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FOR COMMUNITIES

How do you draw a rainbow tH

This unusual comment really captured our attention when we
were conducting the interviews for this research. The young
person who asks this question speaks of their experience of

a primary school teacher suggesting that their rainbow was
the 6wrong way ar ound-beliefthahi c
they had no artistic ability.

That young person, perhaps unable at such a young age to
argue or explain , persevered, didnot
ambitions and a few years down the line, were introduced to
an arts project funded through the CashBack for Creativity
programme. They finally found somewhere safe and
supportive, led by passionate and skilled practitioners who
understood that they could develop if they could just find the
right place to explore their creativity.

Scottish Government

gov.scot

ALBA | CHRUTHACHAIL



FO rewo rd organisations who have contributed to the cumulative bank of knowledge and
experience the sector now has and who have had such a positive impact on

. . Scotl andds oun eopl e.
CashBack for Creativity is a unique and highly valued programme managed by y g P P

Creative Scotland and funded through th&anPaotti sh Governmentds Cashback for
Communities programme. It takes funds recovered from the proceeds of crime
and invests them into a range of free arts and creative projects to generate
opportunities for young people experiencing additional challenges or barriers to
access.

Head of Creative Learning, Creative Scotland, July 2017

Creative Scotland has been a delivery partner since the programmeds inception
in 2008 delivering high quality arts learning and developmental activities across

all areas of Scotland. Over 40,000 young people have patrticipated in the

programme so far, and the artists delivering activity have provided access to life

changing outcomes that include improving the skills and confidence, raising

attainment and aspirations and providing pathways for further learning, training,

education and employment.

Commissioning this research has provided an opportunity to hear the voices of
practitioners, stakeholders and young people who have been involved in the
delivery of CashBack projects; to explore the components of effective good
practice in delivering creative projects to young people experiencing additional
challenges or barriers to access and to share that knowledge and

experience. We also hope it will be a useful resource for the future development
of projects.

The Research Report wild]l al so be produced as five OResearch Bitesbd, to be
published over 2017-18 and available on the Creative Scotland website. Each
6Bited is a synopsis of one of |beche five key themes of the Report and wil

accompanied by a podcast consisting of interviews with young people and
practitioners, and reflective questions to further explore key themes of the
Report.In response to requests from artists a literature review including a

summary of relevant research reports is published alongside this report.

We would like to thank all those who have taken the time to record interviews
and facilitate BOP in their fieldwork, all the participants who took part in our
CashBack Learning Day in March 2017 and all the artists and partner



I Collaboration is key. Whether it is about dividi kill t to get
Executlve Summary ollaboration is key ether it is about dividing skills across a team to ge

the best outputs, or about having a more equal relationship with a tutor or
creating and producing something that is bigger than an individual ego (or set of

A'_ms _ _ egos). Working together, trusting each other and relying on each other is the
This research sought to understand how young people taking part in a range of only way that the best outputs and outcomes can be achieved. Learning to work
creative programmes across and beyond Scotland developed creatively as well collaboratively may also be a skill that will be useful in future learning and
as how their creative development may be linked to other elements of personal employment.
or social development. Specifically, it focused on the following aim and research
questions: Developing self-identity is a core part of life throughout childhood and
) o o adolescence, but these projects can really move things up a gear and help
To explore Wh.at children aﬂd young people experiencing additional young people to explore their creative selves in a safe and supportive
challenges gain from engaging in arts-led creative work environment. Being encouraged to explore these identities can have a lasting
effect on their health and wellbeing, as well as help them to think about future
The further research questions were: learning or career paths.
1. Ilj|o|2/v§1re Earti(éipagts dlevelopinr)g their creative skills and how is this Authentic, highly skilled and emotionality intelligent staff are required.
Inked to broader development? . . . . . The projects ongy work because of the hilg | sliilled and high||y emogonally
2. What are the unique O6active |ngred|en1i.so 0 BI’O]nECtS a. ar e gadl ng to
positive outcomes? intelligent staff who draw on a range of professional resources to ensure that
3. What practices and approaches have been more successful or less participants are encouraged, feel motivated, and are challenged in a way that is
successful and why? appropriate to each individual. Relati on:
4. How are arts projects valued and understood by those involved (the a young person (or their life) ithe§ys abou:
young people, artists, parents/carers and non-arts partner bring to any setting at any time. This is a highly professional practice.
organisations)?
5. S'OI‘,’V car;current good practice be applied to project models for future There is an opportunity to bring theory further into practice. All those
elivery”

involved in the research were highly engaged and very interested in how
theoretical frameworks and concepts from across different academic disciplines
(e.g. sociology, psychology, education theory) could be brought into their
practice more. This relatively brief research project seeks to make some of
these links, but there is scope for existing theory and knowledge to be brought
more closely into how projects are designed, delivered, and evaluated.

Overall findings

I t 6 s aldlf-dieebtedigbalssOne of the clearest findings is that
progression journeys must be made on the terms and needs of individual
participants. The reason that the projects work is because young people are
there to do and make something creative and if there are other benefits that is a

bonus. The programmes will not be successful if the participants feel that they What do we know based on previous literature?

are getting oyouth work by the back do 05 e need to be clear about defining the groups and demographics of the
young people we are working with



0 We need to think about what kinds of creative or other areas of development
we are looking to explore within projects

0 We need to be very clear about how potential outcomes (intrinsic and
extrinsic) are related to each other and overlap

0 We need to acknowledge the politics of voice and agency when working with
children and young people experiencing additional challenges

0 We need to operate within and consider reflective frameworks across our
work.

What did we learn from this research?

Attainment and progression

Participants and practitioners discussed how progression can be defined in
terms of self-determination - the theory that intrinsic motivation is core to
personal development and can only occur where individuals have competence,
autonomy and relatedness. This is a useful starting point to understanding how
and why young people come into and develop within projects.

Participants and practitioners also described how self-directed learning,
critical thinking, and creative problem-solving were present in projects and
how this was related to the creative process, as well as the approach of the
practitioners, the pace, and the setting.

Another important element of attainment in projects is the development of
metacognition, or how participants are encouraged to think about learning and
how they can apply their skills in other contexts. This is a particularly useful
aspect of projects when participants may not be fully engaged in formal
education as it enabl es
contexts.

Additionally, projects provide opportunities for participants to develop direct
transferable skills, particularly if the art form or creative activity will be
replicated in course-work within formal settings.

Rather than simply working in teams, the nature of collaborative working is
learned across projects. This includes understanding the variety of roles and
tasks required to produce high-quality creative outputs, learning how to
contribute to a team effort, as well as understanding and respecting other
peopl eds input.

These developmental aspects of progression and attainment should also be
considered alongside the structural barriers that many of these young people
face. Whether this is the multiple challenges posed by acute poverty and
inequality of access, or whether it is an alternative pace or level of support that
may be required, it is important to remember that progression and attainment
can only be negotiated and set at an individual level.

This has clear implications for how progression is tracked and measured.
Projects require ongoing support for establishing ways to acknowledge and
track progression within and beyond projects. This can include commitment to
projects, progression across projects, outputs produced, and self-identified
goals being met. For some this will include accreditation, but for others this is
not an appropriate measure of progression.

Wellbeing

The projects taking part in this research are likely having an impact on
participantsd6 heal t h atadaysbeihglarbexplict gim.
When analysing the accounts of practitioners and participants in light of existing
frameworks and previous research on the elements that make up positive
wellbeing, we can see some clear synergies, particularly around:

& Providing opportunities to explore self and social identities and to

t-hemmabl pppt g &k idavelep alpasidivesafadondepto n

& Providing opportunities to relax, to work collaboratively and to engage
in creative exploration and play

0 Providing the opportunity to lead in decision making processes and to
feel in control of the creative process and future trajectories

despl



0 Enabling a safe space for participants to discover new selves and
imagined future selves.

Future research and evaluation may wish to explore some of these issues in
greater depth, and it would make sense to measure and track changes in
wellbeing within projects for those groups of young people at higher risk of
having poor mental health outcomes. However, at this stage it remains useful to
highlight how the development taking place in these projects is likely to extend
beyond education, attainment and employability, and also includes positive
wellbeing outcomes.

Employability

Across the projects we spoke to as part of the research there were a number of
key ways that employability skills were being supported. Transferable skills
were being supported in the form of the knowledge and skills participants
would need for their future professional training and careers. This could be
the practical and technical knowledge required to produce creative outputs and
was cited as giving some young participants a competitive advantage in formal
education and the workplace.

Projects also help young people to understand and plan career trajectories
by demonstrating a range of career options and helping them to specialise in
different roles.

The projects included in this research also helped participants to recognise the
challenges of working in the creative sector, both in terms of the type of
work itself, as well as the often insecure and portfolio nature of career
trajectories.

Group working was also cited as an important element of how projects
contribute to employability outcomes, collectively working toward a creative
output was cited by both participants and practitioners as an essential
workforce skill that may not be developed so strongly in other contexts. This
included the subjugation of self-identity to group-identity and a recognition

that the creative process being undertaken by the group took precedence over
that being led by an individual.

Finally, it was clear in many accounts that the most effective way in which
employability was being developed was through participants learning Gvays of

beingéd that support them to wor k.ThHisoget hel

links back to findings elsewhere that focus on the development of self-identity,
and highlights how through projects participants are learning about their future

possible selves, and how t oartdometlieyaae cr eat |

experiencing. As with findings elsewhere, it is in validating these potential
identities that projects can motivate participants to engage, develop, and
progress.

Professional approach and pedagogy

Practitioners and participants identified a range of approaches to practice and

pedagogy that appeared necessary for projects to be successful. These

included:

0 Establishing a basic level of trust, especially for those participants who may
have difficult relationships with adults outside of the setting or in the past

0 Being authentic, honest and open about the process and what to expect
from participation

d In some cases it was beneficial if practitioners had similar backgrounds to
the participants and could act as role models in terms of achievement

d It was also important to retain an identity as a creative professional,
especially in comparison to teachers

& It was important that sessions were based on enjoyment, creativity and
exploration, although learning outcomes could be explicit, it was also
important for sessions to be fun in order to retain participation

0 Thisislinked to the fact that the vast majority of participants are electing to
attend, which also impacts on the pedagogical approach



0 Recognising the whole identity, social background, and immediate needs of
participants is close to social pedagogy practice and this may be something
that projects wish to explore more formally.

@ommunities of practicedand politics of participation

The c¢onE€epunitees o fé6 p r aveas higblighted as a potential way
of understanding how these groups come together within specific domains, and
set expectations and a shared sense of progress.

A tension was highlighted between whether projects are presented to

participants as progressivel ear ning situationsd (specific or general) as
opposedpbotéoapti es for |.(Byplimma,wemeaqpperi encesod

extraordinary or unusual activities, in this case creative activities). It was

suggested that perhaps this is less of a tension so long as participants are

enabled to develop according to their own set of needs and goals.

Another tension was highlighted which relates to whether there is something

60speci adredtingdomething together. Or whether the positive effects

reported could be repeated in non-creative group activities, although it was

suggested that this may be related to the identities of the participants (i.e.

people with a stronger O6creative identityo wildl gain more)

It was argued by some practitioners that projects provide an opportunity for
participants to gain a deeper understanding of the social and political
circumstance of their lives and how they can take action. This is supported by
the theory of critical consciousness or conscientization, which suggests it is
not enough for people to come together to understand their situation but that
they must act together to change it.



1. Introduction and literature
review

Introduction

This research explores the experiences of young people taking part in a range
of creative and cultural activities within and beyond Scotland. It particularly
focuses on those projects seeking to support creative development with children
and young people experiencing additional challenges or barriers to access.

It was commissioned by Creative Scotland as part of the CashBack for
Creativity Programme, recognising that many of the projects funded through this
programme seek to engage children and young people experiencing additional
barriers in creative activities. However, it is intended to be relevant to all
projects and programmes which work creatively with children and young people
and seek to achieve a broader range of outcomes than just art form specific
knowledge or skills.

It is not intended as an evaluation of a specific programme or policy, instead it
seeks to use established theory, informed by a review of relevant literature, to
explore practice across a range of creative and cultural projects, collecting and
analysing new empirical data from these projects. In doing so we hope to help
practitioners, organisations, funders and other researchers to better understand
and articulate some of the complex processes at play within these projects.

The research is based on over 50 interviews with participants and practitioners
and a rigorous thematic analysis of what was said to understand where there
are common approaches, clear outcomes, as well as remaining questions or
tensions (a full methodology is provided in Appendix 1). We have tried to situate
the research in the lived experience of those directly involved in these projects,
and present their accounts alongside some other emerging theories and
concepts in the field of creative and participatory arts projects. In doing so we
are not attempting to prove that specific approaches will definitely lead to
specific outcomes, but instead to critically engage with an area of work which is
complex, multi-layered, and cross-sectoral. This provides an opportunity to open
up dialogue, challenge assumptions, and consider how co-ordinating

frameworks and structures can affect practice, and ultimately the experiences
and trajectories of the children and young people taking part.

The report is presented across five main sections, three relating to current
policy agendas in Scotland (Attainment, Health and Wellbeing and
Employability) and two relating to the more specific features of creative
participatory projects (practice approaches and pedagogy, and Communities of
practice and politics of participation). The research is based on visits and
interviews with seven organisations in total; five in Scotland (currently funded
through the Creative Scotland CashBack for Creativity programme), one in
Brighton, and one in Barcelona (organisation and project descriptions can be
seen in Appendix 2). Each organisation works with children and young people
experiencing additional challenges through creative, project-based, work. These
6addi tional <chall enges® c aorotheswisg, andy
the art forms and creative approaches used across projects are equally diverse.

The core aim of the research is not to isolate specific creative practices that are
Il inked to reducing, solving or &dcuri
but instead to explore and identify the links and synergies within creative
practice across those challenges, and across art forms. In short, trying to better
understand what is happening in these projects and what effects it may be
having and, crucially, foregrounding the words and understanding of the
practitioners and the participants in the process.

A final point to highlight is that this research is intended to be the starting point
of further discussion, to critically engage with funding discourse around impact
and outcomes, and to enable all those concerned with the creative development
of young people to engage confidently in the topic.

Why research creative projects with young people
experiencing additional challenges?

A number of research studies and evaluations in recent years have sought to
explore how artistic and creative projects lead to broader outcomes for children
and young people experiencing additi.i
this sense can relate to many factors. Mullen (2011) describes a range of

1
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categories which may provide a useful framework for current purposes. He creative capacity to understand their selves (psychological processes), and the

describes challenges relating to: people and the world around them (social processes).

0 Life conditions - Young people with a permanent condition such as a This is a useful frame of reference for the current study which seeks to explore
di sability, impairment or a conditi on thelivedhexparencdao young geeple éxperienging ddditoomakchallenged takingc o u | d
be permanent or temporary part in a range of creative projects, but also to work with practitioners and others

involved to uncover the processes and practices that they understand as
creating change. The following sections discuss some of the existing research
and evaluation findings that indicate the links between creative development
and wider outcomes, as well as some of the successful practices and
o0 Life circumstances - Young people who bully or are being bullied, who live in approaches.
state or foster care, refugees, young carers, and a number of other
circumstances

0 Environmental issues - Young people with a challenge related to where they
live. This could be about such issues as rural isolation or living in areas of
social and economic deprivation

Most of the projects studied in this research are designed and run by third

sector cul tural organi sati d g ,mad rod edaiclad
0 Behavioural issues - Young people with behavioural, emotional and social projects. Non-formal education as defined by the European Parliament (2012),
difficulties who may become excluded from mainstream school refers to intentional, voluntary learning situations led by a professional facilitator

(and separate from formal learning which is systematic, sometimes coercive,

always intentional and tends to take place within institutions), and informal

|l earning which tends to be unintentional
contexts.

The intention here is not to create a finite list of conditions, issues or factors
affecting young people, but instead to consider how the challenges they face
may require different kinds of approach, as well as careful definition and
consideration. Similarly, an approach to policy and provision that uses general
terms |ike d6at ri sko orlpfubfdrifosusirthv ant a g e d 0 Mastaolthe Breative prajectdif€atured in this study are similar to formal
understanding on what kinds of O0Dbr oad er edacudtiorcirtiiegehse tha &earning ebjestivesdre rdgutapyonegbtiatadtando r
appropriate for children and young people experiencing additional challenges. agreed by participants, and most of the interactions are goal focused, but differ

Ités al so i mportant to raise the quest.i %gﬁlf'cﬁnfly OQtheeb?sﬁ‘ @?t paglup@tpry%e{e?tn(/eéath%r h%n c%erccn(e a]nds prov
because it will help a young person deal with additional challenges, or because he pedagogies employed are far more fluid than those generally seen in the

they are more likely to be experiencing barriers to access opportunities to be SChOOl classroom (Miller, 2005).

creative (or indeed, a combination of both)? For this reason, non-formal education projects can be especially appealing and

effective for those who are disengaged, or disengaging, from formal education,

ag v&eB 3s Qr%vgjmg a range of skills in a more iterative and negotiated way than

|s commonly supported through the school. A recent review of the role and

nature of non-formal education by the European Commission highlighted the
opportunities this creates for young people:

It is also important to consider the development of skills and knowledge within
particular art forms, aswellast he dev el opment aehtiviyesinng
general (i.e. the range of ways in which they consider themselves to be creative

and to act creatively). This includes skills and knowledge across particular

creative fields, but also a consideration of their creative identities (i.e. how they
think of themselves as creative individuals), the ways in which they use their



= The purpose of youth work [i.e. non-formal education] is
not to provide jobs, but engagement in the wide variety
of personal and social development activities that it
offers, helps young people to develop the knowledge,
skills, and attitudes that are frequently said to be
needed in the labour market. These include teamwork,
communication, leadership, flexibility and
responsiveness. They also include creativity and
innovation, which involve defining problems, coming up
with ways of dealing with them, and sticking to a chosen
course of action. In this way youth work contributes to
closing the gap between the competences acquired by
young people and the needs of the labour market.
(Bamber, 2014:5)

In presenting the rationale for non-formal education in these terms we are
seeking to highlight the productive tension within youth (arts) work, where
projects and participants are often seeking to develop both creative capacities,
and broader areas of development, which may also extend to education,
training and employment. In taking this approach we hope to highlight how the

The authors also stress that the ways in which intrinsic outcomes are essential
to the successful development of extrinsic outcomes is often overlooked by
those evaluating youth projects. The suggestion that happier and more
motivated young people are more likely to achieve academically, or gain
employment, is not difficult to conceive of. However, they highlight how many
youth work organisations overlook these complex psycho-social processes in a

rush to 6proved t he akThisreseadhprovelesarf i t s

opportunity to redress the balance and focus clearly on the intrinsic outcomes
deriving from engagement in creative activities.

In much of the third sector discourse around personal development these

intrinsic outcomes arerefer r ed t o as 6softod out comes,

disservice to their importance. Although often difficult to measure or prove, the
challenge remains to understand and communicate their significance, especially
in the arts and cultural sector where intrinsic development is often a core
element and first step of engagement and progression.

Links between creative and other outcomes

A searchable database of evaluations relating to arts approaches and non-arts
outcomes has been produced and is presented alongside this research report
in an excel file. Rather than summarising the findings of each of these
evaluations and reviews (and creating a very long literature review document
here), we instead explore some of the diversity in how participating in creative
activities can be linked to non-arts outcomes. These can be explored further in

6journeyd to extended skills and capaciﬁqéfaﬁe\,i&/\,%&éadgﬁeet.through the aesthetic

experiences of participants.

The Young Foundation (McNeil, Reeder and Rich, 2012) recently published a
Framework of Outcomes for Young People which highlighted how their
progression journeys should be considered using both intrinsic and extrinsic
indicators. From a comprehensive review of the literature referring to outcomes
for young people, the authors highlighted a clear division in measuring and
communicating the intrinsic changes (i.e. those relating primarily to individuals,
including happiness, self-esteem and self-confidence), and those more easily
observable by external parties (i.e. extrinsic outcomes such as literacy,
numeracy or health).

Bungay and Vella-Burrows (2013) reviewed 20 academic papers exploring the
links between participation in non-formal cultural education projects and health
outcomes for young people (age 11-18). Acknowledging there were still some
gaps in the evidence, they nevertheless found that participating in creative
activities can have a positive effect on behavioural changes, self-confidence,
self-esteem, levels of knowledge and physical activity.

Lonie (2013) summarised research findings from a range of non-formal music
interventions aimed at engaging and achieving positive outcomes for children
and young people experiencing additional challenges. He concluded there were



strong findings indicating that engagement in creative music making could lead
to pro-social behaviour, increased self-efficacy and improved social interaction
for young people experiencing additional challenges (including behavioural
problems, and complicating life factors such as being in care, being in the youth
justice system, or excluded from mainstream education). A core aspect of the
successful interventions was the very specific practice of the professionals
working with the young people which enabled them to develop personally within
a very intentional creative education framework.

Creative Scotland (2015, 2016) have also published findings from evaluations of
their Youth Music Initiative that indicate how the funded music programmes

(some more formal and some morenonf or mal ) can devel op

social and emotional skills, as well as bringing together children in the

community within activities that woul

Burkhardt and Brennan (2012) outlined a number of evaluations showing the
positive impacts of non-formal dance interventions for children and young
people, including a positive association with dance workshops and
improvements in self-efficacy (along with a number of physical benefits such as
improved cardiovascular fithess and reduced obesity).

Pujara, Atkins and MacMahon (2014) examined 18 arts-based projects for
children and young people in London across art forms. They found a range of
outcomes and a wide variety of different types of evidence, ranging from robust
mixed-methods evaluations to anecdotal reflections. There were also projects
that had developed innovative approaches to evaluation, such as using arts-
based methods to capture the participant's journey. Some projects
demonstrated so-called 6 h aautdodnes such as lower crime rates, increased
literacy, and increased entry into education, training or employment, as well as
&oftdoutcomes such as increased self-esteem, increased dialogue, and raised
aspirations. However, the variety in standards and types of evidence made it
difficult to draw general conclusions about the benefits of the arts for young
people experiencing additional challenges.

Many of these studies highlight that there are limits in understanding the specific
rolethatc ul t ur al and creative activities
development, over and above other types of intervention. Dickens and Lonie

(2013) suggest there is a direct relationship between creative activity and the
fostering of agency among young people. They argue that in providing
alternative means of expression (i.e. giving young people a voice whether
through music, poetry, dance, visual art, or many other cultural forms), non-
formal creative and cultural projects enable young people to develop self-
esteem, motivation, increased participation, and the broader range of intrinsic
and extrinsic outcomes described in The Young Foundation framework (2012).
It is worth representing The Young Foundation table again for current purposes:

young peopl eds

dnét be happening other wise.

play in young peoplesb6 broader

10



Extrinsic | | Individual achievements or behaviours
+ Literacy, numeracy and language
development
« Attainment of qualifications

Benefits to society

Less need for health services
Contribution to economy through labour

+ Participation in and attendance at market participation
[:Orf_\l{"g andfor work 2 * Less dependence on welfare
+ Participation in youth activities anc « Not subject to criminal justice system
uptake of advice and support services + Strengthened community through
T . :?‘F‘:Zt.d#:a: g:lﬁ ;gfb:‘h:f'w"s that leadership and democratic participationT
l Social and emotional capabilities X l
» Communication mmm; hips
: ccf:f:ve,?yce - * Positive family relationships
* Managing Feelings * Community cohesion
* Planning & Problem solving
» Relationships & Leadership
* Resilience & Determination
hq

Reteinale  Individual

Sodal\

Figure 1 - The Young Foundation framework of outcomes for young people (McNeil, Rich and Redder 2012:12)
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One of the most useful things about the Young Foundation framework is that it This highlights how, in researching the effects of creative participation on young

acknowledges the non-linearity of outcomes. They intersect across the people, and especially those who may be marginalised or potentially excluded,
dimensions in recognition of the fact that positive (or indeed negative) outcomes there is an ongoing need to acknowledge the politics of voice and agency, and
can be both personal and social at the same time, and are directly related to allow them to express their experiences on their own terms.
each other. The current research therefore seeks to exploreyoung peopl ebds devel
The framework here is not derived exclusively from creative and cultural based on their accounts and the accounts of those working closely with them,
projects which leaves space to consider the specific processes within these rather than seeking to prove or ddi sprove
types of intervention that Oactivated thewedopolciomgsir amewer acckeptdoihegasgumieat
put forward by Dickens and Lonie that it is self-expression, voice and agency factor that leads to positive outcomes (i.e. voice and agency through creative
that act as the catalytic feature in creative projects then there remains space in activity) and the way this is accounted for in policy discourse.
the current research to explore further the ways in which young people set out

. . A ; R n short, we can only really wunderstand
on O6outcome jour neys @raage o creative actvipesiai f i ¢ L9k iior® . o . . :

participation by allowing them to explain it and communicate their experiences

this process. )
P on their own terms.

We should also acknowledge that these journeys are situated within the broader

outcomes frameworks of enabling organisations and their funders (and in many Effective practice(s) in creative projects

cases in this project, Creative Scotland). This is discussed more fully in the next A number of funders of creative projects for young people have sought to

section but rai ses further critical p 0 i @statstish &Hatomakes a gbod Yualyy htemedtio? Bhis B présénted i@ X per i ence
are explored in research, and the extent to which there may be a political bias in application and reporting documents, as well as in additional guidance

communi cating young peopl edbs devel opmengnateritlss Di ckens and Lonie (2013)

caution: i i
Ri mmer (2012) has cautioned how the ways

~ those delivering youth arts projects can be interpreted as strict instructions on
== Ultimately, by insisting on the validation of children and how a project should be run and lead to enforcing particular elements upon

young people as expressive, creative individualsi participants, in the process undermining the very agency that successful

recognised as producers of culture and knowledge, and projects seek to develop with the young people they are working with. He
therefore as citizens capable of full and active ’ argues that there is a delicate balance between the adoption of practice within

) i ’ ) ) projects that is led by the artistic process and the implementation of practice
participation in the shaping ofthhthelisr c®iN deOWMY B i del &BEUL 6i mprovin
[important questions are raised] at a time when the including performance, accreditation or progression into other provision (i.e. at
dynamics of recent democratic and economic crises are what point does encouraging a young per s\
impacting heavily on children and young people who still process of coercion with the aim of meeting a particular funding target rather

. . than a reflection of their needs or wishes?)
lack the political representation to challenge such
circumstances directly (Dickens and Lonie, 2013:69)

12



The argument is presented here not to be overly critical of the necessary covering how the practice is young person centred, the session content, the

funding mechanisms in place, but instead to highlight a tension that can exist for environment in which the delivery is taking place, and the skills and attributes of
practitioners to deliver genuinely creative and engaging projects within Quality the practitioners. As with the recent Creative Scotland Artworks toolkit, it is

and Outcomes frameworks over which they have little control. intended to provide a reflective framework for practitioners and project staff,
Creative Scotland recently published a tro%tlhk?rt td%%%l%p%td'%vlft?uo ?tl\/\/'osrtkSOf(étP%thh?s'
t he best 2016)thatseekshoeh&those delivering arts projects to The discussion of these frameworks is provided to acknowledge that much work

reflect on the different aspects of their practice and delivery. Rather than has already beendonet o 6demysti fyd the process of
providing a set of instructions or suggested activities, it seeks to help people children and young people. The professional field is well established and there

think through the different aspects of their work that will lead to positive or are active communities of practitioners and organisations across the UK and

negative experiences and outcomes for those taking part. internationally who are committed to understanding how different approaches

lead to positive outcomes for young people. It is precisely because many of
these practitioners have embedded reflective practice in their work that this
research project provides an opportunity to explore and communicate these
processes in greater depth.

It is intended to be used in the planning stages, as well as developed
throughout the life of a project, also leading to more intuitive evaluation
processes as the different elements of a project are critically explored by the
delivery teams throughout. It is also intended to be used with partners in order
to highlight the expected roles and responsibilities of all those taking partin a

project Summary

' _ o This brief conceptual overview is provided to remind the reader that much work
Arts Council England has recently developed a set of quality principles for has already been done on the question of how creative projects impact on the
participatory work with children and young people. These are: lives of children and young people experiencing additional challenges. The
8 Striving for excellence and innovation arguments here are provided to foregroun

of the research:
o Being authentic
i o . o It highlights how we must be clear about defining the groups and
8 Being exciting, inspiring and engaging demographics of the young people we are working with
8 Ensuring a positive and inclusive experience & To think about what kinds of creative or other areas of development we are
& Actively involving children and young people looking to develop within projects
d Enabling personal progression 0 To be very clear about how potential outcomes (intrinsic and extrinsic) are
. . ) i related to each other and overlap

0 Developing belonging and ownership (Arts Council England, 2014)

& To acknowledge the politics of voice and agency when working with children

The National Foundation for Youth Music has also published a quality and young people experiencing additional challenges

framework to help practitioners working in participatory music making with o _ _
children and young people (6Do, Revi ew, 9 |Tengperasemihin andgansidgryeflectiyefrangewaiks acrogp &uj \Worko p e d
across a range of project types and consists of 23 elements for consideration

13



In exploring the perceptions of young people, and the practitioners working with

them, this research seeks to highlightth e 6éout come journeysd that are enabl ed
by high-quality experiences, being mindful throughout that the creative and

aesthetic development of young people is at the forefront of these experiences.

The purpose here is to bring different disciplines together and explore how

youth arts practice is concerned with aesthetic, psychological, and social

processes all at once. This then allows us to deepen our knowledge and

understanding of the field, remind readers and practitioners of the importance of

youngpeoplebs accounts, and provide a useful addi tional narrative to the often

6dryd policy discourse of 6frameworksod6, o6indicatorsd and 6objectivesbd.



2. Attainment and progression

Introduction

Due to the fact that these projects are seeking to engage participants
experiencing a range of additional challenges, it is important to consider how
the notion of attainment is negotiated and understood across and within
projects. This section presents findings relating to how participants and
practitioners understand creative projects leading to personal development,
particularly relating to educational development.

For those young people seeking to engage in a developmental creative activity
on their own terms, progression and success cannot generally be measured in
terms of the number of awards achieved at which levels, but instead should
seek to understand how participants and practitioners experience and
understand attainment and progression journeys.

This is not to
measured at a regional or national level, but instead to explore how for some of
those experiencing acute life challenges there needs to be a different approach
taken, and that creative projects can
development on the terms of the individuals concerned.

Key themes identified

One of the ways projects support young people to progress is through

developing self-determination. This is a concept in psychology made popular

by Deci and Ryan (2002) and explains howyoungpe o pl e can move
candtd8 emi nt o a nsetéllis basadol intnrisitc chotivation (i.e.

how people feel motivated to meet their basic psychological needs) and in this
situation, their own personal development.

The three elements of self-determination that need to be present are
competence (i.e. feeling you are able to do something), autonomy (i.e. not
feeling forced to do it for any other external party or reason), and relatedness
(i.e. being supported by someone else, or knowing there is someone else who
can support you). When thinking about how participants are encouraged to

shyl awad o6 faloperibinémect Gbot t om

engage in developmental journeys the link to approaches taken in these
projects becomes immediately apparent.

The various practical approaches taken by practitioners are discussed further,
with examples, in a later section. However, it is important to acknowledge early
in a discussion of attainment and progression that participants become self-
determined, and increasingly self-determined, because they are choosing to be
there, they are made to feel able to join in, and they are surrounded by people

willing and able to help them, should th
encouragement and acceptance;i t 6 s enabl i atgengageiontpeirp e o p |
own terms:
~ _ :
me= Researcher: Why did you come back?
Participant: | guess i to0s hwmthat ng S 0 me
you are good and that you can be better. Before | did
the fake band docume nt ary | di dndét reall

public. We had a pop choir thing in my community

of T er cénhtrd tut he' Group¥aYo ¢ 8@ tdPo RAUCaghonalygj ¢

anywhere else to sing and when | went to the

[ organi sati on] residenti al tri
wee singero that bossed everyo
that s my per s aiedddifotyglingdt di d f

from gaopk!

Researc her Thatdés fine, you were
acting!

Participant: Yes, and | sang, and all the

[organisation] guys were encouraging me and they

were | i ke, AYes you have a goo
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friends and some of them are in here just chilling, two are being particularly developed in creative projects like filmmaking, production,

of these guys [other participants] were in there on the music, drama, visual art and many other fields:

trip with me, agYaUﬁrEhgpoWebeS’E‘i ke, f

having that sort of encouragement and the stability of msm The people that are teaching us like [name] and
someone saying, fiHey youodre pr et tthoseduys theyare @ally niceiandtiey work really
pretty good, especially if they are music making pros! well with people and understandinge ver yoneds

individual ability. What they do as well as teaching us
Other respondents describedp ar t i cmoptainvtastéi on as owee sparkspuduse t he e q u itgkmstirdughtarde y 6 | |

011 ghtbul,whemmmiipants secognise that they have something to show us different programmes that might work better
offer the project and are becoming aware of their own capabilities. R - .
for us. Theyol | alisyadkeexpand of
doing this, this and this how about trying that? 6 S o
t hey dondot whuastt weebarceh tuhser e f or

If we accept that this is likely due to an increase in intrinsic motivation, and the
development of increasing self-determination, we must also accept that this
process is unlikely to be replicated if a qualification or accreditation is presented

as the main (extrinsic) benefit of taking part. Participants need to feel committed teach us all these different things as well. So we

to projects to meet their own development needs, or if not, the road to woul dnét be abl e tosatus t hat i f
attainment will likely be short. down and saitd, siOkloyrychd s. 0 1t 6
This is linked to the types of rewards that participants described when asked interactive butnotinanannoyi ng way. | t 6s v
about their developmental journeys. Very few, if any, spoke about an personalised. (Participant)

accreditation or certificate as being an example of their development, instead
they described new ways of thinking, or developing skills that they could apply

~S L
in other areas of their lives. So, when thinking about how creative development =s= Researcher: Then what do you think is valuable
projects contribute to potentalgmakegmdrene at t ai n malmout lganmnd creative stuff [in projects], alongside
sense to think about the ways that young people are being supported to learn the more academic subjects? Creative subjects

and apply new skills to different situations, than counting the number of young

alongside others?
people gaining a particular qualification. 9

As the participants themselves described, through their voluntary participation in Participant 1: | t sounds cheesy, but i
these projects, and in the highly-skilled way that practitioners work with them, think out of the box.

they are developing skills in self-directed learning, and critical thinking. In doing
s0, they can then apply these skills to other aspects of their lives. Self-directed
learning, critical thinking, and creative problem-solving, are all core
aspects of the creative process, therefore it also makes sense that these skills

Participant 2: Yes!
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Participant 1: Li ke, itds making you, k i thid gived me artidea af lkow lbshould make that, and
things that you probablywoul dndét have actual | yyes,alsoithelpsiflwantto make my own film.

thought of before, and get you to see a different

angle. Which helps you with your academic studies. Here the part|C|pants d_escrlbed dlrect_ tra_nsf_erable skills that _enhgnce an_d
plement their studies at school. Highlighting how they acquire direct skills

| k - b1 e @Qh
t makes you mofn®mawat e a £ g'k_ oﬂedge that can be applied in other areas of their lives.

t hi s, but hey, I could do it this way as wel ]l . O __ _
Another core area of development identified was the ability to work in

Along with learning new ways to approach other learning situations (i.e. coIIaboratior_1 with tutors and ot _h er par Te'amn—anrakﬂt sghasok i |1 s0
metacognitioni or 6t hiwtkiIngia mmioahdr emember wh e PeCPMe g bitpfacaich-gll term in some participatory youth settings, often used

problem in this context and took this atﬁ’geﬁcﬁi% é\rhoytcorp]eav@@@rojqacts @redawythaw%othterﬁhgn OReFP e her e 6 )

there were also reports of other, more practical, ways that participants could However, the tutors and participants here described the way in which
transfer their skills and learning to other contexts: participants work and learn together as a really crucial aspect of how they

progress and develop in other aspects of their lives. Collaboration is also
~ discussed in the final section of this report as a unique way in which learning
mem Researcher: Cool , and i s ther e any dorhmunfe§ funétidh, @ver any above fedridg in a group, or learning with
learning that you think, i Ac t ual |y, that c o usomeonelse. However, itisimportant to highlight it as a key feature of
outside of t hi s session, 0°? attainment and progression in this section, as quite often the young people
taking part in creative development projects will not have the opportunities to
explicitly develop these skills elsewhere. A tutor from one of the projects

Participant 1. Yes. explained this point a bit further:

. H 2
Researcher: What sort of things 2 Actually, that's the big thing that they get out of it, it's the

Participantl: For medi a, in dtohool , we 6§30 Wqkeltslparing howtowork with a small group of
write our own scripts,andwe 6r e not real |y t au gPROPE P Wogkdogether with the tutor as well, because the

yetinactualclass. Wedre more focused on URPLiSpartofthatteam worktogetherand make
things. So it helps us make it clearer and less something creative. You're learning and you're dealing with

confusing for the groups, and stuff. the creativity stuff but you're also working as a team and
that comes with all the social skills you need to work as a

Participant2 : Ye s. |l 6m coming close totdaeamaAgYau get youngsters that w
practical project for the main exams and stuff like shout at somebody if | got in to trouble or if | got stressed or
that, to put forward to be marked and stuff. So having if | can't get something to work, I'll take it out on the nearest
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person." Through this process, they're working with that progression in their way. This should be borne in mind when assessing the

person that they would normally shout at because they're 6valued6 or operformanced of such project

working together. (Practitioner) This is also linked to how progression is tracked and measured in projects. If

the participants are engaging in learning that is markedly, and necessarily,

different from formal education then the ways in which they progress should

also be measured differently. The tutors we spoke to suggested that this

difference is not based on the abilities of the young people, but on the broader

range of complicating factors that young people may be affected by.

Progression is always contextual and difficult to set at a group level, but

0 A participant who described that he could only do Media Studies in Sixth particularly for those experiencing additional challenges, as one tutor described:
Year at school if he passed Higher English; however, he also had dyslexia
so felt he would not be included in this opportunity, despite this being his
field of interest.

The issue of exclusion from other, similar, opportunities is also significant when
we consider attainment in creative development projects. There are a range of
structural barriers that can prevent some young people from gaining access to
similar provision in other contexts. A few examples described in the research
included:

Lo adjust the achievements, if that makes sense? | used
to work in a school with another staff member who

0 A young carer who descri beadatonrbnaing i f it wa 0 r tﬂE r i .
these holiday courses they would have pretty much no other opportunity to ?ﬂ 1 OI n 6 ? II_bI key%urtﬁe‘?\‘/&k é‘xperlence at a_” »
and we were doingthe S QA.. | waswdsa ke, fATh:

participate in collaborative creative work. _ N
, really good session they got so much done!o  Mas
o0 A looked after young person who was performing well and regularly

attending a project but then got moved to live with a relative in another part i _k €, nNo, they di _d n dyttheio  and !
of the country and therefore had to stop attending the project. achievements, compared to what they did the week

Each of these diverse examples highlights how circumstances outside of the before - that they wrote a whole script and they filled in

control of participants and organisations can affect the progression trajectories a booklet each. Then we had a chat about it, and he
of the young people taking part. Similarly, there are a range of factors that can agreed that was a huge achievement for that group at
affect the day to day lives of all young people that cannot be accounted for that time and especially the young people we were
within projects, and these tend to be more numerous and more complex for working with to have engaged them that much.
participants experiencing additional challenges. .
(Practitioner)
When thinking about the need or justification for these projects (and, of course,
their funding) it should be remembered that often they are providing activities Indeed, the participants themselves described how the progression journeys
and opportunities that simply would not be there for these young people they are exposed to are contingent on a range of factors, and may be influenced
otherwise . The Ospecial attentiond provi ded biteconersalidhs theg tavelwieh tufos, rasd/or the range ¢f opliohcadalladle
they are less driven, less determined or less able than their peers experiencing to them locally.
fewer challenges, itds simply that there are a far greater number of barriers t
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~) _ L . Participants and practitioners also described how self-directed learning,
== Researcher: Just thinking about the future, is there, do critical thinking, and creative problem-solving were present in projects and

you feel that from doing the fhowthidWwagrdatedtodhe credtivad frocess, @stivéll &s the approach of the
doing through [organisation] is helping you think about practitioners, the pace, and the setting.

whether you would want to work in film in the future? If
it is, what do you think are the kind of steps that you
might need to take in order to get there?

Another important element of attainment in projects is the development of

metacognition, or how participants are encouraged to think about learning and

how they can apply their skills in other contexts. This is a particularly useful

] ) ] aspect of projects when participants may not be fully engaged in formal

Participant: Well, from doing e ichiifoht af GUr §fablleshofhemm®p I Sappty Bk

found out that | did want to do something to do with contexts.

film. Because | really enjoyed it, and since this is my N _ _ N N _

third one, 16m just going to Kk\dduopalyprgsctyprgvidgoppertynities fo partcipants fo geyglop direct
transferable skills, particularly if the art form or creative activity will be

old enough to apply for the BFI Academy and do more replicated in course-work within formal settings.

advanced stuff next.

Rather than simply working in teams, the nature of collaborative working is

This is not to say that the progression opportunities made available for learned across projects. This includes understanding the variety of roles and

participants are not well planned or structured by the organisations (see case tasks required to produce high-quality creative outputs, learning how to

study 1 for an extended example), rather that each progression pathway has to contribute to a team effort, as well as understanding and respecting other

be negotiated and made on the terms of the participant i which echoes the self- peopledés input .

determination argument made at the start of this section. If participants feel that

they are being forced into a particular trajectory, their intrinsic motivation will fall These developmental aspects of progression and attainment should also be

away. This has clear implications for how progression and attainment targets considered alongside the structural barriers that many of these young people

are set at a project and programme level. face. Whether this is the multiple challenges posed by acute poverty and
inequality of access, or whether it is an alternative pace or level of support that

Summary may be required, it is important to remember that progression and attainment

Participants and practitioners discussed how progression can be defined in can only be negotiated and set at an individual level.

terms of self-determination - the theory that intrinsic motivation is core to

personal development and can only occur where individuals have competence, This has clear implications for how progression is tracked and measured.

autonomy and relatedness. This is a useful starting point to understanding how Projects require ongoing support for establishing ways to acknowledge and

and why young people come into and develop within projects. track progression within and beyond projects. This can include commitment to

projects, progression across projects, outputs produced, and self-identified
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goals being met. For some this will include accreditation, but for others this is
not an appropriate measure of progression.
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Case Study 1. Structured vs Unstructured Progression provision, but as the table belowi ndi cat es, tskkefitsealilsd no

6on

This short case study seeks to highlight how the elements that make up a approach to progression, and it is best not to think of progression as wholly
6progression experienced for a young p e lingaphhefrsygplunpngleseriegprogressipn@ir og e sis@gi  ii-®-v &Py O
different environments, and with very different levels of structure being applied and the following columns indicate whether they are present within the two

to the potential trajectories of participants. different projects.

Screen Education Edinburgh run a series of progressive flmmaking courses,

they st_art with first aCt_:ess taster days, which are open to all, including those _ Progressions Screen Education Kibble Education and

from diverse challenging backgrounds, andf r om t her e provi de an 6l ntroduc tE'diHbrﬂJrgh Care Centre

to Fil mé cour se oV eociatdtl withe Pigkcavery ArtyAward).al | vy __as s

For those motivated to continue this i slddntdyekploratodiebyN a o6next steNndysd programme
which is a bit more advanced and hands-on (and can be accredited with Bronze 6possible fu

Arts Award). For those young people still motivated to continue they can take - -
part in a BFI Film Academy and/ or OMovi ﬁ?gé?@r?%érﬁ?gAr tN GcseE whichN is also ver y
practical. Even beyond this the organisation can support those young people cooperation

able and willing to continue their filmmaking through Moving Image Arts A-

Level, work placement, traineeship and BFI Craft Residential opportunity. Many Increased self-efficacy N

of those progressing through the higher levels then go into university and to

work in the sector. Commitment N N
Kibble Education and Care Centre run art activity drop-in sessions in a secure Productive collaboration N N
unit for children who have been removed from their families and communities. with peers and adults " -
The sessions tend to be multi-arts so that the broad range of interests of the

participants can be accommodated. The particularly @rogressivedsessions are Transferable skills (e.g. N

in the summer holidays, whentheyoung peopl e dondt act ual qreptivepgoblemsevinddbe t her e
(i.e. they could stay in bed or watch TV). However, because the young people
enjoy the professional and inclusive approach of the practitioners, as well as the
novelty of trying out their skills across a range of creative activities, they turn up
every day. By the end of the holidays they may have tried visual art, DJing,
parkour, jewellery making, printing, spoken word and many other creative
activities. Because of their situation they will be unable to share any of their
achievements in a public showcase or performance, however they have turned
up most days, engaged, and produced high-quality creative outputs.

Sense of achievement N

Z

Accreditation N

Z

Of course there are a range of structural and circumstantial barriers that mean
that not every participant will progress in the same way across either type of
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3. Health and wellbeing in creative
development projects

Introduction

Theproject s f eat ur ed i n t hoiwerk directty ereheattthandd o n 6 t
wellbeing outcomes, and are generally not delivered in clinical settings.

Nevertheless, in the accounts of participants and practitioners there was some

clear cross-over with theory and research which is focused on these types of
outcomes.

Many of the projects taking part in the research discussed how they aim to work
holistically with children and young people, allowing them to set their own
trajectories and supporting them in whichever way is necessary. In more broad
terms, it is difficult to achieve the
employability, or social change, if those taking part are experiencing stress,

anxiety or other conditions that could affect their participation.

This section therefore considers how the accounts of participants and
practitioners may be aligned with health and wellbeing outcomes and
frameworks and any potential areas of overlap.

Key themes identified

The Childrendéds Society and the New Econ
Five Ways to Wellbeing (2014), based on research with over 1,500 children

and young people. The research indicated that there are five key ways that

children and young people (and those around them) can contribute to positive

mental health and wellbeing. These are:
0 Connect (talk with family, see friends, share)
0 Keep learning (read for fun, teach yourself, grow)
0 Be active (walk, cycle, run around, keep well)

0 Take notice (look around you, listen, rest, be)

0

Be creative and play (Draw, paint, act, play more, dream)

m

The creative projects featured in this research can contribute to children and

young peopl eds eagled thebedimes Bartiaulay ingelation to

learning and being creative, but also in providing opportunities for people to

connect to each other and to be active in their communities. A table in the case

study at the end of this chapter outlines examples from each of the projects that

fit ipt%tlaisdframework, and it may be useful for projects and practitioners to think

about how their activities may or may not be contributingtopar t i ci pant s o
wellbeing along these themes.

There are also a number of aspects of positive mental health and wellbeing
represented in the validated and well-used Warwick-Edinburgh Mental
Wellbeing Scale, which are also represented in the accounts of participants.
Their 7-item test of mental wellbeing includes the following dimensions:

o0 | 6v e [|eleagoptimistie about the future

greA 6e trinsicc‘i_outcome%s of attainment,
Il 6ve een feeling useful

Ol 6ve been feeling relaxed

01l 6ve been dealing with problems well
01l 6ve been thinking clearly

01l 6ve been feeling close to other people
0l 6ve been able to make up my own mind a
omi cs Foundation recently published

Beyond the potential immediate benefits of joining in and taking part in projects,

there are a range of other ways that pr o]

and wellbeing. One of the most important is by establishing greater levels of
self-belief and imagining new future selves. Thoits (2013) has described the
links between self-identity and wellbeing in a recent review of the literature:

~y

mem Itisvirtually impossible to develop a theory of the
etymology of mental illness without thinking about
self and identity issues. Almost all approaches in

psychiatry and clinical psychology (with the exception
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of behaviourism) view indi
least partly influenced by positive self-conceptions,
high self-esteem, and/or the possession of valued

social identities. (Thoits, 2013:357)

Many of these wellbeing dimensions are represented in the accounts from
participants and practitioners presented throughout this research, particularly
feeling optimistic about the future, feeling relaxed, feeling useful and being able
to make up your own mind about things. The practitioners also discussed how
often these complex socio-psychological processes are taking place without
participants fully realising it. Indeed, because they are relaxed and having fun,
their develop me nt al experiences doné6t f eel
wor k owordksé@)l,f and the positive
positive experiences beyond:

~y

It is harder to evidence because a lot of the time they

d o nnécessarily realise their achievements in that
sense because at the start of summer | got them all

to sit down and write a case study about their time in
[organisation]. There wasalotofd 6 m goi ng t
to study media now and I really enjoy itd Which to
themisar eal |y big thing,
confidence and communication and group work
come on in | eaps and
necessarilythink A 6 m a | ot
just they enjoy being here, they enjoy being part of it.
(Practitioner)

but

bound

While some of the development of confidence may be unrecognised, across the

research the importance of positive self-identity was frequently mentioned as
a core area of impact for those taking part. By enabling participants to reinvent

Vi

experiences

o

S

d themselgeHas creativg produders, &s wel ds recpgnisinggheir artistic
expression and abilities, there was a constant process of reinvention taking
place, and importantly, reinvention away from the definition of their identity that
may have led them to be targeted for participation in the first place (e.g. looked-
after,young carer, 0 be havi ouand$oon).ssues?o

=~ So, in school theyodére told tha
t heyor e r ulbbaiddhy, btebheaywéerde t hey o
kid. Bad boy, bad girl. Friends [saying]i | 6 m n ot
allowedt o pl ay with you. Mum and
like hafl@WeHJQ Ray Wikt Pes ¢ @ Hea jyguUOT e bad,
Wida HgM ttthe OseSGi b Onfay) UeSald €® Mpoun
years of theyod6re no good, and
to the age of eleven, twelve, thirteen, fourteen, and
theyget told, fAYou are good, 0 an
theyd6bre good. They wal k away w
[something they have made], or whatever it is, and
t heyopreowsd, and think, Al can &
col | ecggen be good. I camebethadt dess g th
magic in it, | suppose. (Practitioner)
Ove al so seen
msm Researcher:That 6s what | whayogoi ng t
but tnlightthavé dbifeddfore that made you thinkd hat 6 s
dent tnoew sort of t hidHadybwddnel i ke t o

mo roel tcdosn f i

much music or drama?
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Participant: It was a little bit different for me because

| di dn owith ndyschdolhaadtmostly | was a

carer so | didndot do anything
school gwdudbiveeay | i mitede opti ons.
the opportunity before that. But [referral partner],

because she knew | was interested in media but |
didndét have a way the[music i t .
video] thingandthat was fun, thatos
about doing it properly. (Participant)

She

The reimagining of self and social identities provides a way for participants

to fight back against potential stressors they can encounter as a matter of

course in everyday life. This process of reimagining the self is an important way

that projectscana f f ect par t i c Whilafarther &nd mvard spebifeci n g
research may be required to understand how long these effects may last, and if

there is a significant reduction in stress in the long-term as a result of

participation, in theory, the opportunity to redefine and reimagine the self

through these projects can provide both temporary relief from negative self-

concept, as well as the development of a new self-concept over time. This is

linked to the findings already presented in relation to attainment, and will be
explored further in relation to igestthagogy,
workd in projects, is also about

~y

| have had teachers in my primary school telling me
that, like primary 3 might | add, told me that | had no
artistic ability because | drew a rainbow the wrong
way. How do you draw a rainbow the wrong way?

She was like fi 5 baék to frontoand | was likefi t 6 s
nota They all tell you that you cannot, and you
shoul dnét, or you shoul d
and your plans, which has also been sent around in

real |l vy

o u tcareedien orhy slcihfoeo | b eemabuN®tea loiof 6 s

when

gui te oanllyo th. e cTahuasted sl 6 m
tthhs isiwhat | wanbtondolag ak e

A

my directi o n
forward wi
wh a
Ipeople cenrfiddtthe ina thing they love as a jobé If
you find something yngtoget ove, vy
one chance at it So youbve go
gyoat u nnge, ttoh l@ve thest abdutahe guys in here
|[orgartisationg. hie people [participants] around me
as well, because | have quite a lot of friends who are
musicians starting bands up by themselves. They
dondt t el |l vy olbeytelhyautthatwauu c
can. They tell you that you can do all the things you
want. You can do drama, you can do acting. You can
even work on the radio. You can do all of these
things. People say thatyoucanb e c au s e

anot .

t heyodve

encouraged you. So itodés that |
yes you can and the push you off the cliff and you fall

into your dream job. (Participant)
but it is useful to consider how 0

making I3 UG yRdefstahfihd Sedple dofn With™b véidkbo N2 PP Y

we have to create a new reality, or talk about a new

reality. One where they have a voice, have an

opinion, one where they are the leaders of their lives.

But they dondét believe in it
happens in the group that show
every time that someone in the group does

something that shows they are embracing a new

I r€afity? WeSiit i@rftion BrPitUWe alsdhtfed Have to
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translate this into their reality outside of the session,
their homes, their communities, the other areas of
their lives. This is the new reality we want and
something you can believe in, you have rights and
you have things to do, work opportunities, whatever it
might be, find specific things and transfer them to
real lives and future realities. (Practitioner)

Whil e parti ci pantfsngttdirdeif-@eantitytinavérkexpdicii o u t
terms, they clearly considered their self-concept as a core area of change when
asked about the effects of participation in projects. This ranged from general
reflections on their selves as artists, imagining new careers, or simply stating
that the process they were taking part in was also a process of self-analysis
and discovery. Linking back to the Five Ways to Wellbeing framework
discussed above, it could also be argued that these creative development
projectspr ovi de an opportunity for
of their trajectories, and of how their activities are affecting other aspects of their
lives:

~y

s Doingourstufft hat wedre doing |
to pitch our ideas, it makes youth i n k , didilWh y
choose to do exactly this sort of thing? What does
thatsayaboutmyper sonal i ty?0 Then
about it a bit more, it helps you to understand more

of who you are. Doing creative projects like this, say

if you were to do art or something, and you were

goi ng, ARIi ght,
thesamesortof t hi ng
course here. (Participant)

that youobre

ust

whmd? odddat tOlsi

sh¢

Summary

The projects taking part in this research are likely having an impact on
parti ci pan twelbeing,aeaspite this natmldays being an explicit aim.
When analysing the accounts of practitioners and participants in light of existing
frameworks and previous research on the elements that make up positive
wellbeing, we can see some clear synergies, particularly around:

0 Providing opportunities to explore self and social identities and to
develop a positive self-concept

Providing opportunities to relax, to work collaboratively and to engage
in creative exploration and play

0 Providing the opportunity to lead in decision making processes and to
feel in-control of the creative process and future trajectories

0 Enabling a safe space for participants to discover new selves and
imagined future selves

parti ci pamtlréreseadch &nd eviRitioNrRal Wish € @xplBré sorhe ot se§sku¥sans

greater depth, and it would make sense to measure and track changes in
wellbeing within projects for those groups of young people at higher risk of
having poor mental health outcomes. However, at this stage it remains useful to
ﬁ‘i%"'{%h’t howi thfs qgvglop rB tf\kiﬂg lace in these projects is likely to extend
beyond education, attainment and employability, and also includes positive
wellbeing outcomes.

when you think
S mean
doing with this
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Case study 2 - Linking project approaches to the Five Ways to

Wellbeing

Five Ways to Wellbeing

Project Approaches

Connect (talk with family, see friends, share)

Collaboration is a core aspects of projects i whether working as a team together, or working with
practitioners, all projects discussed the importance of learning to work together, to achieve a common
goal and to understand compromi se and working

Many projects also talked about how participants share their achievements with family, friends, or other
influential people in their lives, or where theserelat i onshi ps arendt strong,
projects as a meaningful proxy.

Keep learning (read for fun, teach yourself, grow)

Projects are (almost always) explicitly about learning new skills i going deep within one art form, or
getting an experience across several art forms, participants are constantly learning something new.
These skills can be very specific to the domain, or more general and applicable across their lives, but
often lead to a renewed interest in learning and acquiring further skills beyond the project

Be active (walk, cycle, run around, keep well)

While creative projects are less obviously active than sports or outdoor activity projects, they generally
involve physicality and embodiment, whether this is shooting a film in an outdoor location, dance,
conducting interviews in a shopping centre for a radio show, or recording an EP with a band, the vast
majority of projects are intensely active as well as creative.

Take notice (look around you, listen, rest, be)

This research shows that a large part of how and why participants engage in projects is because they
are developing a different perspective on life. Often in creative projects, participants are encouraged to
question their own perceptions of themselves and of other people, to explore new identities (particularly
as artists and creative agents), and to consider deeply some of the traditions and canons of the art
forms they are learning. Each of these elements provides the opportunity for participants to take notice
of their lives in new and interesting ways.

Be creative and play (draw, paint, act, play more, dream)

Clearly being creative is at the core of all these projects and there are multiple ways that creativity is
learned and explored within projects (including art form specific ones that encourage young people to
bring in other art forms). The other very important aspect of this wellbeing dimension is play. Projects
provide a safe space for experimentation and p
are being encouraged to play less and work more.
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4. Emp|0yab|||ty Key thematic findings

Many participants indicated an interest in studying their chosen art form at
university level and expressed a clear intent to pursue a creative career. They
saw a strong connection between the technical knowledge and skills they were
developing through the projects and the knowledge and skills they would
need for their future professional training and careers. This is particularly
?ogatl)leogir\]/%n thgt Eh%y Li:\ltso ewri]eslsecd a be!zie(f:l trrlate there és othegwise a Iarck of
clear paths into Creative careers, espécially compare% {o fhore ntaindréam S Y €
careers. This sentiment suggests that there is a desire for clearer professional
The practitioners and participants included in this research spoke about a pathways within the creative sector and that these courses play a role in filling
number of ways that the @verydayband6 out of t detevitiestakihng nar y 6 this gap:

place in projects were indicating what careers in these different creative fields
may be like, as well as developing skills that may be of advantage in these, or
broader, careers.

Introduction

Progressing into employment is not a core intended outcome for the majority of
projects featured in this research. Nonetheless, there is a recognition that the

skills being developed may be beneficial to the next stage of these young
peopleds |ives when they are making dec
and entering the labour market.

I This gives you the base skills, what you can use when

_ _ _ you go to uni. So then you need to work on the big first
In these ways, progression towards employment (i.e. rather than publicly funded

60 bachloréotnmt o wo r kjodgesl onhhewnmeany people are re-entering pr OJAeCt ' because yoque had_ all
any form of employment) is often an objective of the projects being delivered, Youol | already know, AAL right,
whether this objective is subtler or more obvious. This section seeks to critically | know how to structure this; | know how to get a plan
engage with how this is perceived by the participants, and to explore which go i n g. o) ( Parti ci pant )
areas of development they, and practitioners, most clearly see as being an
advantage in potential employment. ~N ) ) ) ) ) )

, , o , , == | think that learning this stuff here, and taking part in this
This section focuses more on how the participants considered the projects ~ . .

- L : ; . course, as |l ob6bve said, is very gc¢

contributing to employment skills in creative and cultural jobs as this was the )
most natural way to engage them in a discussion about employment. Clearly l'i ke, all the broad spectrum of
some of the skills and abilities being developed are relevant to employment fil m, and when you get that Kkno\
more generally. Similarly, the outcomes discussed above relating to attainment going to study film at uni. So, getting this knowledge and
and progression are also likely to positively affect the employability of helping to understand and do it will help with the course,

L )
participants”. and then having all of this knowledge will make it easier,

in a sense. For you to be able to go out and try and find

1The 6Journey to EmploymenT6 (JET) Framework by NPC (2014) is a wuseful publication for considering how
various intrinsic and extrinsic outcomes can combine to affect an individual s gener al empl oyability
http://www.thinknpc.org/publications/the-journey-to-employment/
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