
Good organisation and collaboration underpinned some impressive results for participants,
although this was not the case in every setting. One group was affected by a reported
trade dispute that threatened the project. Miscommunication between staff, and a possible
lack of institutional support for the project, made it impossible to create a stable working
environment for one very volatile group of male prisoners. This group reportedly lost out,
‘never knowing if they were going to be brought across to take part or be locked in

their rooms’.

Despite these difficulties, the musical outcomes were described as “inspirational”.

The project lead commented on the way in which the project had allowed young men
and young women in prison, possibly for the first time, to work together in a safe and
supported environment where they were free to make mistakes, be accepted and

not judged.



The project sought to broaden participants’ experience of music and develop their skills by
engaging them in the creation of a musical production about their lives. It revolved around
the theme of gun crime and was prompted by recent events that had affected young
people in the area. The project involved 39 participants aged 3-25 years, including 28
females. Nearly all the participants were from Black Caribbean or African backgrounds.
The project involved a series of 40 workshops in which participants, many of whom had
not previously played instruments or made music of any kind, in creating music, playing
and performing. It culminated delivering three performances of African, choral and

gospel music.

The project evaluation drew on reflective observations of the project lead as well as
feedback from participants and their parents. A number of positive outcomes were
observed postproject, including increased capacity among participates to concentrate and
a greater willingness to learn about responsibility and commitment. The report notes that
learning to play music helped to improve numeracy, particularly the smaller children who
had difficulty counting or who had to concentrate hard to keep time. While it was difficult
to quantify outcomes, progression by individuals is reported with one older participant
going on to undertake an Access to Music course following the project.

Participants’ comments highlight the way in which the project helped them make friends,
and reduced feelings of boredom. They particularly valued the opportunity to learn to
play an instrument, since they had been unable to access instruments in the past. Musical
instruments were not available to them at home, due to cost. Lack of previous music making
experience, and ongoing pressures on young people, such as school work and part-

time employment, meant that progress was slower than music leaders initially expected.
Nevertheless, some of the project outcomes were reinforced by the experience of a
successful performance. Through this, participants demonstrated skills, collaboration and
respect for others. Some participants were initially worried that other people would not be
inferested in coming to see them perform because they are associated with a stigmatized
area of the city. These fears were not borne out. The final performance was attended

by 600 people and was greatly enjoyed by members of the community. Participants
commented on the nervous excitement they felt before performing and the strong sense of
pride and achievement they gained from taking part.

Parents commented that children who took instruments home spent less time watching TV
than before. They also expressed surprise that children could understand the music so well.
Some went on to request that schools provide instruments for their children. The report
notes that these parents are now much more motivated to ensure that their children access
school based music opportunities.



5.0 CONCLUSIONS AND
RECOMMENDATIONS

To date, however, the published research provides, at best, a patchy evidence base. Few studies have
offered sufficient methodological rigour to demonstrate effectiveness in delivering outcomes. There

are some promising findings from quantitative and mixed methods research, particularly in relation to
outcomes such as self-esteem and self-confidence, motivation and behavior change. However, there is
a need fo strengthen the research evidence base through application of more rigorous methodological
approaches and consideration of key indicators of process, outcome, impact and cost-effectiveness.

Qualitative research has yielded valuable insight into the experience of music making, particularly

in relation to the key themes of identity construction, empowerment, the role of music genres, cultural
relevance, and the value of expression for young people in justice settings. Qualitative research suggests
that music projects must be relevant to the wider cultural experience and milieu of young people in

order to be viewed as worthwhile and purposeful by them. They also need to recognize the impact of
disadvantage on participants and to work in sustained ways to bring tangible short, medium and longer
term benefits. Qualitative research has also highlighted key process issues, including sustainability and
resources, which can limit project delivery and outcomes. However, methodological deficiencies prevail,
leading fo unsubstantiated claims. This is particularly the case for the grey literature, where research
outcomes are commonly overstated. Moreover, the ambitious claims of many studies are compromised
by lack of attention to methodological detail — especially in relation to reliability and validity, and lack of
clear focus.

Future research on the impact of music making on young people within justice settings could embrace a
range of different strategies to develop this important field.

* Quantitative research with appropriate methodologies (such as randomized controlled trials) and
adequate sample sizes is needed to identify outcomes from music making with young people in
justice settings.

® The potential outcomes of music making are extremely wide, and research would be supported by
the development of dedicated outcome measures suitable for assessing the effects of music making
on young people in sensitive seftings.

e Research is needed that addresses the value of music interventions not just to individuals but to
stakeholder organisations and to communities at large. Approaches that measure economic benefit
and social value are needed including assessment of the cost effectiveness of music projects, their
impacts on social and cultural capital, and their impact on the uptake and delivery of other services.

* Qualitative research is needed to yield insight into the experiences, meanings and values associated
with music interventions. In order to do this, studies must adopt appropriate methodologies and



ensure that validity, reliability and credibility are maintained from research design through to
practice and reporting.

® There are also gaps in the research in terms of gender, age differences, generational variations,
locale, ethnicity, and the impact of different music genres and activities.

As well as drawing together evidence from international research, this review sought to identify lessons
concerning evaluation of music provision for young offenders in the UK. This report has identified a
wealth of music related activity with young offenders, developed over the last 15 to 20 years. This
activity encompasses wide ranging aims and intended outcomes of music projects in youth justice
settings. The review reveals the diverse and extensive ways in which music activities and programmes
are currently designed to support personal development and develop life skills in young offenders, as
well as to contribute to rehabilitation goals. From the evaluation reports emerges a general consensus
that music making can deliver important benefits and outcomes for young people in youth justice
settings. There are a wide number of reported outcomes and impacts of music making on these young
people, in particular, increased engagement with education and employment, enhanced skills, personal
development and positive changes in attitudes and behaviour.

These projects demonstrate a strong commitment to evaluation, although there the review has identified
several areas where improvements in evaluation practice are needed. Support for music practitioners is
increasingly available through the provision of guidance by national organizations such as Youth Music
and the Arts Alliance. The quality of evaluation is also likely to be strengthened in future by national
level initiatives to coordinate and disseminate evidence. While music practitioners are not expected to
be expert researchers, there is a need for increased understanding among music leaders concerning
evaluation approaches, principles and techniques.
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APPENDIX 1
REVIEW METHODOLOGY

An electronic search of 11 databases (see Table 1) was undertaken using the search terms in Figure
1.The full search was undertaken by between 4th and 8th April 2011 and it 567 hits (Table 1).

young offen* or music* or
juvenile offen* or sing or
adolescent offen* or singing or
"at risk of offen*" or singer or
"youth at risk of offen*" or sings or
"children at risk of offen*" or song* or
"young people at risk of offen*" or guitar* or
"teen* at risk of offen*" or choir or
"exclu* from school" or choral or
juvenile delinquen* or rap or
youth offen* or rapping or
teen* offen* or rapper or
youth crim* or hip-hop or
young prisoner* or drumming
young inmate® or

"youth justice"




CINAHL PLUS(Cumulative Index to Nursing and Allied 49
Health Literature); RILM (répertoire International de Littérature
Musicale); MEDLINE

ASSIA (Applied Social Sciences Index and Abstracts); BHI 314
(British Humanities Index); IBSS (International Bibliography of
the Social Sciences); Sociological Abstracts

British Education Index; ERIC (Educational Resources 9
Information Centre);
AEI (Australian Education Index)

Cochrane Library 12
Index to Theses 0
Social Sciences Citation Index; Arts and Humanities citation 35
Index

Open SIGLE (System for Information on Grey Literature in 57*
Europe)

EThoS (Electronic Theses Online Service) 0
Social Policy and Practice 24
Campbell library 37
Psycinfo 22

* Not limited by years or language

The abstracts of the 567 hits were screened for relevance, along with the abstracts of papers identified
from the reference lists of relevant papers, using the inclusion and exclusion criteria described in
Figure 2.

Full text screening of 74 papers identified 11 relevant research studies (Appendix 2). Of the remainder,
37 were contextual papers and 26 were not relevant. Four full papers were unobtainable. These
included three out of print project evaluations and a PhD thesis from a U.S. University. Further abstract
screening and correspondence with the authors or those who had cited these in reports indicated

that these papers would have been unlikely to be relevant, being focused on arts in general and not
including substantive music content.



EVIDENCE REVIEW / Appendices

Figure 2. Relevance screening: Inclusion and Exclusion criteria

INCLUSION CRITERIA (PHASE 1 ABSTRACT SCREENING)

e Interventions with children and young people aged 11 to 25.

* Interventions in young offender institutes and youth justice settings

* Interventions with young people identified as ‘at risk’ of offending or displaying characteristics
associated with offending (exclusion from school, not in mainstream education, training or
employment)

® Music interventions including singing, rapping, songwriting and music technology

Papers reporting outcomes and exploring impacts relating to offending behaviour, health and

wellbeing as a result of interventions.

English language.

Papers published from 1996 to 2011.

Inclusion criteria (phase 2 full text screening)

Outcome measurement of a music intervention (quantitative research)

Recognised procedures for data collection reported (qualitative research)

EXCLUSION CRITERIA (PHASE T ABSTRACT SCREENING)

Interventions with children under 11 or adults over 25.
Interventions with mainstream populations not identified as ‘at risk’
Instruments not in youth justice seftings

Not music interventions.

No outcomes or impacts reported.

Papers published before 1996.

Non English language

EXCLUSION CRITERIA (PHASE 2 FULL TEXT SCREENING)

* No outcome measurement of a music intervention (quantitative research)
* No recognised procedures for data collection reported (qualitative research)

Table 2. Results of full text screening

DATABASE INITIAL HITS

Relevant research papers, for critical appraisal 11
Contextual papers 37
Not relevant 26
Unobtainable 4

TOTAL 78

The relevant studies were subjected to critical appraisal using tools produced by the Public Health
Research Unit (2006) or adapted from CASP and the National Institute for Health and Clinical
Excellence tools. Following critical appraisal, data extraction was undertaken using data extraction
sheets devised to identify study characteristics, research methods and findings.
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A ‘grey’ literature search was undertaken to identify evidence from UK music projects and programmes
with young offenders including unpublished project evaluations that may not have been identified in the
systematic review. This was undertaken between April and June 2011 in an iterative process. Members
of the Steering Group of the Musical Pathways Research Project at UWE Bristol were asked to identify
reports, projects and websites where relevant information might be found. Subsequently a series of web
searches including general searches using the terms ‘music’ and ‘young offenders’ along with detailed
searches of the relevant web sites (Appendix 7) were undertaken.

This part of the review examined evidence and practice issues identified in 24 projects funded by Youth
Music between 1999-2010. These projects worked directly with young offenders or those identified as
at risk of offending and for which complete data were available. An additional project was excluded as

this was primarily a training project for musicians and did not report directly on outcomes or impacts on
people who took part.

Key data were extracted using a data extraction sheet (Appendix 6) was used for this purpose, this
identified funding information for each project as well as the target population, details of the planned
activity, key aims and evaluation methods proposed. Further data were extracted from 24 project
reports and, where available, external evaluation reports that were submitted after each project.

The following definitions were used to guide data extraction:

The data extraction process was repeated by two researchers who each took a subsample of projects.



APPENDIX 2
RELEVANT PAPERS IDENTIFIED IN
THE SYSTEMATIC REVIEW

1. Anderson, K. and Overy, K. (2010) Engaging Scottish young offenders in education through
music and art. International Journal of Community Music, 3, (1), 47-64.

2. Baker, S. and Homan, S. (2007) Rap, recidivism and the creative self: A popular music
programme for young offenders in detention. Journal of Youth Studies, 10, (4), 459-476.

3. Bittman, B., Dickson, L., and Coddington, K. (2009) Creative musical expression as a catalyst for
quality-of-life improvement in inner-city adolescents placed in a court-referred residential treatment

program. Advances in Mind-Body Medicine, 24 (1), 8-19.

4. De Carlo, A. and Hockman, E. (2003) RAP therapy: A group work intervention method for urban
adolescents. Social Work with Groups, 26, (3), 45-59.

5. de Roeper, J., and Savelsberg, H. J. (2009) Challenging the youth policy imperative: Engaging
young people through the arts. Journal of Youth Studies, 12 (2), 209-225.

6. Gann, E. (2010) The effects of therapeutic hip hop activity groups on perception of self and
social supports in atrisk urban adolescents. PhD Thesis, The Wright Institute, Berkeley, California.

7. Kennedy, J. R. (. (1998) The effects of musical performance, rational emotive therapy
and vicarious experience on the selfefficacy and self-esteem of juvenile delinquents and
disadvantaged children. PhD thesis, University of Kansas.

8. Lashua, B. (2005) Making music, remaking leisure in the Beat of Boyle St. PhD Thesis, Edmonton,
University of Alberta; See also Lashua, B. & Fox, K. (2007) Defining the Groove: From Remix to
Research in the Beat of Boyle Street. Leisure Sciences, 29, 143-158

9. Lotter, C. B. (2003) Circles of Courage: Music therapy with adolescents in conflict with the law
at a community-based setting. M Mus thesis, University of Pretoria, South Africa.

10.Tyson, E.H. (2002) Hip Hop Therapy: An Exploratory Study of a Rap Music Intervention with At-
Risk and Delinquent Youth. Journal of Poetry Therapy, 15, 3, 131-144

11. Woodward, S. C., Sloth-Nielson, J., and Mathiti, V. ((2008) South Africa, the arts and youth in
conflict with the law. International Journal of Community Music, 1, (1), 69-88.



APPENDIX 3
CASP ASSESSMENT TOOL FOR
QUANTITATIVE RESEARCH:

Paper Code: Final Score out of 80
SCREENING QUESTIONS (satisfactory = yes; unsatisfactory = no) DETAILED QUESTIONS

(Scoring O=absent; 1=partial; 2=satisfactory - max. score 10 per Question)

Q1. Screen 1 (AIMS)

Q2. Screen 2 (APPROPRIATE METHODOLOGY)

Q3. RESEARCH DESIGN Q7. ETHICAL ISSUES [score 0-2 for each]

robust research question / aim ethical access

explanation of methodology / approach permissions / approvals

explanation of methods ethical procedures (participants’ rights)

rationale for design / methods ethical procedures (data protection)

value / merit of research design critical reflection / transparency

Q4. RECRUITMENT STRATEGY Q8. DATA ANALYSIS

[score O-2 for each] [score O-2 for each]

Source population well described Reliability of outcome measures

Eligible population representative of the source Completeness of outcome measures

population

Clear selection / inclusion criteria All important outcomes assessed

Selected participants or areas represent the Relevance of outcome measures

eligible population

Transparency to participants Appropriate analytical methods used

Q5. INTERVENTION [score 0-2 for each] Q9. FINDINGS / CONCLUSIONS
[score O-2 for each]

Intervention well described Clear discussion of findings / conclusions
arising from the research

Intervention appropriate Recognition of limitations

Participants appropriately allocated to Minimisation of bias, chance and

intervention/control groups confounding

Adequate level of exposure to intervention link to research questions

Contamination between groups acceptably low association with the field / literature

Q6. DATA COLLECTION [score 0-2 for each] Q10. OVERALL VALUE [score 0-2 for each]

explanation of methods judgement of the research quality

qualification / rationale for each method contribution to knowledge (innovation)

detail of process / practices relevance to contemporary policy / practice

appropriateness of application replicability / broader currency

verification approaches judgement of the paper’s value




APPENDIX 4
CASP ASSESSMENT TOOL FOR
QUALITATIVE RESEARCH:

Paper Code: Final Score out of 80

SCREENING QUESTIONS (satisfactory = yes; unsatisfactory = no) DETAILED QUESTIONS
(Scoring O=absent; 1=partial; 2=satisfactory - max. score 10 per Question)

Q1. Screen 1 (AIMS)

Q2. Screen 2 (APPROPRIATE METHODOLOGY)

Q3. RESEARCH DESIGN

Q7. ETHICAL ISSUES [score O-2 for each]

robust research question / aim

ethical access

explanation of methodology / approach

permissions / approvals

explanation of methods

ethical procedures (participants’ rights)

rationale for design / methods

ethical procedures (data protection)

value / merit of research design

Q4. RECRUITMENT STRATEGY [score 0-2 for each]

critical reflection / transparency

Q8. DATA ANALYSIS [score 0-2 for each]

recruitment approach

explanation of methods/technique

sampling approach

explicit nature of coding/ transparency

qualification / rationale

selection and spread of data
(representativeness)

selection / inclusion criteria

depth and appropriateness of data (validity)

transparency to participants

Q5. DATA COLLECTION [score 0-2 for each]

appropriate interpretation (second order
analysis)

Q9. FINDINGS / CONCLUSIONS
[score O-2 for each]

explanation of methods

clear discussion of findings / conclusions
arising from the research

qualification / rationale for each method

adequacy of claims

detail of process / practices

credibility (triangulation / validation /
verification)

appropriateness of application

link to research questions

verification approaches

Q6. REFLEXIVITY [score 0O-2 for each]

association with the field / literature

Q10. OVERALL VALUE [score 0-2 for each]

critical self-reflection

judgement of the research quality

critique of research design

contribution to knowledge (innovation)

verification (reliability & validity)

relevance to contemporary policy / practice

transparency

replicability / broader currency

participant involvement

judgement of the paper’s value







“J9)IOM |DI20S ‘Riogs1y
Yoom [021U1]2 [9A9] SiisDW AQ paloAljep [PUIWLID OU YiM
Sy} JO PUS BY} JO UOISSIS sU0|ssag dyy [Pniidg pup gy | siuspnis [ooyds yBiy
Adoiayy gvy o pup SAIISO4 ‘dVY Isaj0id/|oouI[od 4y | o uouipuod jouuod
}99M Y009 Jo DS ay) JajsBupg Buipnpul disnw dvy D pUD sJapuSYO "SN Ay Ul $juedsajopy
i uoisses Adpusyj dnoib SNOLIDA JO SISA|DUD |DOLIA| D nO SNYDJs ‘sIepUBYO | JuSdsS|OpD UDQUN | UDGIN JOj POyl sdnolioy
[puoyponpaoyoAsd o | Aupd spundidiipng ‘Buiyes wooussopd jusjoiA :sdnoif yiim 9o1yo0.d VITVEYNENT] UHAA JHOMA [D100g
papuayp sjuodioiind |[Pws D ul s399M @ Joj 3yeam D | dalyj Ul G|-g| pebo JIom [P100S jo JIop dnoigy v (£00Z) uowsooy
4 ||o uoslpdwod Joy 90Im} pjey suoisses dnoub noy | $JU8DS9|OPD S|P Apnjs sswodinQ :Adoisy] 4wy 9 olipDe(Q
‘woJiBouid juswypaly
‘sjundioiyind ‘SN ey | |puuspisal palisjal
UiIM IDI[IWID} JO[SUNOD [9AS] JajsOW "81-Z1 | ul ax4ued juswyoaly | 4nod o ul peopid
"AIAOD |DUOHDONPS Uiim JOJo41|1oD4 DIsnw §si|pioads pabo sjundionyind |oyuspisal sjuadss|opo
pup ounadoiay; jo paulbl} AQ paieAljep 02040l updIy oflang paiiajel pIN0D Aj1o-19UU1 U
saulnos painjonuis ‘pipogAsy pup uoissnolad ‘swnip pUD UpISOONDY) ‘aindss o ul | juswenoidwi sy Jo aupipapy Apog
|[DUwIoU panuuod puny Buisn [odojoid painjoniis o ‘UpISy ‘ubdLIBY Apnys 1ar0sso1d | Ajjonb oy jsAjojoo [ “PUIWY Ul SSOUDADY
sjosjuod spotiad | :GWHIAHYYHPSH 'SYo9M § 1oj yoam -UDdLYY 9joW 77 Pa||o4juod o so uoissaidxa | (600Zz) uoibuippo)
ZS | uonuaassju-uou Bulng © 92u0 p|oy suolsses dnoib unoy | pup s|pwey O pasiwopuny [ooIsNW 9AlDaID) | 9 UOSYdIQ ‘ubwiig
‘(10404 uosid puo
Jayopa} o1snw Jsi|pioads b) siepoI) ‘puDi02g Ul
“dnoub o sp aunyd|nos doysyiom Aq pesodoud nusw o woyy [ *(g) dnoib uoyoonps [ sBuyes |bipossno
P PBJO_ID SUOISSSS | gupdioyind Aq pajosjes asem sBuog | [o4uod b pup (g) 1o Ul siepuayo
10 Ul spuodidibg *dnoiB o so Buos b Bulkoid ui ‘() 21snw :sdnoiB | BunoA o (joyuod
‘Aopusyl] %9 | patoulw|nd suolssag weysAs Buipoal @21y ojul pepIAlp [ yum uosiiodwod {0 pup DIsnw aIsnyy Ajlunwwo?)
UOHDDIUNWWOD JO sypW | 8|qiss820D pup poyjew JojinB Buiuny aJom sjundioijing pasiwopupy [ yBnoiyy uoyoonps Jo [ouinof
9 AopJawinu Ul s9sSOD uado pasn ‘sjeem g 10} Jeem D ‘LZ- /1 pebo -uou) Apnys | ul siepuagjo BunoA | jpuoybulal (0| 0Z)
il ooy dnoub joyuo) |  @duo pjay suolssas dnoib unoy G'¢ sjundioniod sjoyy spoyjew paxiw | yswoog Buibobug | AseaQ 9 uosiepuy
Pasn SSIIALOD
uosupdwod Buiyes |ouinof
a|dwpg 2ISNW-UON] UOIJUSAISIU| sjuodidipg | pup ubiseq o[l | (102A) Joyiny

seIpnys spoyjew paxiw puo sAlpuDnb :$o1s1I80I0YD APN)g

MIIATYE DILVYWILSAS IHL
Ni G3ld1LN3dl HOAdViIS3d *NOILVilX1d vivda
G XIAN3ddV



Adoisy} oisnw
pup Adpisyjol|qiq
‘doy-diy jo
ABiauAs o sI | |H

“iom dnoib

piopunjs 1oy Aousnbaiy swps
SYI YHM JoW S|OHUOD) "SOLIA|
aAlisod sasn | |1 "suoyos|as
oisnw doJ wouy sOLIA| ssNOsIp
O} $)98M INOJ 10} Y8OM D sawly
921y} yow dnoib uoyusAsyu|

so|DWay INOJ puD
SO|DW USASS WOl
PauIDIO S1eMm DjoP
“tind ooy A|pyiul
sjuspisal ¢ ||V

sjundioyiod ym smelalsjul
yoeloud ysod papnpou) ‘g ay4
Ul yinoA ssejawioy “ysl o 10}
Aqij1opy [oyuspisal o ul (] H)
Adpiay| doH-diH jo Apnys
[ojuswiiedxa ysey ysod-aud

yinoA

juenbuijep pup ysu
1D YiIM UoluLAISUI
oisnw dou jo Apnys
Alojpiojdxe up
:Adossy) dop diy

Adoisy|
A0y jo |puinof

(2002) uosA|

114

Puy

AUD JO juswjpal} OU PAISDS.
UOHIPUOD [O44UOD BY] "SJayio Aq
seoupw.opiad padpjospia puo
9Al| paAatasqo dnoub sousiiedxs
SNOLIDDIA "S3INJOS| 919M
sa1Bajpujs oAl IUBOD !(slo]josUN0D
puo yojs |pydsoy ‘sjusind

o}) seoupw.opied jusnbay ul
pajodioyind pup (soion.d
soupwiopiad puo uouiny JoyinB)
sonbiuyoe} eoubuwiopiad [poIsNW
pau.ipna| dnoib uoyusAaiul

"uolipuod
|[ojuswiadxe yoos
ul sjundidiny 4
‘(y'y| obo upsw)
abo jo sioak 41-8
alom sjundioiing

‘(dnoib

|o4u0d D g ‘eousiiadxe
snolpdIA !Ajuo saiBajpuys
aaljiuboo ‘eoubwiojied
se1Bajpuis aAluBoD !Ajuo
soupwioyiad) suoyIpuod SAY
Jo 1584 dn moj|o} yuow suo
pup ysod ‘aid ‘|0l po||oLuod
PaSIWOPUDY "SALID "G OM]
Ul 91JUSd UOLUSISP S|IuaAN|
D PUD SYINOA Ys1HD 10j
SOWOY YiNoA [pHuSpISas Om|

ualp|iyo
pabojupAppsip pup
sjuanbuijep ojiusan|
JO Wasjsa-j|os pup
Aopoyje-jjes ay)

uo edoualiadxe
SNOLIDDIA

pup Adpisyy
SAlJOWS [oUOYDJ
‘soupwiioyied
[poISNW Jo

sjoaye ay|

sIsay} qyd Sosuoy
jo Ajisiaalun
(8661) Apauuey

€l

‘Buiddp.

a|Aisealy solonId puD SOLIA|
doJ sisyjo yoos uo yopqpPssy
oAb pup asodwod ‘asAjoup

0} $399M ()| 19AO sINOY 7 1o}
Ajyeam jow sdnoisy “inolAbyeq
juenbuijep Jo eAloNlsEpP s
-yB1y ebninoous Aow joyy
siayjo eon|dsip o} dnoiB-1ead
aAypuIs)|p up Bulieyjo ‘Ayuspl
paioys D pup UOISAYOD 8jDaId
0} $3@9s joyy yoroiddo pesoq
syibuaus o — Adosey) dop diy

upoLIBWY

uDDLYY BleMm

SPAIY} OM] ISOW|D
‘61| pebo sspw
alom sjundioiing

s JD, paispIsuod
SI9M ||D PUD SHUSD Yy|paY
|ooyas yBnouyy patisjes aiom
sjuapnys ay} jo Auow 4nq
‘AipjunjoA spm uoypdioing
‘Buiyes gn upgun ul

$|oOYds oM} Ul paspg
"uoypAIasgo jundidyiod

puUD sASAINS UOLUSAISIUI
-4sod pup -ed Buisn
yooouddo spoyjew paxiw

sjuaosajopo

upgun YsU-O Ul
syioddns |pioos pup
jjes jo uoydsoied
uo sdnoiB Ajaloo
doy diy oynadoisy
JO spayje ay]

pIUIojI|DD
Xm_mv__mm_ ‘anjusu|
1YBLAA ‘sisay]
ayd (010g) uupo

o|dwpg

Pasn salIALOD
uostipdwod
DISNW-UON

UOIJUSAISJU|

sjundioing

Buiyes puo ubise(g

S|l

|oulnof
(102A) Joyiny




“S|OJ{UOD IO SISPUSHO SNYDIS ‘SISPUSHO JUS|OIA

asom sjundioind Jayeym jo sso|pipbal _umtm*m& SOM dVY
"Bupjpw uoisioep pup suoupNys oyi| A|IDp O} SsaUpa}o|al
‘suoypjes |P120s ‘esngp Jepusb s|pwsey ‘juswdojersp
Ajijpiow “1o1Abyaq jusnbuijep Buipioao ‘joyuod ssjndwi
"tuswabpupw 186up Buipupjsispun 104 |00} D SO palisjeid
Ason som Adpasy) dyy “sBulesw Buiwoodn jnoqo

‘sdnoib
usamjeq

“JOYIOM |DID0S [DOIUID [9A9] SiajsDW AQ
PoJaJSIUIWPD SJIDULOKSINY) “UOHUSAISLUI
JO poytew Joj eduaisjeid pup uoyisinboo

siuswdojersp

s||s |proosoud pioddns
0} JINPUOD D SO dISNW
dvy Buisn suoissas
Yiom dnoub jo ssoyy
yim asodwod Adoiayy
dnoib |puoyipoy

juswayioxe pup juswAolus ‘UoiOXD[BI JO S|@AS| Of UOHD|BI Ul sedualaylp | s||ys [p1oosold ‘esuodsal aAdeyD ainspaw jo suoydsoied (£002)
punoj a1em Adpiay} dyy Bulinoaby seousieyip jupoyiubig | ssassp of sisey | of pasn aipuuoysanb way g | up :(Sy1Y) ,stuodioipod upwPoH
‘Adpisy 4y 8yt JO InoADy Ul AjjpdoAinbaun siem sBulpuly aionbg 1y 8|02s juswssasso Adpiayy 4y 158} 150 jusdsajopp op moH [ 9 olipDe(Q
‘sdno.b joyuod
puo pspusjxa
‘|psuswiiadxe (VWWIVAY) tuswssassy
"swajqo.d |puosiadisjul Joj ‘saunspaw | Bupjpyy d1snyy [puoypaicey Bojpuy-pnsip
pup "18bup ‘196up |pjuswnisul ‘J1ebup |pjo} ‘Josyp sAlpbau awoojno | jusdssjopy ayi puo ‘(z SQVyY) uouipe pug
/pluopayup ‘s1ayjo spIpmo} Jolabyaq ‘edupwiojiad | dnoib-ussmiaq | ‘apog uoissaida( jusdsajopy spjoukey sy
J4om/|0oyds 1oy pajou spm [0oojoud ayy Jo uols|dwod puD -UIyHm '(S¥VY) 8|pog Buypy Jebuy jusossjopy
Jayo s3eem ¢ sjuswaoidwi Juboyiubis Ajpousypis Aq ur sebubyd 3y} (SdV) 8|Pog Juswssessy [puolouny
pazuepopioyd jobdwi papusx3 Jebup |pjuswniisul puo Buripdwos jusdss|opy PuUD P|IYD SYi papnjoul |ooojoud (6002)
uoypn|pAs-es aAlpBau ‘Payp sAlpBau /pluopayuD ‘sisop | seunspayy “(g dnouB) jsod pup sud ‘aiojeq | (WWY) Buppw d1snyy [ uojBuippor
‘uoissaidap |pjoy ‘@oupw.IofIad 8|01 YIoM /|00YdS Ul juspuadepul $yeam 9 pup !(yy dnoib) dn mojjoj | |puoypaidey dydeds b 9 uosydIqg
sjuswanoidwi juooyiuBis Ajjooysiols pajooipul sisipuy | pup juspuads( yeem g | pup ysod ‘eud jo juswssassy [ jo yooduwil ayy sIIPYAA ‘upwipig
‘ssouosiid Jayjo o} suoisses ayy
sisk puswwodal jou Abw 1o Abw sjundioyiod
‘dno.Bb ISAIPUD 1 4 suosoas pup dnoib sy o} BuiBuoe
e Y P Yt 01 butbuojeq
oIsnw ayy ul yimoub jsebip| sy} yim ‘sdnoub pip puo oisnw SupWwe inoqp sBuijesy ey} ‘suoisses ayy ynoqo
ay4 ul s|papiAipul Joj josloid sy seyo puo Bulinp uoyponps : 4L smalA sjundioiind pasojdxe smeilejul
yim yuswabobua paspa.oul pajodipul synsay “|njBulubsw 1saps0d painjonug "youpesal ayj joopspun
pup BuiboBus way punoy puo sdnoib aseyy pakolus Asy) ‘sdnoib — a4us)) Buluipal ayy Ul Jojny disnw O —
"sdnoub o puo oisnw sy} o) sesuodsal salisod pajiodal usamjaq Jsyoipesal Jsuoyyonld, ‘uoys|dwod
sjundioying yosloid ysod (sejnu uosud Bupjpaig) sjuspiout puD UlyHm s josloud sy} sayp syjuow ¢ pup josloid 3JolADYeq pup
InolADYaq Ul 9spaI0ep D moys o} dnoib Ajuo sy som (uoypirep ayy Buunp ‘paouswwod yosloid ayy [ waesyss jjes ‘Buteqg|em
dnoub oisnw ay] dnoib |osuod sy} Ul paspaIOUl pPUD plopunjs ai0jeq syjuow ¢ :spored swy a1y} [ouoloWs ‘uolpoNpPa
sdnouB o pup dIsNW By Ul PISDIDBP $9J0DS UOLOWS Buipnpui) 10j PBUIDICO SIOM SPJODBI SOUDPUSHD u1 jusweboBus
!tosloud ysod unoiAbyeq Jieyy JeAo [04u0d sse| ppy sdnob | sainspew ysod UOHDINPS PUD SPIOJBI INOIADYSY IS} ,slepuayjo BunoA uo
@21y ||o ul sjundidyind sisebBns [ouuoo Jo snoo| ‘dnoub | -eud Buuipdwod Buiusaios ynpo pIxe|sAP pup wasyse $9SSD| D PUD dIsNW (oL02)
0 8y} Joj 9spaIdul ou jnq sdnoib [osuod pup disnw ayy SOISIYDIS -J|os ‘e|pOs J0IADYSq [O4UOD JO SN0 ur uoyodidiind jo A1dnQ %
10j Woajse J|os PasDaIoUl S9INSDOW IO} §}NSaI PAXIN aAnduosaq !o|D2s uoows :seinspawW jsod puo alg oodwi ayj st IDYAA uosiapuy
sisk|jpuy uolsanb (109A)
wmc_—oc_u_ ollelg| COEU@:OU ollelg| r_U‘__OQmmw_ ‘_Or_h3<

SalpNys spoyjsw psxiw puob ®>_._U:._CODU nwmc:uc_“_ pun spoyisw Yoloasay




"SUOISSas | HH ayy 4o iod aq o} pamo||p

Buiaq jou 1oj aunspa|dsip pessaidxa sjoyuor) ‘sBuos
dobi Umo U8y} 21oys pUD 2jpaId 0} BUIsAp b passaldxa
os|p Ay “pajoisuowsp yopoiddo sy joy disnw
A1ay4, Joy joadsau, sy} pajorosiddo sjundioying
"SUOISSaS | HH Sy} JOJ WISDISNYIUS PUD JUSWS}IOX
passaidxa ||y ‘uoisses dnoib snoirsid Aup upy} siow
suolisses sdnoub | |1 ays pakolus siequaw jsebBBns
3J0p SALDH|ONY "SAISN[OUODUI SI9M DJOP [DOUSHDIG

"siaquisw
dnoib |HH wouy
YopgpPas) SALDY|PND
'$91008

isepsod uo juswyoauy
JO 109y By} sulWIBlep
o} sisA|pup uoisseibal
DUl PUD $91025 |59}
1sod pup a1d usamiaq
$9JUBIBYYIP $S9SSD O}
sisa) } so|dwos paiiog

"sUoD|oY 198 JO Xapy|
pup ualp|iyD 1o} 8|pog jdeduoDyfeg ey
9PN[oUl SSINSDBYN "SYOOM XIS JD PUD 459}
a.d seinspaw pajejdwod sjundidind ||y

3Buyes

[PyUspIsal Ul yinoA
jusnbuijep pup ysuHo
ul suoypjal 1ead puo
1deouoo yjes uo (JHH)
Adoiay| dop diy jo
108448 By} S IDYAA

(z00Z)
uosA|

‘Juswyoaly

inoyiim yo saeq asem sdnoib omy asayy 4oy}
BunsaBBns ‘UoiIpUOD [OJUOD Y} UDY} JOMO| PaIODS
uonipuod Ajuo seiBajous aaliubod pup sousiiedxe
SNOLIDDIA SUOHIPUOD Jayjo 8y} o} uoslindwod ul
Apuooyiubis Jayip jou pip inq isay ysod o jsajeud woy
Apuponiubis paroidwi suoyipuod seiBajoys aaliubod
yim pasjdnod soupwiiopiad pup Ajuo soubuiiojiad
Sy} UIYIIM $310DS WS)sa J|oG "dn-MO||of §0 S|qDIIDA
Aopolyja-j|es [P2IsNW 8y} UO suOHIPUOD Ajuo saibspus
aAl1uBoD pup sdusiiadxe sNOLIDDIA 8y ubyy Jaybiy
Apupoyiubis paioos suoyipuod selbajpus eAliuBod
yim psjdnoo soupwiojiad pup Ajuo soubwioiay

"s8SA|DUD SjDLIDAL|NW
puD 9joIDAIUN
‘|ouonp|a1i0))

"ainspaw weajsI|eg Biequesoy ayi pup
‘uolye|dwod |nysse0ons o o} yspy B Buibulq
pup ss|opjsqo Buiwooiso ‘sebus|oyo
Buyssw A||nysse00ns jo uoyopoadxe ayy
$5955D YoIym ‘(SIWW) 8|25 Aopdiy]

.“__ww _Uu_waz wr_,_ _Um_UD_UC_ sainspay

3yinoA

pabojupAposip pun
sjuanbujjep s|1uaAn|

JO Wodjsa-J|9s pup
Aopoiyja-j|es [poIsNW
ay4 uo awy puo
soupwioypiad |ooisnw
§O S}08}§e B} BID JDYAA

(8661)
Apauusy|

‘|[peddp sy suidispun uoyusAlaiul

8y} JO @oUDAS|a. |DINYND PUD Ajl|IqISSEIDY
"Buiuoyouny saionpoid spiomoy dnoib sy jo suo

Ul J1Yys D PSJOU UOLDAISSCO SAIDJIDNY) "SIA|SSWAY)
1NOQD Jayjoq |99 WSy} SPOW UOLUSAISLUI S} Joy)
1iodai pip syundidyind yBnoyyo pioddns proos puo
tdeouoo-jes ui seBupypd juboyiuBis ou :synsas paxiy

149 8yt jo Aopouye

3y} ssasSD Of Pasn os|o
SI9M SUOIDAISSO
SALD}|OND
“8oup2yIubis |poysypIS
JO @1am 581005 fsejsod
pup isajaid usamiaq
ioddns |p1oos pup
ideouoojes ‘sepniyp
ur sebBupyd Jayeym
aulwISiep Of siso)|
pausiod Buipnpoul
SISA|OUD SAISUS)X]

Jepoa| dnoib sy jo

8|Ais pup Aopoiye sy} Buipnjoul solwbukp
dnoib pup sejos eouppusyp ‘doy diy
pup dou jo sousiiedxs soud sjundioyiod
pajou os|y woiboud sy} Jo smaia puo
ioddns |p1oos jo suoydeoied ‘yuom

4|es |pqo|B jo sainspaw ysod pup aiq

aMbIp 8y} A||pal (dop
diy “6°8) yuswypayy jo
Ajl|ppow 8y} s1—awod
sjuspnys op AYAA 2yiom
wo.boud sy ssop

Mol ssjundioipiod

ayy oodwi i ssop

MO 3SJUSDS9|OPD sl
i ur poddns |bioos

jo suoydsoiad pup
uondsoiad-es syj
1oy woiBoud Adpisy
doy diy b seop mop

(0L02)

uuno

sBuipuiy

sisAjouy pjog

UO1}23||0d BIO(

uonsanb
yoioasay

(1094
Joyiny




EVIDENCE REVIEW / Appendices

(.Y 4 G YA g g g 6 g 8 (z002)
uosA|
(4 G Q Q g 8 8 q o) (8661)
Apauusy
ot | 4 YA 6 [ G L / (0102)
uupo
(€002)
uowW PO
L4 4 4 g g 4 4 4 4 ’® O[i0D
ed
(6002)
€S 8 L Ol g € Ol g g o
ubwHIg
(0102)
oF 4 4 Q Q g 4 € € A18rQ 9
uosiepuy
oL (oL
a|qissod a|qussod

(08 ®|qissod (01 ®|qissod (01 @|qtssod D Jo Jno D Jo jno (01 ®|qissod (01 @|qssod (01 @|qissod

D Jo4no) [ oo 4no si00s) | 4O 1o 21025) 9100s) 1008 | P40 4n0 9100s) (0L ojqssod | P 40400 9100s) D JO §n0 8100s)

21008 9N|DA | SUOISN|DUOD m_m\A_oCo senssi [ uolI8||02 | bjo o 21005 ABajpuys uBisa(
__O‘_®>O __O;_®>O \w@C_TuC_u_ O._.OD _OU__:_._.M Ohom_ CO_._.C®>‘_®#C_ ._CQEZD‘_UQN_ —._Ugommww_ \AmuDhm

(se1pnis spoyjew paxiw pup aAypyiuonb) |osipiddy Loy

PAGE 60






“SOIIALOD 2NSI9|

$s900D 0} saljiunjioddo
SAIDUIS}D M3} pOY
sjuodidipng “swwpiBoid

‘sjooyos
J3Yio yiim A|ndiip poy 8Aby pup jsu o,
SD payyuap! a1 oym Og — 7| pebp yinoA

xis Jo sdnoib u1 swwo.Bo.d jyeem-Q| D passeddD ays ut od ooy sjidnd [puiBloqy Ajubuiwopaid Joj ‘Dpoup) $90USIog
a|doad Buncy “oisnw o} Bulusjsi| pup uoyopispur | 051 s1094 @21y} BY} J9AQ uogun Ul jooyos Ajlunwwod juspuadepul ainsia
[o100s ‘uononpold D ‘esomyos Buyips punos eBojiay ouiblioqy | yp uy paspg *(SdDN) ABsipug uoyusasiy (£00¢) x04
yim Buyuswiiadxs ‘spiodal [Aula Buiyojoios Hodai 9,04 "auly auo Aup awiY) |ouolpN| ayi Aq paisosuods 8 PNYsD]
pup Butuuids ‘sewAyl Buipiosas puo Buim | 9 [OOYIS Sy} ul sidnd 00| (D35g) 2uuaD uoypINp] t98.lg Bjkog 1S 9jkog ‘opiaq|y
‘syoaq Buypald Buipnjoul salIALOD puD sal|1oDy ‘palsauip usaq 3y} pup AJisisAlun o usamiaq josloud | Jo joag sy ul youoasay [ ‘sisey] qyd
‘sonds papiroid Pyl £00Z Ul PYSIGRISS [ 9ADY WOYM JO 9,GQ ISAO SAIJDIOCD||02 D SPM J03]014 “poylew O} XIWaY Woly (s002)
swwnJboud pajpoipsp b - i§ sjhog jo ypag ay| ‘yinoA pabojupaposiq aAypjipnb pasng suo uo :Buixiwey :an0019) sy} Buluyeq pNyso]
"SOHIALOD
950042 p|N0d sjURdIDID] “PISYO OS|D SJom
Buyoo pup Buyuind Aoids ‘Buioupp yoaig “siojny Aloiul dn mollol Ul
ISNW YHM | O} | dIom O} uo juam o|doad BunoA SIS loy vt 8
g "100losd dn mojjoj o uj “Buiddos pup disnw aoupuiiopiad puy Ut 7 |
[o3Bip pepnjoul pub ainyno doy-diy uo pasoqg ‘uolpjussaidal sspush
SU9M SOIIAIIOD DISNY "PassaIpPR aq o} sanss! [ [onb3 ‘liojs ayy jo pajjoius
puo wnipasw ‘sjAis ay} suiwisiep syundidyind a|doad 7z Buipusyo
yoiym ul (@DD) yoroiddo juswdojersp |pinyjnd paddoys Appaljo poy saIpnig
Ajlunwwoo o pamoj|oy josloid 8y “Aipjunjon oym 1o ‘|ooyos 4o 4no “S|ID YiNoA 4o
spm uoypdIdIID *[DALSS) SHD YNOA [020| D Buiddoup jo ysu 4o, sO "DI|OYSNY YNOG ay4 ybBnouyy sjdoad [ouinof
10 soupwioyped o Ul Buyouiw|nd syjuow ¢ siayopay Aq palyiusp! ur s|doad BunoA ysui yo, pabojubaposip BunoA BuiBpBus (6002)
180 yoaM D SADp ||n} Z 10} paIaAllop SPDM s|ooyos ybiy |poo| woy uo swwniboid spp pauiquod o jo :aaypsadwi Aorjod | Bisqgsjeang
swwniboud sinoy jooyds pasoq Alunwwod ay) | ¢|-i7| pebo sjdoad Buno, podwi ayy jo Apnjs oiydoiBouyig | yinoA sy Buibus|oyy | g 1edeoy e
"SOLIA| UMO lay} papiodal Asy} yoiym
1A '2IDMYOS UIIM YODI} D pajoald sjundioliog
"suossa| Buiouanbes puo dos “uojinB ‘ounid
Buisn suoissas oisnw dnoib pup |onpiAlpy| CUMOUYLA 821s ldWD
‘Ajj1ony ay4 ul Anjs ieyy jo yibus| ayj 1oy Inoy 1 18 9|awds ‘$00Z-£002 selpnig
UD O} JNOY UD §|0Y JOJ }99M D 9DIM} JO 92UO [1ounoD) Youoasay ubijplsny ayy Aq papuny | uonusieq ul sispuUsO YinoA Jo
suolsses papusip sjundioning ‘swsjqoid asnqp "auua) awwniboud yoipssais pasoq Ajunwiwod Bunoy Joj swwp.iBoid |ouinof
9oupysgns puo JuswaBoubuw Jebub uo Ajupwid [ sy ulyim Jolaoyaq pooB |  |puoibulejul JoBID| D YHIM payul] "N Yk oIsnyy Jojndoy v (£002)
Buisnooy uoyoziuobio disnw yinoA yyoid-ioy | yBnouyy sebejiald psuipe ur uolnyysul sspuayo BunoA b u disnw J|os @AlDaID By} UDWOH
-Jou jsip1oads b Aq pepiroid som josloid ay) poYy oym usw Buno, jo podwi syy jo Apnys oydoiBouyyg pup wsiAlpioey ‘doy 9 Joyng
_OC;_D_O_.
(109A)
UOIJUSAIBU| sjundidipny Buiyes puo ubiseQ s Joyiny

saIpnys aAlpyIPNb :soysLIBRDIDYD ApNig




‘umouyun azis ajdwog

"Iy oISy
yinog ur sswwoiBoud Ajlunwwon)

UOISISAIP JO JuOIja10) Sy jo jouinof

10 OON b ‘(s1epualjO [puolDUIBU|

jo uoyniBajuiey puo ‘(8002)

uoluaASId BWID) Joj HYIoW 9

"9oupwioylad ajquiasus sepn|ou| ainyusu| [ouolpN| ayi) "DOLIJY YINOG Ul SI9PUSKO "MD| 9y} Yiim uasjaIN

‘uoypsiroidwi puo sanbiuyosy pio Buisn aquislp OYDIN Aq paussgas [ BunoA o) swwpiBoud disnw Aipuolsiaaip 121}§uod Ut yinoA puo -Yio|s
PUD DQWILIDW UDDLJY Ul UOLONIISUI [00YOS-IalY SI9pUaYO jIusAN[ D JO UOHDN|DAS SPOYIOW PaXIW | SHD 8y} ‘DO YiNOG | ‘PIOMPOOAA
uolpLIassIp

(Adouay)

"0OLJY Yinog ui Buiyes dIsn)

pasoq Ajlunwwod SNWW

"L YINOG Ul S JO ${ua0ss|opD D 10 MD| BY} Yim pLojeld JO

-a1usb dou Buisn BuyimBuos Jo} psloid uoypyijigoyai [o1o0s o of [ jo1uod Ul sjusdsejopD Ajisionun

pup olsnw papiodal ‘(JojinB ‘ounid ‘swnip) [ Jjois pup S8y PUD JusID Adpiayj o1snw Jo UOKNGLIUOD puUp ol yum Adpiays oisnyy (£002)
sjuswinysul Buisn Adoisy) oisnw |ouolpsircidw Apnjs 8sp2 s|pWw 8UQ 8y} uo youpasas Jsuoyionid sAlDPND :8Bp1n0d Jo sajouID) Jayjo]
_OC‘_D_O—.

(109A)

UOIJUSAIBY| sjundidipny Buiyes puo ubiseQ s Joyiny




"841] J9A0 [oyu0d Buiesso pup Buluosw

Buppw ‘Buidod Jo Aom b sepiroid dIsnyy “UOISSNISIP Ul 810YS Of PSJUDM
3ADY Jou pjnom Aayy jpyi suoupysnyy pup swoalp ‘sedoy sseidxe o wayy
pamo||p os|o §| “Ajijiwny uips| pup adsal uIpB ‘s||ys Jley} sjpsUOWep o)
sjundidiind psjgpue pup uolissaiBBo Joj ajino a|qoideddn ub pspiroid
sojpg doy SO yons selIADY 9|qnol; Jo jno Aojs of wayy padjey pup
sAop J1ay} yBnouys wayj pauIpisns DY} JUSWSA|OAUL JupdLIUBIS Jsow ay)
som 41 joy4 pajiodas Auenbauy sjdoad BunoA pup sjgoiolus siow jooyds
o} Buiob spow swwoiboid sy AIb|nqRO0A Yo Ul sawAyl snosupjuods

Buixiwal puo
uolpjuswadxa
‘Buijdwos
‘uoljosjes jo
sseooud ayy
yBnouyy sBuos yo
sBulubsw Buiyiys

"DJDP By} Ul papnoul
so1A| dou pup uoypAlesqO
‘pouad upok saiy) o

1aA0 yoom D SADp 1 104 Aop b
sinoy 7 Juads oym Joyoinasal
Jojoyi|1o0} Aq pajos)|0d PO

‘dA pebojupappsip

‘aouslIadxe
[n4Butupaw

pup aAlonpo.d
‘Jupsos|d esow D
[ooyos ayow o
SD [[9M SD SWLID
wo.y sjdoad
BunoA pisAlp oy
swio puo sjidnd

8jpaid o} a|qp alem swa|qoid Aopisyl| ppy oym ajdoad Bunop “supboLBWYy ay} Buiuiwoxe JO SP|HOM By} pupjsiapun o} 10§ ABaoys | (£007) x04
UDDLIY YiIM PBIDIDOSSD S3|AIS dISNW Uiim AJljuspl Of 8Wod aAbY YinoA - sjupdidippd Japio ul uoonpoud oisnw | jusweBobus-ai o 9 DNYSD]
SUOHDIN| #5114 [P} 1O SBHIALOD BInsIa| Jayjo Aq paployp jou uoissaidxa Yim sseooud ayy doy-diy ur jusweBoBbus puo | so psubisep som (so02)
JO subsw aAlpaId ‘|npemod o sepiroid — sayje Buyids -Buiddoy jo uoypiojdxy 21nyjnd YinoA u1 uoisisww| swwniboud ay| pNYso]
"anuiuod jou pjnom sswwniboud sy yoyy juswiuioddosip
passaidxs sjdoad BunoA Jsoyy “SSLIALOD JBYIO YiIM JI 8IDYS JOU PUD ,UMO
Jiayy so sonds sy wippd, o} Ayjiqo sjundidiind syt Appjnoyind ooy
SD paluSp! SOM SLID YINOA 104 jJuswuoliAue 8y *, dAq o} sswwnp.Boid
[p4n4|n2 jupasal Buipiaoid o podwi BuiBubyd-eyl A|puusiod sy ajoysn||! aspuno.Byong
A[408|0, DJDP BY| "JIOM [00Yds J1ey} Yim ebpBus-ei of uo juem sjdoad pabojupAposip
BunoA unoJ “Buluup|d 1seipd ainyny pup juswdojersp |puosiad jo suiisy ‘posloud sy wo.y sjdoad
ul anjoa Buoys Buiapy so sewwpiboid syt paziubods. sjundioying JO PUS 8y} 4D SMBIAIBJUI papuUS BunoA uo
,"9ouDARjal Jepualb pup |pInyNd yioq Joj pesu sy} jnogo Ioajo, Buieq -uado pup syisia pjey Buunp | sewwn.Boid spo
'SOLIALOD JO 8210y J13Y4 Ul 8AD3[8s a1em sjupdioiing “eBpjupAposIp siojoyi|1ony pup sjundioyind ui uoyodidiyiod (6002)
d1WOU0D8-|pId0s I8y} apdsap Ayjuspl jo asuss 1eBuous b pub uoyiquo YHM SMBIAIBUL [DUIIOjUI jo tooduwi | Biagsjeang
‘s||1ys ‘@ouspyuod dojersp of s|doad BunoA padjey yosloid ay) | sisAjpouo oiowey) ‘uolyoAsasqo jundioying 8y} s1 iy | 9 Jedeoy o
“sjpuoissajoid adysnl yinoA
"SUOSSS| JO SPISINO S|QP|IDAD JOU oM s31J1[100§ 9o1opId pup BuluIs pUD SJOJN} DISNW ‘OIS YiIM
!seba|iAlid Jo uoyp|NWNDOD By} UC papuadap Siy} SO USYSISUOD A|LIDSS8d8U SMBIAISIUI PBINIONIS-IWSS PUD 8|doad
JOU SDM SUOSS3| O} $5820D ‘Bl 4o aunssaid papnjoul swwoiboud sy} sw.oj uoyon|pas swwoibo.d BunoA pauibjep
jo suoyppwi] QD o Budnpoid woy peaLsp juswaaslyop puo Adusbob 'so1IA| Buos so |jom sb waajse jjes pup
‘asodind Jo asuss b pup !JolApyaq uo Josjyel of Aopdod pasoaidul uolPAISSqO pajiwl| uo pasoqg [ - Ajyuspl yinoA jo
‘uolisodwod pup BuymBuos jo ssedoid sy BuikjysAwsp Aq wasjse a1 pypq “Buiyes |pipoysno uouONISUOD By
J|es Buioiojutal Is||1ys |puoyoziunBio psrosdwi Buipnpour sjundioyiod uo o ul youossas d1ydoiBouyje ul sewwoiBouid
sjopdwi s|gpjou swos podal sieAlesqo ay] -oupws|qo.d souA| saypBau Buonpuod jo saynoiyip o1snw uojndod (£z002)
Buiquosoud sajns ayj punoy usw BunoA swog “juswuoiiaue ubupuldiosip Sy} SOJON| WIS} YoIDasal JO siyeusq UDWOH
‘painjonus AlyBiy syy wouy uoypiaq| jo poliad joriq o pepiroid suoisseg | sisAjpoup oypwisy) | AsieAlun b Aq pajos)|0o pip( S} 21D JOYAA 9 Iayog
uolsanb (109A)
w@c__oc_u_ m_m%_OCd\ olle]gq| CO_._UO__OU olle]g LU;O@m@N_ ‘_Or__3<

saIpnys aAlpyionb :sBuipuly pup spoyjew younssay




‘yinsind |o100s panjoA o ul sjupdioyiod SAIOD PUD SIOINGLIUOD [NjEsN
‘anbiun sp sebouwi jjos mau yyim juswiiadxe o Aunpoddo up puo ssaus
wouy yo1ja1 paplaoid os|o § “JoIuod pup seousiiedxe ‘seousnjjul aAypbau

WO} UOISISAIP D pUD 8jpjs [puoyows aAisod b paboinoous osloud ay)

‘joaloud

8y} Jayp 192102 disnw o Buinsind paispisuod sADY sjuspnis Ma}  “syjuow
XIS PUOD8S 8y} Ul 94,0 PUD %606 SPM awwpiboud jsod syjuow 9 sy ul
dnoub jojid sy} 1o} sypu wisiAIpIDaL 8yY] (ssoubuwiopied pup seduopid jo
@ouppusyp) sjuswaiinbal swwpiBoid yim paiidwod sjundionind jo o | ¢

" st9aus ay} wouy Abmb, wayy Yooy oyt 8opds ayps o Buipiaoid so
suolisses sy peypideiddo Asy] “juswajioxe pup sseuiddoy ‘JuswAolus jo
saoualiadxe papiodal uaipjiyD “sesuodsas sAlisod ysebbns spiodal Jojusyy

‘uaJp|iy> ays Buown Jolapyaqg
PUD sSPNIHD s,UBJp|Iy> uo pup sdiysuoybjal AJlwpy o joaye aAlisod D
poy eApy o} posloid sy} paatediad sjuainyg “swwniboid sy} o Hibjs ayy
4o jussaid usaq jou poy joy; s||ys [PaIsnw padojersp sjundioniod ey

sIsAjoup oypway|

“aBpjoo} 0aplIA Jo uoypAISSqO
Buisn Jeyonsy disnw Aq

S||IYS [POISNW JO JUBWISSOSSY
"s18y21D8sal AjisIaAlun

Aq pajonpuod smaialejul dn
Mmoj|o4 pup spodas ButoBuo so
[[9Mm s sjuaind pup uslp|iyd
Yim smalalsjul josloid aiyg

3A191005 ojul
siepuajjo s|iuaanl
jo uoypiBajulal
[nys$920NS puD
awio woyy
UOISIAIP Of
uoyp|al ul
swwpiBoid
oIsnw YinoA o
jo jondwi pup
9|0 9y} SI {DYAA

(8002)
HIYioW
usseIN
“HoIS
'PIOMPOOAA

"suoyop I8y /siy 1oy Ajjiqisuodsal jo esuss o pup eduspusdepul ‘Aisjsow
Bulsjsoy pup diysuoypjas ayos ‘s|qpioipaid o Bulisyo Aq siepusyo
ajiuaanl jysusq uod Adpuayy d1snyy “eAladsiad pasoq syibusys o woy
Bunyiom Aq §xa4uod siyy jo ainjou paBojupAPDSIP PUD PedINOSal-Iopun
3y} SSOIPPD O} PISU BY} PUD JXBJUOD [DIDOS JISY Of UOHD|SI Ul [oNPIAIPUI
ey pupjsiapun of pasu ay} Jybiybiy sewey; Buibiew3z "yopoiddo oisnw
Ajlunwwod b uiypim solonid Adpisyy dlsnw $8Z1|DNIXBIUOD UOISSNISIP 8y

sisAjoup
olpway} pup
Buipoo pajinje

Jusi|o [oNpPIAIpUL UD
Uiim Sjiom Jo sydisdxe ospIp

"SMBIAISJUI PRINIINYS WSS

SMD)|
SY} YHM o1jjuod

ul sjusds9jOPD

JO spasu ay

JosW o} Joplo ul
ydopp o psau
soyooud Adpusy|
2ISNYy S0P MOH
sowwpiBoly
juswdojersQ
jusossjopy ay
uryim Adoisyy
dlsnw 1o} [spow

D SO SAIBS
8bpino)) jo spuD
Sy} ud MOH

(€002
1Ty

sBuipuiy

sisAjpuy pjoQ

uo1j08||0d PYP(

uolsanb
Yoioasay

?om\c
Joyiny




EVIDENCE REVIEW / Appendices

(8002)

HIYIow
uasjaIN
Ll 4 4 l | 0 | 4 4 “Ho[s
'PIOMPOOAA
o€ € 4 € 14 14 14 g G (e00)
18407
(£002) x4
pup PNYSD]
14 € 4 4 l € € € € ‘(s002)
PNYSD]
(6002)
ST 4 G € 14 L € € 4 Biagsjenng
0 Jadsoy 8
(£002)
S€ G 9 € N G € 9 9 upwoy
% Joyyog
(oL (oL
a|qissod a|qissod

(0g @|qissod [ (0| 9|qissod (01 @|qtssod D Jo jno D 4O jno (01 ®jqssod (01 e|qissod (01 3|qtssod

D JO §n0) | b JO N0 B100s) | | 4O Ino 2102s) 2100s) 2100s) (0L ®|qissod [ © jo 4no 2102s) | D jo 4o 2100s) D JO N0 91005)

2100s aN|DA | suoISNPUOD | SISAjpUD sanssi | o jo yno 8100s) uoo9||0d ABaypujs uBisa(
__C.\_®>O __O‘_®>O \w@C_TuC_u_ olielg| _OU_C_._.m \A.__>_X®_“—®W_ oo | HUsSWINIDSY LUgomwww_ \A_OD#W

(se1pnys aAypyionb) psipiddo POy

PAGE 66



APPENDIX 6
EVIDENCE REVIEW OF PROJECTS

FUNDED BY YOUTH MUSIC:

DATA EXTRACTION SHEET

ID and project
details

Target
population and
recruitment

Programme
characteristics

Evaluation
approach

Evaluation
findings

Project ID & brief
description

Programme scheme

Programme dates

Grant funding
amount.

Additional funding

amount,

Evaluation costs

Target population
as described in
project proposal:
numbers; age
range; gender and
ethnicity; disability

efc.

Actual take up as
described in project
report.

Aims and
objectives,
approach
proposed.

Activities described.

Duration of
programme,

length of sessions,
number of sessions,
timescale

Aims and objectives

Evaluation methods
proposed

Actual methods and
approaches used

Data sources used

Outcomes, impacts
and process issues
reported




APPENDIX 7

LIST OF WEBSITES THAT INCLUDE
INFORMATION ABOUT MUSIC IN
YOUTH JUSTICE SETTINGS.

e Arts Alliance

e Arts Council England

e Arts Education Partnership

®  Arts professional

e  Billy Bragg - Jail guitars charity
e  Catch 22

e Changing Tunes

e Clinks

e Create

e  European Prison education association
e Get Sorted Music

e Home office website/ Scottish executive

® |rene tailor trust

*  Make some noise (Staffordshire and Stoke on Trent)


www.artsalliance.org.uk
http://www.artscouncil.org.uk/
http://www.aep-arts.org/publications/index.htm
http://www.artsprofessional.co.uk/
http://www.jailguitardoors.org.uk/
http://www.catch-22.org.uk/About-Us
www.changingtunes.org.uk/
http://www.clinks.org/
http://195.167.181.207/render.aspx?siteID=1&navIDs=1,12
http://www.epea.org/
www.getsortedmusic.co.uk
http://www.homeoffice.gov.uk/
http://www.scotland.gov.uk/Home 
http://www.musicinprisons.org.uk/
http://www.make-some-noise.com/

Making Tracks

Music in detention

Live Music Now!

NHS evidence Review

Offender health research network

European Prison Project

Prison reform trust

Royal Society for the Arts (RSA)

Royal Society of Public Health (RSPH)

Sonic db

Safe Ground (Fathers Inside/Family Man)

World Health Organisation

Youth Music


http://www.makingtracks-online.co.uk/ 
www.musicindetention.org.uk
http://www.livemusicnow.org.uk/
http://library.nhs.uk/evidence/
http://www.ohrn.nhs.uk
http://www.panproject.org
http://www.prisonreformtrust.org.uk/
http://www.thersa.org/about-us
www.rsph.org.uk/
http://www.sonicdb.co.uk/
http://www.safeground.org.uk
http://www.who.int/en/
http://www.youthmusic.org.uk/musicispower/index.html
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