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MOVABLE BARRES:
why bring music and dance into prison?

An interview with Dr Alan Clarke
Coordinator of the Movable Barres project for The Manchester College

3

How was the European Project “Movable Barres” born?
The ‘Movable Barres’ project followed on from two other European-funded
initiatives: the ‘PAN European Network’, promoting prison arts in general
across Europe, and ‘The Will to Dream’, encouraging the use of theatre
and video in offender learning. This music and dance initiative included
some partners already involved in previous projects and some new ones,
including both those directly engaged in prison education and professional
music and dance groups who often work with prisoners.

Why bring Music and Dance into prison?
Education in general, and the arts in particular, are essential not only to
providing a positive alternative to the harsh reality of prison life but in
encouraging inmates to develop new attitudes and skills, different from
those which led them into crime. Dance and music are particularly suitable
for those in prison, who generally have a low level of literacy and self-
confidence, because they are essentially non-verbal and readily accessible,
demanding a high level of self-discipline and producing outcomes which
can be easily communicated to others. The fact that these art-forms are
not linked to a particular language makes them more attractive to the wide
diversity of nationalities, which currently inhabit European jails.

How does this process work and what are the characteristics of
European dance and music training in prisons?
In its initial research, via questionnaires to institutions in the partner
countries, the project has already identified that there are no unified
practices or approaches to delivering music and dance in prisons – the
same is also true for other art-forms. The traditions, experiences and
attitudes of each country influence what is done in their prisons, but
these can vary with each prison and arts organisation. The general
conclusion from our research is that there is some music taught in most
prisons but very little dance – not surprising given that the majority of
prisoners are male and dance is generally regarded as ‘feminine’. Part
of our project is to overcome these limitations and encourage a greater
input in both areas.

INTRODUCTION
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INTRODUCTION

Dr Alan Clarke is the Coordinator of Movable Barres. He trained and worked as a professional
actor, before studying Theaterwissenschaft at the Humboldt University, Berlin. On his return to
England he worked as a drama and theatre lecturer in further and higher education for 25 years.
Since taking early retirement in 2000, he has been an external examiner for arts & media
programmes as well as coordinating European projects for the Sheffield College, Southport
College, Liverpool Hope University and The Manchester College, for whom he has overseen a
number of prison arts projects, including PAN European & The Will to Dream.

What are the areas involved?
Again this varies from country to country and from prison to prison.
Musically the offering tends to be either live, using traditional acoustic
instruments, or increasingly through electronic recording, sometimes
combining both.  An encouraging recent development is the creation of
prison bands and choirs, despite the obvious logistical problem. The
musical content is very varied: vocal, instrumental, pop, jazz, traditional,
experimental.
Dance is even more varied: in England, for example, contemporary dance
is often encouraged, whilst classes in ‘hip-hop’ have just been introduced
in Norway. Elsewhere, for example in Greece, traditional dance is an
acceptable activity.

The target of “Movable Barres” is mostly around training and focuses
more on the prisoner than on purely artistic expression. What came out
of recent activities? Can you identify the most popular methods?
The main outcome envisaged for the project is a Practical Teaching Model
(Learning Package) covering music, dance and the two combined. This
aims both to identify good practice and provide practical advice in
introducing music and dance into criminal justice institutions, especially
those with limited opportunities for applying these art-forms. So far our
experience has confirmed that there are a wide range of methods available,
appropriate to different contexts and circumstances. Recently, we have
been focusing particularly on organising the appropriate methodology for
identifying key information about practice and approaches, as well as
strategies for developing them into an easily accessible, multi-lingual
format. Partners have been busy collating this information for publication,
including feed-back from a number of collaborations between teachers and
artists of different countries. Such collaborations, all directly involving
prisoners, have taken place in Norway, Denmark, Ireland and most recently
Bulgaria, where music teachers from the above countries undertook
workshop demonstrations in Bulgarian prisons, introducing for the first time
the concept of using music in offender learning. Our final event was a major
dissemination conference in Belfast with over 50 delegates from more than
a dozen countries, which uniquely took place in all three of Northern
Ireland’s prisons. 
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SECTION 1

THE MOVABLE BARRES PROJECT
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1.1 Project overview

Promoting music & dance in adult prison education across Europe

October 2008 – September 2010
Funded through Life Long Learning Programme: Grundtvig 1 
Project no. 2008-142276-UK-GMP

Project coordinated by The Manchester College through its Offender Learning Directorate 

Aims
1. To identify current activities in music & dance in adult prison education across Europe;
2. To create, pilot & disseminate a practical educational model (a multilingual, multimedia learning

package) for the use of music & dance inputs into adult prison education  across Europe;
3. To organise practical workshops for exchanges of information and best practice between

centres experienced in using music & dance in adult prison education and those with limited
experience; 

4. To develop strategies for promoting the use of music & dance in adult prison education in
centres where it not previously been used; 

5. To develop an effective framework for employing the rich traditions of European music &
dance, in particular through the involvement of professional musicians & dance practitioners
in adult prison education;

6. To develop the use of music & dance to explore and analyse personal and group reactions
and relationships within prison education;

7. To establish local, regional & national partnerships to support music & dance activities in
adult prison education;

8. To combat racism, xenophobia and other negative attitudes towards fellow human beings
through the creative use of music & dance in adult prison education across Europe.

Meetings
Spring 2009 1st meeting & practical workshops    (Manchester, UK)

(AIM: to organise research & project activities)        

Summer 2009 2nd meeting & practical workshops (Skanderborg, Denmark)* 
(AIM: to present current good practice)           

Autumn 2009 3rd meeting (Rome, Italy)
(AIM: to organise final outcomes)

Spring 2010 4th meeting & practical workshops (Athens, Greece)
(AIM: to finalise publication)

Summer 2010 International Conference & workshops (Belfast, UK)**
(AIM: to promote project outcomes)  

* in conjunction with the PAN European Network 
** in conjunction with ‘Art & Culture in Prison’ 

7

THE MOVABLE BARRES PROJECTTHE MOVABLE BARRES PROJECT

mont sez1:Layout 1  2-11-2010  16:26  Pagina 7



Workshop exchanges
Autumn 2009 Music workshop – Norway              (participants: Denmark, Norway, UK)

Spring 2010 Music workshop - Denmark (participants: Denmark, UK)
Music/dance workshop – Northern Ireland        (participants: Ireland, UK)

Summer 2010 Music workshop - Bulgaria        (participants: Bulgaria, Denmark, Norway, UK)

Work packages
1. Project management 
2. Background research 
3. Current approaches 
4. Learning Package 1: Music
5. Learning Package 2: Dance
6. Learning Package 3: Combined
7. Organising piloting process
8. Organising workshops 
9. Identifying practitioners

10. Quality monitoring: finance, processes, outcomes 
11. Project website 
12. Publishing outcomes: print/ video/audio
13. Exploitation of project outcomes 

Main activities
•  Local, national and transnational exchanges and workshops between organisations and

practitioners concerned with the promotion of music & dance in adult prison education; 
•  Transnational meetings & conferences which provide opportunities for sharing current good

practice of experienced partners and identifying issues and problems for the less
experienced;

•  The development of appropriate strategies for employing music & dance in adult prison
education;

•  The production and dissemination of exemplary material (learning package) in a variety of
formats, exploring and promoting the use of music & dance in adult prison education across
Europe; 

•  The testing and piloting of this material in appropriate locations and contexts, to evaluate its
suitability for use in adult prison education, especially in eastern Europe – in this, experienced
partners will mentor the less experienced via electronic and other communication methods;

•  The creation of an ongoing interactive partnership of adult prison education and professional
music & dance workers;

•  The establishment of a project website – possibly hosted by the PAN Prison Arts Network
website - and other forms of electronic communication to promote and disseminate the use
of music & dance in adult prison education across Europe.  

PARTNERS

Coordinator
01 The Manchester College, UK
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Steering Group
03 Sonder Orme Prison, Denmark
04 2nd Gymnasium & Lyceum, Avlona, Greece
05 Centro Europeo Teatro e Carcere, Rome, Italy
09 Dance United, UK
10 Music in Prisons, UK

Associate Partners 
02 INTEGRA, Sofia, Bulgaria
06 Amitié, Bologna, Italy
07 Grønland voksenopplæringssenter, Norway
08 Prison Arts Foundation, Belfast, Northern Ireland

Website
www.movablebarres.eu

* logo designed by an inmate of Oslo prison following a competition amongst MB partners 

1.2 Partner profiles

Integra (BULGARIA)
Integra Art is a non-profit organisation concerned with education, qualification and training,
designed to improve the access, quality and efficiency of interpersonal and institutional
communication through the means of expression of arts and culture.
Integra Art provides support to community services aimed at:

• personal, social and creative realisation
of children, teenagers and adults
through art and the interaction with it;

• consolidation of the national values and
to integrate them with the Balkan,
European and international intellectual
and cultural values;

•  establishing the principles of civil
society through the principles of
tolerance, pluralism and
experimentation in the sphere of art
and culture.

Integra initiates, prepares, participates in and supports activities, projects and initiatives on
national as well as international and European level, aimed at equal access to education, the
creative process and works of art and culture for all social strata regardless of sex, age, ethnic
identity and financial condition. It is engaged in making the distribution of art and cultural works
free and accessible to all; in encouraging a interdisciplinary approach towards artistic projects
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in contemporary performance, the visual arts, cinema, music, literature, as well as in related
areas such as web design, architecture, photography, performance, fashion, etc. Integra is
particularly concerned with supporting Bulgaria’s adaptation within European and in promoting
international standards through participation in international, European, regional, Balkan and
other artistic and cultural initiatives, forums and programmes.
Integra Art does not work directly in prisons, but its staff have been participating in a two-year
educational project to create highly accessible and motivational materials using Game Based
Learning for developing basic, personal and work-related skills in prisoners, potential offenders
and ex-offenders, including those with disabilities. This experience led to its involvement in the
Movable Barres project and its intention to be able through its project-activities to respond
adequately to the rapidly changing reality in Bulgaria, the difficulties and challenges of using arts
while working with different target groups: groups in risk, offenders, prisoners, their trainers
and teachers, and other interested parties. In September 2010 it organised for music teachers
from 3 Movabe Barres partner countries to undertake music workshops in Bulgarian prisons,
the first time such an event had taken place..

Website: www.integra.bg
Contact: Aneta Moyanova

a.moyanova@integra.bg  

Sdr. Omme State Prison (DENMARK)
Sdr. Omme State Prison is an open prison with 190 inmates. In the prison there are several
working areas: kitchen, forestry, agriculture, carpentry, blacksmith and gardening. One of the
options for the inmates is the school. The school teaches: Danish, English, Mathematics, Arts,
Philosophy and Computing. The Prison is a
member of the EPEA and a partner in the
PAN European Prison Arts Network. The
prison has previously participated in arts
projects run as summer schools, primarily
run by artists invited as guest teachers.
Due to the participation in the PAN project
two teachers from the Prison School,
Niels Bak and Evy Green Jensen ran a 6-
week Art and Computer Design project for
the inmates in May 2007. The Production
was presented at the PAN Conference in
Sofia, Bulgaria in May 2008. The Prison
church has a church choir and as a direct result of his involvement in Movable Barres, Niels Bak
has started to run actual music lessons in the prison. He hosted a very successful workshop
run by Music in Prisons from England, and has participated in practical music sessions in Norway
and Bulgaria.  

Contact: Niels Bak
nielsbk@mail.dk
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2nd Gymnasium and Lyceum in the Avlona Prison
for Minors and young Offenders (GREECE)
The Avlona Educational Institution is the only autonomous school unit sited inside a Prison for
Minors and Young Offenders. It was founded and is still supervised by the Greek Ministry of
Education & Religious Affairs (GMERA) on an equal basis to every other Greek school as far as
curriculum and qualifications awarded are concerned. It has approximately 130 juvenile students,
mostly Greek and Albanian with some from other countries.  The school employs 28 teachers
with  three of them permanent in the educational system, although not specifically appointed to
the Avlona School, whilst the rest work on
a temporary (contract) basis. The majority
of staff are members of the European
Prison Education Association (EPEA),
experienced in prison education and in
regular touch with current educational
practices. 
The school has had a consistent and
fruitful collaboration with the Correctional
Policy Department of the Greek Ministry
of Justice and also with the Juvenile
Prison’s Governor and Staff. The school
has developed over the past few years a
rich extra-curricula profile involving art, music, dance, athletics and theatrical performances. The
35-hour a week curriculum, plus tutoring teaching is enriched with several cultural activities
projects, approved by the Regional Education Directorate. These activities are delivered by
schoolteachers fully employed by the Unit. All projects, including Music, Dance and Theatre
are undertaken by both specialist and non-specialist schoolteachers. The activities schedule
consists of 2 to 3 hours a week throughout the school year. Furthermore, it has published nine
issues of its newspaper and magazine over the years.
The overall aim of 2nd Gymnasium and Lyceum in the Avlona Prison is to provide secondary
level education to juvenile and young prisoners – following a full curriculum at both gymnasium
and lyceum level. In addition, prisoners have the opportunity to take National Exams, leading to
University studies. Furthermore, it ensures that education within prisons keeps in step with
education on the outside.
Its secondary aims are:
• Involving prisoners in extra-curricula activities in various subjects (art, music, dance, theatre,

science etc), aiming at their cultural and social integration.
• Promoting equal opportunities between multi-cultural groups.
• Limiting recidivism.
• Exploiting its skills on a psychological level, in order to encourage learners, strengthen their

self-esteem and help them to regain their self-confidence.
• Preparing students for e-citizenship by keeping up-to-date with ICT cutting-edge technology. 
• Widening the students’ perspectives, developing their cooperative skills & communication,

and helping them to express themselves.

Contact: Ioannis Papadimitriou
ioanispap@gmail.com
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Cetec (ITALY)
Donatella Massimilla founded CETEC in 1990 by after a long experience as director of the Ticvin
Teatro Association of Milan and companies created in the male and female sections of the San
Vittore Prison: “La Nave dei Folli e Alice T” (The Ship of the Madmen and Alice T), her
laboratories at the “Istituto Penale per Minori” C. Beccaria, in the Opera and Rebibbia prisons,
and her work in various prisons in Europe.
In 2000 CETEC was recognised for its
contribution to the “Cultura 2000”
programme of the European Community
with the project called "Diario di viaggio da
luoghi recluse” (Diary of Travels in
Excluded Areas) involving Cambridge,
Belfast, Paris, Wuppertal, Berlin, Milan,
Rome, and the Calabria Region. Thanks to
this project an annual programme of
gatherings was created which aimed to
disseminate information about the leading
European artistic activities in theatre and
prison, leading to the first informal creation of a European prison arts network, the forerunner
of the current PAN European, coordinated by The Manchester College..
Since 2005 CETEC has run the Edge Festival in Rome, an arts festival born in Cambridge by
Escape Artists, a company of actors and ex-prisoners, who organised two Edge Festivals (2005
& 2006) and two Edge meetings (2006 & 2007) in Rome with support from the Lazio Region,
the Province & Municipality of Rome, and with the collaboration of the Office for the Rights of
Detainees and Rome University. Its aim is to create an Italian and European Edge network that
compares artistic and cultural realities involving work on social, marginal and deprivation issues.
Thanks to these outcomes, in October 2008 CETEC organised Milan's first Lombardia Edge
Festival with contributions from of the Lombardia Region and the Province and Municipality of
Milan. In collaboration with the “Teatri delle Diversità”  and Trasgressione.net and under the
patronage of the De Andrè Foundation the Festival took place at the Teatro Verdi and in the San
Vittore, Opera and Bollate.Prisons, featuring the work of the psychologist and musician Angelo
Aparo. This first Italian meeting was supported by The Will to Dream &  Movable Barres
European projects.
In 2009, alongside the Lombardia Edge Festival, CETEC also organised the 2nd Movable Barres
meeting in Rome, involving "Presi per Caso" (Picked at Random) and promoting the reality of
theatre and prison in Italy and Europe, in collaboration with Convegno di Cartoceto, The University
of Urbino and the magazine “Teatri delle Diversità”. In March 2010 the Italian and European tour
began of CETEC’s productions: “Princese”. “Diario di bordo” (Logbook). Memorie di Teatro
(Theatre Memories) and Woman's jails (Collate Prison, Theater Oscar in Milan, Festival MigrAction
in Paris, La Santè Prison in Paris, etc.)  In April 2010 CETEC successfully bid for a grant under the
EU’s Culture Programme to promote its Edge Festival, along with the “Theatre de l’Opprimé” of
Paris, involving the development of Edge Festivals, meetings and workshops across Europe with
Italian, Rumanian, French, Bulgarian and Tunisian partners.

Contact: Donatella Massimilla
theatreinprison@yahoo.it
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Amitié (ITALY)
Amitié was created in 1991 as part of a University-Enterprise Training Partnership in the
framework of the COMETT Programme, sponsored by the European Commission, with the aim
to promote training activities in the Information and Communication Technology sector. Amitié
then created a private organisation carrying out the following activities: 

•  Research in the field of new methodologies of learning and in the labour market, focusing on
analysis of employment needs, definition of new professional profiles, development of
training curricula, identification of good practices and benchmarking, in particular in the sector
of cultural heritage, new technologies and social research.

• Project Management, consulting and assistance for projects funded by European Commission,
national and regional programmes. Amitié promotes, coordinates and develops projects,
providing support to enterprises as well as to public and private organisations for the project
management. 

•  Dissemination and promotion initiatives, organization of seminars, courses and infodays to
allow a wide and efficient diffusion of the projects and products developed. 

•  Pilot training activities, both non formal and informal, mainly based on the use of e-learning,
with the purpose to increase the accessibility of training courses and to customise them
according to individual needs. Watching the current changes in the labour market, we
undertake to analyse employment needs, professional training requests, the need of new
skills and abilities, to guarantee a
qualified employment respecting
human dignity. 

Within the Movable Barres project Amitié
has taken on the responsibility for creating
and running the project website, as well as
for the production of the CD-ROM
publication.

Website: www.amitie.it
Contact: Roberto Righi

rrighi@amitie.it 

Grønland Adult Learning Centre (NORWAY)
Grønland Adult Learning Centre organizes the education of prisoners in the Oslo municipality,
Oslo Prison, Bredtveit Female Prison and one follow-up department outside prison. It offers
theoretical education (lower & upper secondary), vocational training, arts, crafts & design, music
and drama. It offers a variety of shorter courses in Norwegian for immigrants, computer studies,
etc. It also organises some counselling of students at college and university level. Its music
provision has proved particularly effective, supported by investments in electronic music
equipment. GALC has been involved in a number of European initiatives concerned with prison
arts education, including the PAN International Prison Arts Network and hosting the recent
meeting of The Will to Dream project in Oslo.
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In small groups and individual counselling,
it helps individuals to find their talents and
motivations to work on basic skills and
core subjects, whether tackling reading
and writing problems, developing creative
skills, taking exams from high school or
offering guidance in studies at college and
university level. Minority-language lessons
are also offered in regular groups or
through special-rate packages with an
emphasis on language training. School
counselors provide guidance in career
choices and help to plan further education
studies. This is followed up with assistance in matters concerning the students' personal life
situation.
The school is spread over five sections: two in Oslo Prison (remand and convicted), a branch
in Bredtvedt Women's Prison, a division of Tyrili, and a follow-up class in Nordahl Brun Street
in downtown Oslo. The school management and administration is in Oslo Prison. It has about
45 employees and 185 student places. 

Contact: Torbjørn Rodal
torbjorn.rodal@vo-gronland.oslo.no 

The Prison Arts Foundation (NORTHERN IRELAND)
The Prison Arts Foundation was founded as a charitable trust in November 1996 after extensive
discussions between itsr main stakeholders the Northern Ireland Prison Service, the Probation
Board for Northern Ireland, the Arts Council of Northern Ireland, the Community Relations
Council and the Community Arts Forum. Its aims are to create, both individually and in
partnership, access to the arts for all prisoners, ex-prisoners, young offenders and ex-young
offenders in Northern Ireland. On average, over 20% of the prison population are enrolled in the
various parts of the Prison Arts Foundation programme. Many prisoners continue their artistic
endeavours upon release and the
Foundation does what it can to encourage
and support this important aspect of their
re-integration into society.
Traditionally, writing and the visual arts
have been the main channels for the
creative self within the prison culture. The
work produced is at times so good that it
can stand by itself and bears comparison
with the best. This is evident by the
resounding success of the 1998 and 1999
‘Captivating’ exhibition of work; the
publication of ‘The Magilligan Sentence: an
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anthology of writing from H.M. Prison Magilligan’ edited by John Brown; the documentary film
‘The Big Question’ and the short film and documentary of its making ‘The Inside Job’ – both films
won National Film Awards.
Through ‘Artist in Residence’ programmes the Foundation has endeavoured to promote and
widen the practice and appreciation of the arts to all those serving custodial sentences.
Recognised and practicing Artists work in a variety of art forms including writing, drama, fine art,
craft, music, circus/physical theatre and dance. These workshops seek to release the creative
self of all prisoners, to encourage and to inspire them to use their time more creatively through
achievable methods. The residencies are bolstered by a visiting artist scheme where local artists
demonstrate their work then lead an interactive workshop in the technique used.

Website: www.prisonartsfoundation.com
Contact: Mike Moloney

mike@prisonartsfoundation.com  

Music In Prisons (UK)
The Irene Taylor Trust ‘Music in Prisons’
was set up in 1995 with the aim of
providing artistic opportunities for socially
deprived and excluded individuals,
focusing on using creative music projects
to work with inmates in prisons across the
UK. Since its inauguration, Music in
Prisons has worked with over 2,000
individuals, with audiences totaling almost
10,000 witnessing the creative
achievements of project participants.
Music in Prisons works across the entire
prison estate, with men, women, young
people and juveniles, offering anyone interested the chance to express themselves through
music, regardless of previous musical experience, learning valuable life-skills such as team-
work, communication and perseverance along the way. Projects go beyond the musical output
generated; they also dramatically boost the confidence, self-esteem, aspirations, employability
skills and the ability to work with others of participants, and often act as a gateway to further
educational activity.
In 2009 alone Music in Prisons delivered 25 project weeks, working with 202 participants, with
performances attended by 1,320 people, including other prisoners, prison staff and invited
outside guests such as project funders and supporters.

Website: www.musicinprisons.org.uk
Contact: Sara Lee

sara@musicinprisons.org.uk
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Dance United (UK)
Dance United is a sector leader in applying contemporary dance of excellence to transforming
the lives of those who suffer educational, social and economic disadvantage. Excelling on the
stage to rapturous applause from peers, friends, family and strangers, stands as a potent
metaphor for what else could be achieved in the rest of their lives and a pivotal moment. In our
experience, one small taste of success is enough to start to turn a life around.
Dance United was established ten years ago with a groundbreaking project in Ethiopia working
with street children. The legacy was a permanent contemporary dance company, Adugna that
to this day passes dance skills from one generation to the next. Dance United then discovered
that large-scale contemporary dance projects can bridge the divide in fractured communities.
Three projects (2003, 04 and 05) with Simon Rattle and the Berliner Philhamoniker achieved the
seeming impossible in Berlin with around 200 people each time focusing on a common goal.
These were followed by equal success working across the divide in Belfast. More recently in
London, the Destino project broke down the walls between young and old, and between
professional contemporary dancers and non-dancers from the community. In March 2009, for
the first time ever, Sadler’s Wells allowed a community production onto its main stage.
From 2001, the company turned its
attention to the secure criminal justice
estate. What followed was a series of
short prison-based projects in which
prison gyms were transformed into
theatres and prisoners excelled in
contemporary dance. The Academy was
Dance United’s first community-based
long-term programme within the criminal
justice sector. Building on the experience
gained from working in prisons, the
Academy was established as a pilot in
Bradford in 2006, targeting young
offenders. It is uniquely intensive (five days per week, six hours per day for twelve weeks), the
curriculum is accredited and the programme is evaluated by the University of Manchester. It is
still running three times a year in Bradford, with outstanding results in terms of transitions back
into mainstream education, training and employment and reductions in re-offending. The
Academy is being replicated in London from September 2010 and in Wessex in January 2011.
The Performance Company is a key progression route for the Academies. The dancers are
stretched to go further and perform at all kinds of events, helping to spread the word as living
proof of what can be achieved. The company also produces industry standard films that make
the case for the transformative power of dance. For example, Destino: A Contemporary Dance
Story follows the fortunes of two of the original Ethiopian street children who are now
internationally famous dancers. Lastly, there is also a training programme to help prepare dance
artists for the challenges of this kind of work.

Website: www.dance-united.com
Contact: Andrew Coggins

andrew@dance-united.com
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The Manchester College (UK)
In August 2008, City College Manchester & Manchester College of Arts & Technology merged
to become The Manchester College, one of the biggest FE colleges in Europe, offering
educational opportunities from basic skills to degree level studies in sectors as diverse as
Business, Care, Engineering & Recreation & Leisure and the Arts. In the Arden School of Theatre
it boasts the best-known drama school outside London.
TMC is the largest & most successful
provider of offender learning in England,
providing around two-thirds of education in
prisons.  It is recognised by the Learning &
Skills Council as a key partner. Its
provision is also delivered within the
community to newly released offenders &
learners on court orders. The College's
preventative & post-sentence support has
been recognised as outstanding &
consolidated through key partnerships
with Connexions, JobCentre Plus, Youth
Offending Teams, Probation Service,
Voluntary & Community Services. TMC delivers learning to all offender categories in over 80
secure establishments in England. The LSC now invests almost half of its offender learning
budget with the college. In 2009 Merron Mitchell, the college’s Director of Offender Learning
and a staunch supporter of its European links, was awarded the OBE for services to offender
learning.
In recent years the Offender Learning Directorate has coordinated a number of European prison
education projects, including the PAN European Prison Arts Network, The Will to Dream and
Movable Barres projects,  and is also currently involved in two other projects ‘Art & Culture in
Prison’ and LEAP, lead by the Fondazione Michelucci in Florence, Italy. It has just been awarded
the honour of hosting the next EPEA International Conference in November 2011.

Website: www.themanchestercollege.ac.uk
Contact: Alan Clarke

alanruscoe@yahoo.co.uk
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1.3 Transnational meetings

The importance of face-to-face partner meetings for European multilateral projects, especially
when they are concerned with practical and creative areas like music and dance, cannot be
underestimated. The transnational gatherings for Movable Barres were no exception, providing
a cornerstone for the project’s activities and outcomes. Such events were essential for a number
of reasons: 
•  to enable the partners to get to know each other and their different working methods in order

to create a working collective able to cooperate effectively with one another in achieving the
project’s aims;

•  to gain a wider overview of current music and dance practice in European prison education
through visits, workshops and
presentations; 

•  to engage directly with prisoners in their
own environment through music and
dance, promoting the benefits of such
activities;

• to provide regular opportunities to
evaluate and where necessary adapt
project plans and strategies through
discussion and debate; 

•  to provide a platform for developing new
ideas and material in collaboration with
one another; 

•  to disseminate project material and outcomes to a wider audience in different countries and
contexts. Each of the meetings involved some if not all of the above and helped to create a
strong framework for our work.

The first event involving some of the MB partners was the invitation by the CETEC partner in
Italy for Movable Barres to co-sponsor their annual Edge Festival in Milan, October 2008.
Although only a few partners were able to attend, the Festival provided an opportunity to
experience the situation in three local prisons, to discuss key issues with Italian artists working
in prisons and to promote the Movable Barres project at an early stage.

The first official meeting took place in Manchester & Southampton, March 2009. Because of
the tight schedules of the two English arts groups, it was not possible for all partners to attend
the opening session at The Manchester College, so the decision was taken to travel down to
Southampton to meet the Dance United representatives and witness the premiere of their latest
work. Although not totally satisfactory, in that we were unable to involve all partners in the
introductory presentations and organisational discussions, this arrangement did enable the
foreign delegates to experience examples of best practice in both music and dance in England
en situ. During the Manchester part of the meeting delegates attended a concert by young
offenders in Risley Prison, the culmination of a week-long workshop by Music in Prisons; whilst
in Southampton delegates witnessed the premiere of the contemporary dance production,
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Destino, involving for the first time professional dancers with ex-prisoners, which the following
week went on to a highly acclaimed season at London’s Sadler’s Wells Theatre. Despite its
fragmented nature, this first meeting was able to draw up a clear action plan, allocate partner
roles and identify the next series of activities.

Because it was proving difficult to find meeting times suitable for all partners, it was decided to
combine the second transnational meeting with the Final Conference of the PAN European
Network in Skanderborg, Denmark, June 2009. Given that the Movable Barres project arose
directly out of PAN and that the Network
has previously linked its conferences with
other projects, this seemed a good
arrangement for both initiatives. From
Movable Barres’s standpoint it was a
unique opportunity both to promote its
work to a wider international audience –
around 50 delegates from 16 countries
attended – and to further highlight
examples of good practice. A range of
music and dance activities took place,
including a workshop by two
internationally-renowned contemporary
dancers from Ethiopia, a performance by a Danish music group, video presentations of creative
work in European prisons and a musical evening, where delegates performed a variety of
national songs and dances. The reaction from everyone who attended was extremely positive,
both about the Conference as a whole and Movable Barres’s contribution.

One issue of concern to partners was that, despite having a wide-ranging experience of good
practice in music and dance in prisons, there had not been sufficient time to focus on the project
outcomes. Therefore the next meeting in Rome, December 2009, concentrated mainly on
organisational issues. This proved very effective and key decisions were made concerning the
publication and other outcomes. Particularly encouraging were the videos of music and dance
work undertaken in prisons by the various partners. In addition the partners were able to witness
a dynamic flamenco dance production in a disused prison and attend a presentation with

musicians, dancers and film-makers of
their work in Italian prisons.

The next meeting in Greece, April 2010,
proved a very special experience – and not
only because the transnational partners
found themselves stranded in Athens for
a few extra days due to volcanic ash! The
business part of the meeting sustained the
focus of the previous one and the
organisation of the publication and final
activities was efficiently completed. The
highlight of the meeting, though, was our
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visit to the Avlona Prison School, where we were able not only to link up with their many
dedicated teachers but to witness the key role that the arts play in the education of young
offenders. We were treated to a music and dance concert by the young people and then taught

traditional Greek dance by some of the
teachers, the results of which we were
able to demonstrate at the restaurant later
that evening! The ethos and dedication of
the Avlona teachers impressed us all and
gave a further stimulus to our work.

The final meeting, originally planned for
London, took place in Belfast, September
2010, in conjunction with another
European project, Art & Culture in Prison.
This proved a fitting finale to the Movable
Barres project, especially as the event

encompassed all three of Northern Ireland’s prisons. Officially opened by the head of the
prestigious Koestler Trust, promoting art work in British prisons, the meeting included a range
of prison art, with many examples of the work created by the Movable Barres project members,
both live and on video. These included an exchange involving Music in Prisons and inmates in
Sonder Omme Prison in Denmark, a collaboration combining music and dance in a Belfast
Prison, a ‘hip-hop’ dance video from Norway, and a concert in Maghaberry Prison featuring their
own Heavy Whackers band and a group of Italian ex-offenders. Overall the event left a strong
impression both of the creative commitment of the project participants and the positive impact
that such activities can make on those unfortunate enough to be spending time behind bars.
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SECTION 2

BACKGROUND RESEARCH
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2.1  Research introduction
by Jo Tilley-Wiley, Music in Prisons

A crucial starting point in building and developing good practice in the delivery of music and
dance projects in prisons across Europe was to get an overview of the current level of provision:
How it was being delivered; what the aspirations of different countries were; and what the
obstacles were that were preventing the realisation of these aspirations. Work-package 3 of the
Movable Barres project set out to achieve this, and as Music in Prisons has had significant
experience of undertaking research with a large number of prisons, it was agreed that Music in
Prisons was best placed to lead on the delivery of this package.
During the Manchester meeting, the partners agreed on a range of questions which they felt
would help to give a broad picture of the current situation in their country. Music in Prisons
brought these questions together into one combined questionnaire covering both music and
dance provision. All country partners were then asked to disseminate the questionnaires to all
prisons within their country, and to aim for a response rate of at least one-third. For Music in
Prisons, achieving this level of response was fairly straight forward – partly because of the
reputation of Music in Prisons and The Manchester College within England and Wales, but also
because of Music in Prison’s experience in using the most appropriate strategies to get
responses. This included ensuring that the most appropriate member of staff was targeted in
each prison (mainly Education Managers) and following up after a week with telephone calls to
draw people’s attention back to the questionnaire. With this approach, Music in Prisons was able
to get detailed responses from over half of the prisons in England and Wales.
As the questionnaire results came back, Music in Prisons led on drawing the findings together
into succinct reports, outlining current provision, barriers to provision, and aspirations for future
provision. These reports are attached. From the reports it is clear that provision is very different
across Europe, and that different countries face very different challenges in delivery – for
example in England, media scrutiny is seen as a significant barrier to delivery, but in other
countries, hardly any reference was made to the press, with the challenges being seen more
as issues to do with a lack of qualified and trusted artists, money or security problems.
It is crucial that these differing situations and attitudes are taken into account as the Movable
Barres effective practice model is developed, so that it is appropriate to the varying contexts.
Music in Prisons intends to draw out, and reflect on the learning from this scoping exercise
during the development of the Practical Teaching Model.

2.2  Research evaluation
By Dr Alan Clarke, The Manchester College

As part of the background research undertaken by the Movable Barres project – funded by the
European Commission through its Grundtvig programme – the consortium organised a
questionnaire to be circulated to prisons in the seven partner countries. Accompanied by a
covering letter from the project coordinator (Annex 1), the questionnaire covered key aspects
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relating to music and dance provision in prisons and was circulated by the transnational partners
to penal institutions within their country. Although the specific focus of the project is concerned
with offender learning, it was agreed that a more general approach to prisons, identifying the
overall music/dance provision rather than their links to education, would provide more useful and
representative information. However there were sufficient questions, aimed at identifying the
educational element, to provide feedback on this specific area. 
In the event, 350 institutions were specifically approached, of which 159 replies were received
(around 45% - a surprisingly healthy response given the general atmosphere of isolation and
restrictiveness surrounding prisons). In addition the questionnaire was placed on the website
for the ease of respondents. A strong response was received from prisons in Denmark,
Greece, Italy and Northern Ireland (although with only 3 prisons), a good level in England
particularly given the large number of prisons, but somewhat disappointing in Norway and
Bulgaria. Sufficient replies were received to begin to draw some general conclusions about
the provision.

GENERAL POINTS

•  The largest proportion of funding for art activities comes through the education budget,
apart from in Denmark & Italy. In Bulgaria and Denmark a large part of the funding comes
through the general prison budget, in other countries around a fifth to a quarter. In Italy
the main financial support comes from regional or local funds. Artists, arts organisations
and charities also provide regular, if limited support.

•  In Greece Italy and Norway, responses indicated that the major aim of such activities
was for educational purposes, to a lesser extent in England and Northern Ireland. A
sizeable proportion indicated therapeutic reasons in Greece and Norway, to a lesser
extent in Italy, England and Northern Ireland. In Denmark half the prisons identified that
activities were related to specific interventions, whilst in quite a large proportion of prisons
in Bulgaria, Denmark, England and Northern Ireland the main aim was seen as purely
creative.

•  In terms of factors restricting music and dance provision in prisons, the largest one in
all countries was money, followed by lack of suitable spaces. Security restrictions played
some role in all countries, and lack of trusted or qualified artists in Bulgaria, Denmark, Italy
and England. In the last-named country media scrutiny caused by some negative reporting
was an additional issue.

MUSIC ACTIVITIES

• On average around half the prisons had dedicated music spaces, although regular music
activities took place in between a third to two-thirds of prisons questioned – only Bulgaria,
Denmark and Greece had less
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• About a third of prisons had regular performances involving prisoners or professional
musicians

• A high proportion of prisons had regular music classes (mostly weekly) from between
40% in Denmark and 89% in Greece; only Bulgaria with 25% and Italy with 23% had less.

• Most countries indicated that over 60% of their prisons organised one-off music
projects, although Greece had very few.

• In most countries the largest section involved in delivering music were either education
staff, except in Italy, or arts organisations or individual artists, apart from Denmark.  Only
in a few cases would prison officers be directly involved in delivery.

• The practical delivery of music in most cases would be through live instruments or a
mixture of live and electronic, rarely electronic alone, except surprisingly in Bulgaria. 

• Apart from in Greece, a high proportion of the prisons questioned indicated that would
like more music provision, both on-going and one-off.

DANCE ACTIVITIES

• Dedicated dance spaces were identified in 4 countries – Bulgaria, Greece, Italy and
Northern Ireland – but few dance activities were recorded in any country, the highest
being 13% in Italy.

• Few prisons had organised dance performances, apart from in England where a fifth of
the prisons had done so and in Bulgaria where all 4 prisons identified one-off dance
events.

• Few prisons in the other countries had regular dance classes: although Bulgaria
indicated that half the prisons responding had had weekly dance classes, around 10% in
Denmark and Italy but little in the other countries

• A few more one-off dance projects were identified, including all the Bulgarian prisons,
the next highest being 20% of prisons in Norway.

• In Bulgaria, Denmark and Greece most of the dance activities were classified as
traditional whilst contemporary and creative dance was limited to Bulgaria, Italy and
England.

• On average around 45% of the prisons questioned indicated that would like more dance
provision, both on-going and one-off, although all the Bulgarian and two-thirds of the
English prisons were in favour of this.
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CONCLUSIONS

• Whilst music provision is fairly well established in many prisons in most of the partner
countries, there is little dance on offer apart from in Bulgaria. 

• Where music is offered, it is usually on a regular basis, supported by one-off projects
and regular performances by inmates and visiting professionals.

• A large proportion of arts activities in prisons are funded and delivered by the education
department, supported by arts groups and individual artists

• The main factors restricting the introduction of more music and dance in prisons were
limited funding and to some extent lack of suitable spaces and suitable tutors. Security
issues were only a limited issue. 

• Despite this the vast majority of prisons questions would welcome more music activities
and a reasonable proportion more dance.

• Despite initial difficulties, replies to the questionnaire were eventually received from 4
Bulgarian prisons. One of the surprising factors in their feed-back was the high amount
of dance activities undertaken, perhaps suggesting that there is less stigma attached to
this art-form amongst males in eastern Europe than elsewhere. On the other hand music
and dance provision is seen here as purely recreational, even though it is mainly delivered
by educational staff. There is however a clear indication that the prisons would like more
music and especially dance inputs.

• Clearly there is much work needed both to increase the amount of music and dance
provision in European jails and to encourage teachers and practitioners to explore more
varied approaches, eg the use of electronic technology in music or the introduction of
more contemporary dance forms. The exchange workshops which followed up this initial
research clearly showed the importance of music and dance specialists from different
countries sharing their expertise and collaborating with each other.

I should like to thank my colleagues in the consortium for their efforts in developing the
questionnaire, contacting the prisons in their countries, for collating the information and
producing it in an accessible form.
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2.3  Letter to prisons

The Offender Learning Directorate,
One Central Park, 

Northampton Road,
Manchester M40 5WR

Website: www.themanchestercollege.co.uk
Email: alanruscoe@yahoo.co.uk

March 2009

MOVABLE BARRES

Dear colleagues

The Movable Barres project is the third initiative promoting the arts in offender learning co-
ordinated by the Offender Learning Directorate of The Manchester College and funded by the
European Commission through the Grundtvig programme. Following the success of the PAN
European prison arts network (website: www.panproject.org) and The Will to Dream project,
promoting drama & music in prisons, Movable Barres aims to promote music & dance in prisons
across Europe – see outline below.

In order to carry out our objective of providing support and information to those interested in
using music and dance in prison education, we need to identify the current level of activities in
using these art-forms in offender learning institutions across Europe. We have therefore devised
a simple questionnaire identifying current experiences of using these art-forms in Europe’s
prisons and the potential interest in developing this further. We would be grateful if you could
find the time to fill in and return the attached questionnaire as soon as possible to
alanruscoe@yahoo.co.uk, so that we have the necessary information to inform our work. We
would also be happy to supply you with further information about and, if you are interested,
involve you in our activities.

Yours sincerely

Dr Alan Clarke
European Prison Arts Project Coordinator
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2.4  Questionnaire template

Current provision of arts activities

Thank you for taking time to answer this questionnaire. Your answer will help us to develop
music and dance provision on a national basis which fits with the current needs of the prison
service.  
Please answer the following questions with reference to arts activities which have taken place
in your prison during the past year.

Name:

Email address:

Prison Name:

Category:

1)  Are there on-going music classes? Yes No

2)  Are there on-going dance classes? Yes No

3)  Are there one-off music projects? Yes No

4)  Are there one-off dance projects? Yes No

5)  How often do music projects or classes take place?

Daily

Weekly

Monthly

Intermittently

Never

6)  How often do dance projects or classes take place?

Daily

Weekly

Monthly

Intermittently

Never
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7)  Are music opportunities provided by (tick as many as apply):

education staff?

prison officers?

individual artists?

arts organisations?

other

8)  Are music opportunities (tick as many as apply):

educational?

purely creative?

therapeutic?

related to specific interventions?

9)  Are music opportunities mainly:

digital?

using live instruments?

a combination of digital and live instruments?

10)  Does your dance provision include (tick as many as apply):

creative expressive movement?

traditional or cultural dance?

classical dance?

modern or contemporary dance?

11)  Is there a dedicated music space? Yes No

12)  Is there a dedicated dance space? Yes No

13)  Does any dedicated music activity take place on the wing? Yes No

14)  Does any dedicated dance activity take place on the wing? Yes No

15)  Are there ever musical or dance performances by (tick as many as apply):

prisoners?

professional musicians?

professional dancers?
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16)  How are music and dance opportunities funded? (tick as many as apply):

By charities

By artists (eg musicians and dancers)

Through the general prison budget

Through the education budget

Other (please specify)

17)  Would you like to have more music provision? Yes No

18)  Would you like to have more dance provision? Yes No

19)  What are the main factors which limit the amount of music or dance that you can supply?

Space

Security reasons

Money

Media scrutiny

Lack of trusted/ qualified artists

Other (please specify)

20)  What extra dance/ music provision would you like to provide? (tick all that apply):

On-going music classes

One-off music projects

On-going dance classes

One-off dance projects

Other (please specify)
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BG DK EL IT NO ENG NI

RESEARCH TARGETS

Total prisons in each country 12 15 31 70 47 139 3

Total replies 4 10 26 40 10 65 3

% response 33% 67% 84% 57% 21% 47% 100%

SPACE

Dedicated music space 75% 30% 15% 48% 60% 34% 67%

Music activities on wings 75% 10% 8% 60% 40% 37% 33%

Dedicated dance space 100% 0% 19% 25% 0% 0% 33%

Dance activities on wings 75% 0% 4% 13% 0% 3% 0%

PERFORMANCES

Music or dance performances 100% 53% 60% 81% 33%

Prof. musicians involved 50% 70% 35% 40% Yes 33%

Prof. dancers involved 50% 8% 10% X 20%

Prisoners involved 100% 30% 19% 55% Yes 47%

FUNDING

General prison budget 75% 40% 20% 20% 20% 25% 25%

Education budget 15% 45% 10% 45% 35% 75%

Artists & arts organisations 15% 25% 25% 12%

Charities 10% 10% 5% 10% 28%

Other 25% 20% 65%*

CURRENT MUSIC PROVISION

On-going music classes 25% 40% 89% 23% 80% 46% 67%

Weekly 40% 89% 80% 75%

One-off music projects 100% 40% 19% 60% 60% 69% 67%

Delivered by:

Prison officers 20% 12% Some 5% 12% x

Education staff 60% 45% Mainly 15% 100% 35% Partly

Arts organisations 12% 30% 50% 30% Partly

Individual artists 20% 15% Some 50% 20% 23% Partly

2.5  Questionaire responses analysis
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BG DK EL IT NO ENG NI

INSTRUMENTS

Solely live instruments 14.5% 50% 59% 78% 59%

Solely music technology 50% 14.5% 4%

Combination 50% 71% 50% 41% 22% 38% 100%

AIMS OF MUSIC PROJECTS

Educational 20% 15% 55% 55% 55% 30% 25%

Therapeutic 40% 27% 45% 25% 25%

Related to specific interventions 50% 15%

Purely creative 80% 35% 5% 18% 5% 30% 50%

CURRENT DANCE PROVISION

On-going dance classes 0% 10% 4% 8% 0% 2% 0%

Weekly 10% 8% 0%

One-off dance projects 100% 10% 8% 8% 20% 14% 33%

GENDER BREAKDOWN

Male prisons 75% 33%

Female prisons 25% 67%

KIND OF DANCE

Modern/ Contemporary 40% 45% 20%

Creative/ Expressive 55% 1prison 35%

Classical 10%

Traditional/ Cultural 60% 100% 100% 35%

LIMITING FACTORS

Money 50% 40% 60% 35% 60% 30% 75%

Space 30% 30% 30% 30% 25% 25%

Security restrictions 10% 10% 10% 15% 10% 20%

Lack of trusted/ qualified artists 40% 20% 10% 10%

Media scrutiny 15%

FUTURE PROVISION

Like more music 100% 70% 19% 65% 80% 88% 33%

More ongoing music provision 40% 19% 35% 80% 60% 67%

More on-off music provision 70% 15% 65% 50% 74%

Like more dance 100% 30% 19% 40% 40% 69% 0%

More ongoing dance provision 75% 30% 15% 18% 40% 35%

More on-off dance provision  30% 19% 40% 20% 51%
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ADDITIONAL COMMENTS

ITALY

Funding
• Under ‘other’ prisons listed: provincial funding; regional funding; and funding from local
bodies

NORWAY

Current music provision
• 1 prison offers music classes on a daily basis
• In all prisons the music is delivered by education staff. In 50% of prisons this is
supported by arts organisations, and in 20% it is supported by individual artists

ENGLAND & WALES

Current music provision
•  25% of prisons responding offer daily music classes

Current dance provision
•  1 female prison offers dance classes on a daily basis

Factors limiting music & dance provision
•  In addition to (listed factors) , prisons also listed the following as factors: need to
maintain balanced curriculum; space in the timetable/regime; scrutiny by funding bodies;
dance & music not recognised as a ‘resettlement activity’; lack of info about opportunities;
hours in LSC contracts; and uncertainty about demand.

Noteworthy sub-sects of prisons
• Of the 3 privately run prisons that responded, all have on-going music classes and one-
off music projects and 1 has one-off dance projects. All would like more of both.
• Arts provision was highest in the women’s estate. Of the 9 women’s prisons who
responded, 1 has on-going music classes, 1 has on-going dance classes, 7 have one-off
music projects, and 6 have one off dance projects.
• Music provision within the high security estate was notably high. Of the 6 high security
prisons that responded, 3 have on-going music classes and 5 have one-off music projects.
However, none of them have any dance provision.
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Music and Dance Provision in Prisons in Denmark
Results from 10 prisons (out of a total of 15 prisons)

SPACE
•  30% have a dedicated music space
•  0% have a dedicated dance space
•  10% have music taking place on the wings
•  0% have dance taking place on the wings

PERFORMANCES
•  30% of prisons have performances given by prisoners
•  70% of prisons have performance given by professional musicians
•  None have dance performances

FUNDING
Funding for projects and classes comes from the following sources:

CURRENT DANCE PROVISION
•  10% have on-going dance classes on a weekly basis
•  10% have one-off dance classes which take place intermittently
•  The current dance provision is described as ‘traditional or cultural dance
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CURRENT MUSIC PROVISION
•  40% have on-going music classes on a weekly basis
•  40% have one-off music projects

These music projects are delivered by:

• 71% of provision uses a combination of instruments and digital technology
14.5% just uses live instruments and a further 14.5% just uses digital technology

The aims of the music projects & classes are:

FACTORS LIMITING MUSIC AND DANCE PROVISION

FUTURE PROVISION
• 40% would like more on-going music classes
• 70% would like more one-off music projects
• 30% would like more on-going dance classes
• 30% would like more one-off dance project
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2.6.2 Music and Dance Provision in Prisons in Greece
Results from 26 prisons, including juvenile establishments (out of a total of 31 prisons)

SPACE
•  15% have a dedicated music space
•  19% have a dedicated dance space
•  8% have music taking place on the wings
•  4% have dance taking place on the wings

PERFORMANCES
•  19% of prisons have music performances given by prisoners
•  35% of prisons have music performances given by professional musicians
•  8% of prisons have music performances given by professional dancers

FUNDING
Funding for projects and classes comes from the following sources:

CURRENT MUSIC PROVISION
• 8% have on-going music classes on a weekly basis
• 19% have one-off music projects
• Music is largely delivered by education staff with some support from officers and individual

artists
• 50% of provision uses live instruments. 50% uses a combination of instruments and digital tech

The aims of the music projects & classes are:
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CURRENT DANCE PROVISION 
•  4% have on-going dance classes on a weekly basis
•  8% have one-off dance classes which take place intermittently
•  All of the dance provision is traditional/cultural

FACTORS LIMITING MUSIC AND DANCE PROVISION

N.B. only 9 prisons answered these questions.

FUTURE PROVISION
•  19% would like more on-going music classes
•  15% would like more one-off music projects 
•  15% would like more on-going dance classes 
•  19% would like more one-off dance project

N.B. only 9 prisons answered these questions.

2.6.3 Music and Dance Provision in Prisons in Italy
Results from 40 prisons (out of a total of 70 prisons)

SPACE
•  48% have a dedicated music space
•  25% have a dedicated dance space
•  60% have music taking place on the wings
•  13% have dance taking place on the wings

PERFORMANCES
53% of prisons have music or dance performances.These performances are normally given by:
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FUNDING
Funding for projects and classes comes from the following sources:

Under ‘other’ prisons listed: provincial funding; regional funding; and funding from local bodies.

CURRENT MUSIC PROVISION
• 23% have on-going music classes. Two thirds of this is weekly and one third is monthly
• 60% have one-off music projects

These music projects are delivered by:

59% of music provision uses live instruments, and 41% uses a combination of instruments
and digital technology.

The aims of the music projects & classes are:
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CURRENT DANCE PROVISION
• 8% have on-going dance classes on a weekly basis
• 8% have one-off dance classes

Dance provision is:

FACTORS LIMITING MUSIC AND DANCE PROVISION

FUTURE PROVISION
• 35% would like more on-going music classes
• 65% would like more one-off music projects
• 18% would like more on-going dance classes
• 40% would like more one-off dance project

2.6.4 Music and Dance Provision in Prisons in Norway
Results from 10 prisons (out of a total of 47 prisons)

SPACE
•  60% have a dedicated music space
•  0% have a dedicated dance space
•  40% have music taking place on the wings
•  0% have dance taking place on the wings

PERFORMANCES
60% of prisons have music performances given by prisoners or professional musicians. None
have dance performances.
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FUNDING
Funding for projects and classes comes from the following sources:

CURRENT MUSIC PROVISION
• 80% have on-going music classes. At one prison these take place daily, at all the others it

is weekly
• 60% have one-off music projects
• In all prisons the music is delivered by education staff. In 50% of prisons this is supported

by arts organisations, and in 20% it is supported by individual artists
• 78% of provision uses live instruments. 22% uses a combination of instruments and digital

tech

The aims of the music projects & classes are:

CURRENT DANCE PROVISION 
•  0% have on-going dance classes. 
•  20% have one-off dance classes which take place intermittently. 
•  Only one prison described the nature of their dance provision. They classified it as ‘creative

expressive movement.”

FACTORS LIMITING MUSIC AND DANCE PROVISION
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FUTURE PROVISION
•  80% would like more on-going music classes
•  50% would like more one-off music projects 
•  40% would like more on-going dance classes 
•  20% would like more one-off dance project

2.6.5 Music and Dance Provision in Prisons in England and Wales
Results from 65 prisons (out of a total of 139 prisons)

SPACE
•  34% have a dedicated music space
•  0% have a dedicated dance space
•  37% have music taking place on the wings
•  3% have dance taking place on the wings

PERFORMANCES
81% of prisons have music or dance performances. These performances are normally given
by:

FUNDING
Funding for projects and classes comes from the following sources:
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CURRENT MUSIC PROVISION
•  46% currently have on-going music classes. Of these approximately ¼ take place daily, and
¾ take place weekly.
•  69% have one-off music projects.

These music projects are delivered by

59% of music provision uses live instruments, and 38% uses a combination of instruments
and digital technology. Only 4% works solely with music technology.

The aims of the music projects & classes are:

CURRENT DANCE PROVISION 
•  2% have on-going dance classes. This is actually just one women’s prison where classes take

place on a daily basis. 
•  14% have one-off dance classes which take place intermittently. ⅔ of these prisons are

women’s prisons.

Dance provision is:
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FACTORS LIMITING MUSIC AND DANCE PROVISION

In addition to these, prisons also listed the following as factors: need to maintain balanced
curriculum; space in the timetable/regime; scrutiny by funding bodies; dance & music not
recognised as a ‘resettlement activity’; lack of info about opportunities; hours in LSC contracts;
and uncertainty about demand.

FUTURE PROVISION
•  88% would like more music (and, with one exception, the reason that they didn’t want more

music was because they already have on-going music provision)
-  60% would like more on-going music provision
-  74% would like more one-off music provision

•  69% would like more dance (80% of these currently have no dance provision)
-  35% would like more on-going dance classes
-  51% would like more one-off dance projects

NOTEWORTHY SUB-SECTS OF PRISONS
•  Of the 3 privately run prisons that responded, all have on-going music classes and one-off

music projects and 1 has one-off dance projects. All would like more of both.
•  Arts provision was highest in the women’s estate. Of the 9 women’s prisons who responded,

1 has on-going music classes, 1 has on-going dance classes, 7 have one-off music projects,
and 6 have one off dance projects.

•  Music provision within the high security estate was notably high. Of the 6 high security prisons
that responded, 3 have on-going music classes and 5 have one-off music projects. However,
none of them have any dance provision.

2.6.6 Music and Dance Provision in Prisons in Northern Ireland
Results from 3 prisons (out of a total of 3 prisons)

SPACE
•  67% have a dedicated music space
•  33% have a dedicated dance space
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•  33% have music taking place on the wings
•  0% have dance taking place on the wings

PERFORMANCES
33% of prisons have music performances given by prisoners, musicians or dancers.

FUNDING
Funding for projects and classes comes from the following sources

CURRENT MUSIC PROVISION
•  67% have on-going music classes. At one prison these take place daily, and at the other

prison they take place weekly.
•  67% have one-off music projects.
•  In the two prisons that have music classes and projects, these are provided by a combination

of education staff, individual artists and arts organisations.
•  All of the music provision uses a combination of instruments and digital tech.

The aims of the music projects & classes are:

CURRENT DANCE PROVISION 
•  0% have on-going dance classes. 
•  33% have one-off dance classes which take place intermittently. 
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FACTORS LIMITING MUSIC AND DANCE PROVISION

FUTURE PROVISION
•  33% would like more on-going music classes
•  67% would like more one-off music projects 
•  0% would like more on-going dance classes or one-off dance project

2.6.7 Music and Dance Provision in Prisons in Bulgaria
Results from 4 prisons (out of a total of 12 prisons)

SPACE
•  75% have a dedicated music space
•  100% have a dedicated dance space
•  75% have music taking place on the wings
•  75% have dance taking place on the wings

PERFORMANCES
•  100% of prisons have performances given by prisoners 
•  50% of prisons have performance given by professional musicians. 
•  50% of prisons have performance given by professional musicians

FUNDING

Funding for projects and classes comes from the following sources:

•  75% from general prison budget
•  25% from other (not specified)

CURRENT DANCE PROVISION 
•  0% have on-going dance classes on a weekly basis.
•  100% have one-off dance classes which take place intermittently. 
•  The current dance provision is described as ‘traditional or modern dance.’

CURRENT MUSIC PROVISION
•  0% have on-going music classes on a weekly basis.
•  100% have one-off music projects.
•  67% of the provision delivered by education staff, the rest by prison officers and individual

artists
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•  50% of provision uses digital technology, 50% a combination of instruments and digital
technology

•  The aims of the music projects and classes are 80% creative and 20% educational

FACTORS LIMITING MUSIC AND DANCE PROVISION
•  100% of prisons identified funding as the main reason for limiting the music/dance provision
•  75% identified lack of suitable staff

FUTURE PROVISION
•  100% would like more music & dance provision  
•  75% would like more on-going dance classes
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3.1  Norway: music exchange

In order to familiarise themselves with each others’ working methods, three prison teachers
from ‘Movable Barres’ partners concerned with delivering music in the prisone environment,
Niels Bak from Denmark, Marty Rowland from Northern Ireland and Torbjorn Rodal from
Norway, met for a few days in Oslo Prison in autumn 2009.  A brief report on their experience
is produced below. 

Subject: Computer-based teaching method in Oslo Prison

Aims
1. To experience how the computer based teaching method works in Oslo prison
2. To develop a universal method of best praxis in computer based teaching

Background
At the Movable Barres conference in Denmark in spring 2009 the suggestion was made that a
clearer insight into the computer-based music teaching method in Oslo Prison (Norway) was
desirable. It was agreed therefore that Niels and Marty should visit Norway and participate in
classes for 2 days. It turned out to be very interesting meeting where existing methods were
demonstrated and exchanges of ideas took place about the working practices in the three
countries. 

Workshop
The computer-based teaching method (see also 4.2.2 for more a more detailed description)
covers the following themes: music programming, rhythm, chords, instrumentation, vocal / text,
sound mix, burning the cd. Following the demonstration workshop a methodology video was
created describing the procedure step by step (included in the accompanying Movable Barres
DVD).

Outcomes
The method achieved the following quality outcomes:
1. Masculine Codes. Making music can contrast with the rough masculine codes that exist in

the prison.
2. Getting out of the cell. According to the students themselves, a day in music class makes

life more bearable.
3. The feeling of mastery. The school notices that students are experiencing great mastery in

completing a project with their own cd.
4. The quality issue. The school notices that quality becomes an issue because of the students’

feeling of mastery. Through the application of high quality music editing software the students
are enabled to change and polish their individual musical expression.

5. Language/communication. By means of computer graphics and their individual vework,
it is possible to communicate with students even if they have not mastered English or
Norwegian.
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6. Individual needs. The school adopts a general teaching method based on the students’
individual needs. The computer based teaching method is a great help in this. 

7. Work on different music elements. The students have to work on different elements of music
in the process of music making. 

”Best praxis”
It is impossible to define a particular method as the best, but we presented one that we think
works well. That is: to combine individual work with working in a group. This also helps students
to cooperate.

What now?
The network group proposed the following schedule: 
1. To present the method through the demonstration video. 
2. To work on a basic guide that can help new prisons to start using this approach or to

introduce the method through visits to other countries.

PARTNER EXCHANGES
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3.2  Greece: dance workshop
by Ioannis Papadimitriou

During the 4th Movable Barres transnational meeting, that took place in Athens, a Greek
Traditional Dance Workshop was held in the premises of the Gymnasium & Lyceum in the Avlona
Prison for Minors and Young Offenders, on the 15th April 2010.

The main goal of the workshop was to exploit the experience of the dance teachers in the
Gymnasium & Lyceum in the Avlona Prison for Minors and Young Offenders, in teaching Greek
traditional dances, and set an example of good practice to be used in the project.
Firstly the dance was demonstrated by the two instructors, Maria Politi and Ioanna Karathanou.
A power point presentation supported the workshop containing history, instructions, dance step
diagrams, videos and other data.  

In the second part, the participants were separated into three groups and the steps were taught
in small sessions in all the major variations of the dance. The dance was taught using at first
instructions and later on the participants danced to music.
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In the third and final part the groups joined together in the school’s courtyard and the workshop
continued in a single variation of the Hasapikos dance. Another variation, the Makelarikos –
syrtaki was taught as well.

Every participant received a copy of a data CD containing the power point presentation, dance
videos and musical pieces that can fully support the workshop. The workshop was very
successful and its outcomes were indeed great since the group of the participants had the
chance to practice the dance later on in a Greek traditional music tavern in front of a live band. 
The workshop was covered by the Greek journalist Nafsika Karagiannidi and on the 22 of April,
the Greek newspaper ΕΛΕΥΘΕΡΟΤΥΠΙΑ, one of the larger selling daily newspapers in Hellas,
published an article about the workshop and the project disseminating its outcomes in the best
way. All the participants stated that the workshop was a fantastic experience and that they have
learned a lot from it.
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3.3  Denmark: music workshop

As part of the piloting process for the ‘Movable Barres’ project, representatives from ‘Music in
Prisons’ in England organised a 5-day workshop with staff and inmates of Sonder Omme Open
Prison. A report on the workshop is produced below.

Date June 2010
Venue Sonder Omme, Denmark 
Prison Contact Marianne Schandorff Jensen (DK)
Project Team Nick Hayes (UK), Sara Lee (UK), Niels Bak (DK)

Participants (prisoners)

AAA To begin with he was quite engaged, playing the keyboard, but was keen to say that it was
all too hard and that he couldn’t do it. But, of course, he could. He is very musical, he just
needs a cue here and there and he can do it. He is part of the hip hop crew; they know
what they don’t like but are not quite sure what they do. He is very capable of
disappearing when things need to be done, but he seems happy to be here, though. 

BBB  A really amenable man, but his mind is a little distracted and it took a good while to tie
him down to do one thing. It seems that he is able, but as soon as we move away he is
off into his own world from where he struggles to get back. There is no engagement
outside his little bubble, which is why he rarely gets anything right more than once.
Information is not being received and retained. 

CCC He is quite a hard man to fathom. He is a tricky customer. His physicality indicates
strength, but his size is in inverse proportion to his confidence. Although outwardly
confident, accommodating and genial, there is something quite unsettling about him. He
has a good ear and is very musical; there's just some kind of barrier that is holding him
back. Maybe it’s just that he isn’t very confident. 

DDD He is the church orderly and this seems more important to him in some ways. He does
not really engage with us; he is polite but that's it, really. Communication is not his strong
point, musically or personally. It’s like his job is the church. That is his main focus and he
takes it very seriously - to the detriment of his involvement in the project sometimes. 

EEE He is clearly a man up for anything, an absolute stalwart and hardly ever dropped
concentration. He is another man for whom personal communication is hard - when we
look at him he will look away, yet when we look away he will look at us.

FFF A man with a great voice and lots of songs who would clearly love to lead the group if he
were allowed. He is engaged all the time, quite a chaotic presence as he sees the minutiae
of an idea but not the bigger picture, A lot of the staff were worried about involving him
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on the project as he is apparently very demanding. He always wants to be engaged in
doing something and it’s probably true to say he doesn’t realise that some of the others
are dismissive of him, his abilities and songs.

GGG Marianne came up and said 'can you involve him?' which of course we would like to, but
only if he sticks around for more than a minute. Apparently GGG is someone people don't
necessarily get on with, which might be why many people left the room when the hip hop
track was being written. Every day we thought 'what would it have been like if GGG had
not been there?' He appeared desperate to be someone and something, and if the truth
be known, caused more problems than everyone else put together.

HHH Quite a loner, but one of the most capable musicians in the group. He is a really talented
man and clearly has a good deal to offer.He has played guitar before – he was in a band
- but hasn't played for about 6 months and was just looking forward to picking up a guitar
again. He sits apart from the rest of the group and also ate his lunch by himself, but you
just get the sense that he is OK with this. He proved to be a real gem. He accepts tasks
and does his absolute best. He is a very, very shy man, but is amazingly quick; listening,
watching and responding. 

JJJ Is a real comedian, with a dry sense of humour. Likes to play when no one else is playing.
He is a bright man, very keen on hip hop, and, although it was a very slow process, he
did stick with it. He has the best command of English in an understanding sense,
effortlessly explaining the nuances of what Sara and Nick are saying to the others. He is
one of those people who possibly just takes things in his stride and feels nothing is that
special, really. He just sails through life with nothing making much of an impression.

Project Diary

DAY 1: MONDAY
It is a nice group, they are all very keen, many of them said that they didn’t sleep last night
because of the excitement. When we arrived (in Sonder Omme Prison) on Sunday evening to
unload the equipment, many of them came across to say hello and helped up get the gear into
the chapel. CCC and DDD were allowed to stay with us and we ended up drinking tea and
eating cake at 10pm. Quite a different scenario from prisons in England... 
We heard that as a ploy to get the entire group to the church at the right time, DDD (the church
orderly) said that if they were there at 7.50am they would each get coffee before the class
started at 8. All but one of them made it. The hip hop lads seem to be prepared to come to the
party with the rockers, but the rockers don’t appear to be quite so generous...
The staff are very laid back; the prison appears laid back; the morning was uninterrupted by
staff, apart from those coming in to say how happy they were to have us there. The prison
governor came in and she was interviewed with a maraca, as was Sara, for the film the lads are
making are making about the project. JJJ, the interviewer, was very, very funny with his
questions, very eccentric and quirky. 
It’s interesting that these lads are exactly the same as all lads we always meet in prison; some
are capable, some are chaotic, some have no concentration, some are aloof. It seems that ‘a
man inside is a man inside’. 
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BBB It took a good while this morning to tie him down to do one thing. The story was the same
for the rest of the day. At bizarre points in the process he would just get up and leave,
then wander back and ask what was going on.

AAA To begin with he was quite engaged, playing the keyboard. In the afternoon, on the bass,
he would have been more able had he actually listened to the guidance he was being
given but when the time came to play he was just moving his fingers and staring at the
sky. His concentration was lapsing and he was off in another world. As a bit of a get out,
he took the option (and was the only one to do so) to go and watch the Holland v
Denmark World Cup football game. 

JJJ Likes to play when no one else is playing, especially the 'full stop' in the first track. The
‘full stop’ was merely him crashing his arms down on the keyboard in the silences. Nick
suggested that he play a different kind of full stop, one that didn’t necessarily crash down
on all the keys, but meant a little more within the context of the music. Of course JJJ
understood this, and proceeded to devise something totally appropriate. He was very
keen in the hip hop track and, although it was a very slow process, he did stick with it,
despite getting over-excited with GGG on the mics. Did he enjoy being in the first track
or was he just biding his time before the hip hop? It’s hard to say. 

HHH He had a good conversation with Sara about his musical life and how he was not
interested in writing music, just wanting to play it; how he loved performing and what a
buzz it gave him. He said that the first time he ever played he was so nervous he couldn’t
even get the jack lead in the amplifier and kept pressing the wrong guitar pedals, but how
it had grown into something which meant a huge amount to him. He proved very capable
on the solo sections as well as the rhythm.  

CCC Is quite capable on the guitar, but would not engage in any way on the hip hop track. He
walked off and went to sit at the bar writing something. There's just some kind of barrier
that is holding him back, and as yet we have no idea what it is. 

DDD Began the day on the bass and was almost there, but not quite Despite starting it, he
didn’t end up taking part in the hip hop track, preferring to stand by the sink. He is keen
to converse in Danish with Marianne, but despite having pretty good English skills will not
really look at or converse with Nick or Sara, preferring to say what he has to via Marianne
for her to translate. It may have been little too chaotic for him. However, he wants to do
'a blues’ number…

EEE He said he liked writing lyrics, but is clearly a man up for anything, as despite never having
played them before he said yes to having a go on the drums, saying 'I have no rhythm'.
He showed that he does, however, and once shown he can easily hold a beat. He hardly
ever moved from the instrument or dropped concentration. He wants to crack 'doing 3
things at once on the drums' which, at the moment, is a huge physical challenge for him.

FFF He is engaged all the time, and whilst the others are working on the basics he stops the
band and tries to get them to do the impossible.  He certainly has a lot to say. At some
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points, when he was asked to 'hang on a minute' (while we were trying to get something
right before he dragged us into the unknown) he closed down, looking at the floor. Not a
tantrum as such, but nevertheless quite strange. Seemed as though it was hard for him
to understand why we had asked him to wait. 

GGG Ended up doing nothing on the first song as he walked away from the three things he
was offered to try. Anyway, he initiated the hip hop track by picking a couple of CDs he
liked the sound of, then us finding something that he thought would work. There are 3 of
them who want to do some bars, and JJJ was the only one who really engaged fully by
picking up a piece of paper and beginning to write. GGG, for some reason, appeared to
think the lyrics were going to appear ‘as if by magic’. In the end it seemed the best way
forward was for Nick and Sara to record a few minutes of the track onto the zoom, put
it onto computer and burn a CD. When he was given this to work with you would have
thought all his Xmas's had come at once. He was thrilled that he would have the chance
to write his lyrics in the evening whilst listening to the beat. 

DAY 2: TUESDAY
We decided that we would finish FFF's second song, finish the hip hop track, recap FFF's first
song, then start song number 4. It nearly worked. In fact, FFF's song - which yesterday we
thought might be musically quite unimaginative compared to the first - turned into a great track
and appeared to enthuse all those playing it. The hip hop track was a bit of a different matter,
because despite the MCs saying they would work on their lyrics overnight, they hadn't. Instead
of having the 16 bars, they merely had 4. Quite a short song. There were the usual discussions
about what was 'hip hop' and what was 'jazzy stuff', and it seemed as though the drum kit was
the culprit. A chorus had been written, which threw more problems into the mix, but eventually,
after misunderstandings about the kind of language that was acceptable had been sorted out,
it worked really well. But, they have a load of writing to do and said they would do it... it's
interesting how the hip hop lads at this stage are prepared to try other kinds of music, but the
rockers find it more difficult to play anything that doesn’t have a kit and 4 chords. 

BBB Is all over the place; today we found out why and it’s understandable. He likes what he is
being taught and says 'that's a lovely tune', but then switches off and just can’t
concentrate long enough to get it. Halfway through one piece today he said to Nick 'do
you like Arabic music? Do you think you could teach me some?’ Completely unaware
that Nick was really busy and that it was certainly not the right time to go off on such a
tangent. He kind of mixes with the hip hop lads but is a little on the periphery of them. He
really wants to learn to play the piano and Nick was teaching him chords, but he just has
no idea how they might fit with the music - despite being given the clearest of cues. 

AAA Is an engaging man and spent some time working on a chorus for the hip hop number
today. He sings really well and, to be honest, with the lack of lyrics to the rest of the song
at the moment, he single-handedly saved the tune from a major crash. He is quite precise
about what he wants, asking for the 'special' tune rather than the 'first tune' to appear at
certain points, but you have to guide it/him strongly. Although they think they know the
genre, there are massive gaps in what they can do to make it work as music and as a
structure. Mainly, for them, it’s just about sounds. Coming in at the right place is not easy
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for him, or any of them, really. Other than that, today he did little, choosing not to take
part in the blues but to write some more lyrics instead. Quite what for we don't know. 

JJJ Today when Sara asked him what his hair was like underneath his hat he replied; 'well, I
don't really think I should show you as you might fall in love with me, and we don't really
want that to happen, do we?' There was no answer to that. He has taken on the mantle
of interviewer for the video and after interviewing with a maraca yesterday, changed to a
mic without a lead today. He is a very inexperienced rapper and this is maybe why their
song has taken such a long time to gel. They really want to do it, but maybe didn’t realise
quite how difficult it is. 

HHH Nick shows him things; he rolls his eyes in disbelief that we are asking him to do such a
complicated thing; then in a couple of goes has got it. He saved the blues from becoming
a bit of a musical dirge with his ability. Playing in a group may be a bit of a challenge for
him - he is nervous about solos and is apologetic when he can’t do it. Sara was showing
him some ideas for a solo and he was so uncomfortable about being shown something
whilst others were not playing that he asked if she might wait until after lunch. He takes
very few breaks, preferring to sit and quietly play whilst the others are smoking and
drinking. He has opened up, though, smiling and accepting praise. 

CCC Today he showed an ability to sneer at and quietly undermine a situation, which was very
unhelpful. He almost came to blows with GGG today as GGG interrupted a rehearsal by
pushing the demo button on the piano. CCC wanted to play the blues and thankfully
picked it up fast from Niels. It’s funny how he (and DDD) both wanted to play a blues track
but neither of them had the faintest idea about how to go about it. His reasoning was
that he didn’t care for what he perceived to be FFF's monopolisation of the process, and
didn't want to do all his (FFF's) songs in the project/gig, but didn’t really
understand/accept that if he wanted something different then he should either do it with
good grace (the hip hop) or come up with some kind of viable alternative. 

DDD He gets lost quite a lot and just isn’t engaging quite enough to begin remembering things
or to follow cues. He has chosen to sit out of the way, behind the bass amp... he won’t
take much lead from Sara, but when she doesn’t lead or decides not to because he is not
listening then he watches her intently. 

EEE EEE really tries. He has cracked the ‘3 things at the same time’ on the kit, which was
really pleasing for him. His kick drum foot is very tired, though, so he is now playing the
kick drum with his heel... he had a brain overload today and rather than saying he wanted
a break, when invited to play something on the blues tune he said no because the bass
guitar was 'boring'. He is a little chattier now, though; he is amusing and amused by it all.

FFF Came in announcing he had a sore throat, and proceeded to sing with great strength,
just as he always does. He is one of the most musical of the group, a good songwriter
and great singer, and maybe, because all his songs have a similar sound, the others use
this as a reason to knock him down. He will experiment and try things when he is not
required on guitar, and worked well with HHH on a song for the 2 of them to do. He
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interrupted at what was clearly a tricky and important moment in another song, trying to
get either Sara or Nick to come out of the group immediately to hear what he had been
working on. It was clear that he didn’t read or understand the situation at all; it was him
impulsively wanting something. He is certainly deferring to our directorship and
appreciating our input to make his songs sound even better, though. He has a little
vulnerability about him, but to look at he is strong and apparently confident.

GGG GGG nearly flipped during the hip hop track over CCC pressing the demo button on the
keyboard whilst he was trying to concentrate and understand something tricky. He clearly
didn’t get that this was something he himself had done often enough. His lyric delivery is
something else; once again saying he wanted to do a hip hop track, but having no real idea
how to write, let alone deliver, lyrics. He is amenable to us though, always saying thanks
and shaking our hands. He hasn’t engaged in much else asides from his own track. He
was the one on the first morning who either didn’t know his place or wasn’t quick enough
to get on an instrument. It's likely that all he will do is a 16. Or maybe and 8 - or a 4 - and
this will be his limit. He knows what he wants but at this stage he just can’t get anywhere
near delivering it.

DAY 3: WEDNESDAY
A very tricky and frustrating day; no surprise that it was down to the hip hop splinter group.
They were all very late for the session, then had all disappeared by the time it came to do their
piece. They are not pulling their weight at all and decided that what they had written yesterday
was not good enough at all, and that we would have to totally change it. Then they decided that
they were just going to get Nick to burn a CD of a demo track and they would just rap over that
in the gig. The trouble is they just don’t have the skills to do this, and no amount of explaining
that the difficulty would be that if one of them were to slip up on a lyric then the CD would just
carry on and everything would be out of sync. They could not understand this concept. Sara
spent over an hour with them trying to rewrite their lyrics and form them into some kind of shape
(and to modify the ‘content and intent’ of them too) and after having done this, of course the
beat was no longer right - it now sounded too much like a party song. It seemed that violent lyrics
over a party beat is OK, but when asked to make their lyrics a little less violent then the party
beat was no longer right. They angered the rest of the group so much that no-one apart from
CCC wants to be involved in any way with them. In order that they don’t waste the band’s time
again, we have decided to see them for 90 minutes alone first thing tomorrow so we can get at
least something sorted. GGG even moaned about this concession. 

BBB Played little part today, stuck like glue to his mates and smiled a lot.

AAA There was a bit of a change in his attitude today. He is now the only one who is playing on
FFF’s track, as the others left to write their lyrics when they should have been rehearsing.
That leaves us short of a few parts, but at least some good work was done. When AAA
arrived he saw his mates weren’t there and asked if he could go with them, but we
managed to keep him on the keyboard seat. For the rest of the day he just lolled around,
changed the chorus lyrics a bit and now they sound far less good than they previously did,
but he doesn’t seem to understand this or really to care that much. It seems to be that the
excuse is 'it doesn't fit' yet what would fit is still a mystery to all of us. 
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JJJ Also changed personality today. Lyrically, he is the least competent of them all and has
absolutely no idea how to rhyme, scan or work with a beat. It seems as though he will do
nothing apart from his own lyric. It’s a bit of a waste, really, as there were so many other
people who would have liked to have taken his place on the project. He has changed
from the ‘cheeky chappie’ to the ‘sullen yoot’. 

HHH Continues to be very engaged and very capable. He managed to remember the blues
tune with little effort. He has made an interesting musical decision about one of the songs,
in that he doesn’t want to do a solo at the start because he thinks it sounds like all the
rest of the songs. That’s fair enough; it’s good that he feels he can say these things. He
sometimes lacks the confidence and bravery needed to dive into and get really involved
in a solo; as soon as one of us looks over and gives him the thumbs up because it sounds
so good, he stops. Praise appears hard to take for HHH as he is very shy. 

CCC He is getting incredibly angry with the splinter group and their antics. However, he has
decided that he will be a part of their track as he just wants to play. ‘That’s what I’ve come
here to do; play music’. He is becoming more competent when he plays, but is a little
haphazard sometimes. His default setting is to go and sit at the bar when things get a little
tough. In his own funny way, he has stuck with it. He has enjoyed playing the piano this
week, even though guitar is his instrument. 

DDD Is in and out as it suits him. When he is in he doesn’t listen much and continually makes
errors in the same place with the same things. Then randomly he decides he wants to be
on a track where he is not really required, but still sits down anyway. To learn a brand new
part. At the very last minute… The project doesn’t appear to be very special to him at all.
In the blues, Sara tried every trick she knows to get him to play the right notes the right
amount of times in the right places, but with no joy. He just moves his fingers around and
then when it goes wrong stares at Sara's hand. This doesn't appear to help in any way
either. He is not really 'involved', so perhaps that it the issue? 

EEE Had a magnificent day. He had his first attempt ever at singing the blues (or singing
anything) and was really great to work with. He listens, he engages, he tries things out.
He understands things quickly, meaning you can bypass certain things with him. He is
also very angry with the splinter group - as he perceives they have wasted a good deal
of time which could have been used for other things. He is right. He said today "we have
wasted so many hours on them and for what? They have done f***ing nothing". Again, he
is right. 

FFF He was very angry about an unrelated issue today, saying he was being victimised by
staff. This may or may not be the case - but it’s not relevant to the project, which he
understood. He just needed to let off steam. As always, he still pulled his weight in that
he is always there to play and offer suggestions; however, he doesn’t always listen and
some time is wasted as we dragged him back from the musical wilderness. He is now
fronting the whole gig, which in a sense is OK because his songs are good, strong and
he had a confident style in playing and singing, but in another way the whole thing sounds
a bit samey. He is clear that he feels the band has improved a great deal, and he is right.

59

PARTNER EXCHANGES

mont sez3:Layout 1  2-11-2010  16:33  Pagina 59



He said this to everyone today. It might have been a relief for everyone that the bad
splinter group vibe had been alleviated a bit. He is the one singing, therefore he is the one
that the splinter group seem to have more of a problem with, which seems totally random
since they have nothing to offer in its place. Marianne and Niels have noticed how much
more calm FFF has been this week; they have never seen him concentrate so hard and
apply himself. Normally he is quite wild, but this has chilled him out. That appears to be
the biggest surprise of the week for them. FFF said to Nick that the project has helped
take him to a slightly higher level as a musician. He admitted it was a challenge for him
to structure things and he said it was a bit of a struggle to work out how many times you
have to play things, but realised that the band needs to know in order to stick with him.
He is used to starting, singing a lot then stopping. 

GGG Stropped off because he couldn’t get a drink, wasted a load of time, moaned about the
beat and the lyrics and just wound everyone up big time. When he had his lyrics rewritten
they worked so much better, but it was at that time that he decided the lyrics were not
party lyrics but something else and that what he thought we should do is just play a demo
CD which they would rap over. Except none of them can really rap. Or write lyrics. Which
makes the whole thing a bit problematic. He is not popular and the others have bitten
their tongues so far. The splinter group eat together, talk together and don’t now engage
with anyone else apart from us. GGG appears to be the ringleader - the young lad with a
complex. Marianne and Niels think that the others would be fine if they weren’t with him
all the time. He is a strange choice as ‘leader’ and it makes you wonder what the dynamic
is outside the room and how he has achieved this position. They defer to him. He
apologised to Sara about stropping off - his reason was that he is out in a little while and
his head is all over the place. 

DAY 4: THURSDAY
The plan kind of worked, in that 1 of the 3 hip hop lads turned up on time. But he couldn’t really
function - in any way - without his sidekicks. There was no ‘sorry we’re late’ when the rest
turned up, but the good thing was they liked the new track we had written – written by us
because they didn’t really know what it was they wanted. It took a bit of time to get together,
but eventually we settled on something that could be quite a lot better, but the suggestion kind
of fell on deaf ears. It's OK and they like it, so our energy should be spent on other people. All
in all we got everything done that we needed to, and, in fact, all the tracks are now recorded
and sounding good. It’s quite hard to get anyone to remember forms or what they have to play,
but there you go.

BBB Is playing the grand total of 5 notes in the gig. He plays them a few times, though, and
more often than not now he gets them in the right place. He has been distracted for the
whole week but has been pleasant enough and is still smiling, though looking a little vague
and confused. 

AAA Sings 2 lines and was unprepared to try to make his chorus a little more interesting. 2 lines
it was and 2 lines is how it will stay. He is so bright, but so incredibly lazy. He could have
done a million things, but just can’t be bothered. He plays keyboard in the first tune and
we caught him singing the lyrics earlier. He is clearly able to think, count and feel the
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music. His lack of commitment has been disappointing, as he has talent.

JJJ Did turn up on time and practiced with us, but had absolutely no confidence when he was
with us by himself. He warmed up a bit when the others came in. He plays keyboard on
the first track; he counts and remembers most of the time, but once again he just behaves
as though it's all too much effort. 

HHH HHH knows what he is prepared to do and many of things he is not prepared to do DO
have a good musical grounding. He is all soloed-out and feels as though he can’t and
won’t do any more. After recording something twice, he made the decision that he should
do it again without the echo. At least he is thinking about it. He does a great job in the
blues and although he is reluctant to look at Sara for cues, he mostly gets them right. He
is joining in more with the general musical side of things, but the personal side is just not
going to happen. After lunch he will go straight to the instruments and play quietly,
choosing not to hang out and chat with anyone. He is an undiscovered bass player -
showing real dexterity and competence - which has not come to the fore anywhere other
than when he is by himself. It’s like he needs and prefers to go unnoticed at all times. That
is when he feels safe. Any kind of focus on anything he is doing makes him very nervous.

CCC He is more 'there' and engaged and happy to play keyboard now than he was a couple
of days ago. Maybe he has proved to himself that he can do it? He is one of the few who
is writing things down. He has become calmer as the splinter group have become more
sonically disruptive. It’s like he has found his place, how he has to react/respond, and is
happy with this. He is certainly someone you can rely on. He is not too confident on the
guitar, despite being pretty good, but just gets on with it. The splinter group is trying his
patience and under his breath he said 'why don’t you just shut the f*** up' - but for the sake
of the project he is containing himself. 

DDD DDD continued to struggle with the same things he has struggled with all week. He
seems more happy working with Niels but the results are still the same. He is perfectly
polite but has not jumped in with both feet as most of the others have. 

EEE Man of the match. Has grown into the role of the man who will try anything and succeed.
This is because he is unselfconscious and up for a challenge. He has taken the
opportunity to jump in, and, because of his nature and attitude, he has succeeded in all
he has attempted. He is always keen to ask questions, practice and make it better. He
also doesn’t get mad when he drops the ball, understanding that he may have another
chance, and even if he doesn’t then it’s not the end of the world. He takes compliments
in a very polite and reserved way, which is kind of funny. 

FFF Off colour and a little under the weather with a throat problem. Everything was slow and
without energy, which was a real shame as he has real life and passion within him. We
recorded everything and he was fine, but just not as sparkling as usual. His eyes looked
tired. He slowed the process quite a bit (as he often does) because he doesn’t listen, or
if he does it doesn’t quite register, which means we have to go over things more times
than we need. Trying to rehearse his small piece was confusing (again) because he can’t
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pick up what's going on. He goes off into his musical wilderness and forgets things and
it takes a long time to get him back, to get things clear and sorted. He has not written
anything down at all and that is quite dangerous as he is quite spontaneous and a little
unpredictable. Possibly not a great way to be in a band of nervous amateurs.

GGG He does 10 bars of lyrics in the gig. That’s the sum total from 24 hours of work. And it
took being dragged away by Sara to get even that. Today he wore a bandana round his
face as a gangster mask and looked a little out of place between 2 keyboard players
playing nice tunes and a vocalist who was singing about his girlfriend. He is happy with
the hip hop track and other than that doesn’t really warrant much else in way of comment
or support.   

DAY 5: FRIDAY
As usual, the lads had shaved, changed their clothes and had perfect hair. The idea was to
rehearse a few things we needed to and then run the set so the documentary crew could film
the run-through. This was a good plan in theory, but some of the crucial people in the band were
late and/or asleep, so we just carried on without them. The majority were in good spirits, busily
reserving tables for their mates in good vantage points in the chapel. Many of the lads came
down with their weekend bags as they were going home for the weekend after the performance. 
The gig was great. Unfortunately there was a bit of a power failure and we lost the recordings
of the first 2 tracks - someone standing near the plug slightly knocked it and the whole thing
crashed. It was very well received, however; the church was crammed with people both upstairs
and downstairs, maybe about 60 - a mixture of staff and lads. It was interesting that, unlike
often happens, there were very few panics before the gig; most of the lads seemed to be happy
with what they had to do and were just going to get on with it. It was quite a stress free run up,
it has to be said. We were fortunate that most of the band had developed good memories; they
just needed the occasional cue, which in the end bound the band together.   

BBB Warmed up as the week went on and, despite being given the news that the prison had
got his release date wrong, didn’t make a fuss. He found a sound he liked on the keyboard
and asked Sara if she could teach him a song that sounded romantic, as he felt the sound
was a romantic one. In the end Sara wrote out Greensleeves for him, which he was over
the moon with, playing it over and over and over again. He is one of the people who may
have got more from the week had GGG not been there. 

AAA Turned up late and then asked when we were going to practice the piece he plays
keyboard in. When he was told that he had missed it he said 'well, when are we going to
do it then?' We said, ‘AAA, you have missed it, you were in bed’. He smiled a lot and
warmly thanked us at the end. His singing was about a million miles away from accuracy
in the gig, but he was rocking the image with his shades on, so getting the notes right
didn’t appear to matter that much. When he sang a few overdubs with Nick at lunchtime
you heard the quality of his voice; pitch perfect and with a lovely sound. He is possibly
another person who would have benefited from GGG not being there.

JJJ Was talking about going home for the weekend to see his family. He said he had a fiancée
and Sara asked if he would be going out partying. The answer was no, that he was ‘too
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old to go out to discos, get drunk and dance like a fool’. Sara asked how old he was and
he said 24. Clubs were for young people, he said. He said he had specifically taken his
hat off for the gig. You also got the sense that he had been practicing his lyrics, as he was
a bit more confident with them today. He did OK today, not that he was doing a great deal.
He seemed to enjoy it.

HHH Unsurprisingly, HHH remembered all the bad things about his performance (a guitar solo,
which certainly was not bad) rather than all the quite amazing things he had done. He left
something in reserve for the gig, which meant much of what he played really came to life
and had real substance. As he has got more confident he has got a good deal more
intolerant with waiting, in the main for the hip hop boys but also today with Sara when she
was trying to sort out a musical point in one of the tunes. He was a little offhand with her,
but it was sorted out quickly. He is a really talented man and clearly has a good deal to
offer.

CCC Managed really well throughout; he played on every song, changing quite effortlessly
from keyboard to guitar and remembering what he had to do for each song. He became
a bit of a star in the blues piece as, despite never having played one before, found the
right feel almost instantly and as a result of that, held it all together. He looked confident
in the gig and was certainly not one to panic.

DDD No change for DDD, really; he made the same errors, missed the same cues, said the
same things and went about his business in the same way. He said at the end that he had
really enjoyed it - which you would never have really known, but was good to hear all the
same as it certainly wasn't apparent from the way he was with us most of the week.

EEE Played a blinder. He has really grown in confidence throughout the week, mentioning
today that he felt incredibly angry with the hip hop crew as they had wasted almost a
whole day in total and he wondered how good the songs would have been if we'd have
had all that extra time to rehearse. He was so right. He was a lot chattier today, telling
Sara about his ex-business and what his plans were for his release. He is measured and
sensible, and said he looks at everything in life as something to learn from. No matter how
much he practiced the 16 count in the first song there was always only going to be a slim
chance that he got it, as it wasn’t really in his body. We went over it so many times today
and you could see it just wasn’t the right time for it to work. But somehow it didn’t matter
in the slightest. His lyrics were very well written and performed and also very well
received. The 'angry woman' (who works in the stores and apparently smokes a pipe)
had a verse written about her, which caused much laughter. She came to the gig and we
were not sure if she was one of the ones laughing, but this did not bother EEE in the
slightest. 

FFF Did a fantastic job today, took time and care over the spoken introduction to the gig and
was on the money in all of his songs. He has had a bad throat since Tuesday, but he didn’t
let this become an issue. Nor when a string broke just before one of his songs did he let
it bother him - he just carried on with 5 strings. For Niels and Marianne it was FFF who
was the most surprising to them this week; he was calm and measured and listened to
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what we were saying to make his music more colourful, and they both thought this was
quite remarkable as that was not the FFF they knew. 

GGG Came in looking unbelievable and stood behind the congas, arms folded, bandana round
his face so you could only see his eyes, wearing a hat which was balanced precariously
on his head. This was no joke; it was the ‘hip hop gangster’ image he wanted to create.
He merely succeeded in looking a little strange, especially since he had velvet tracksuit
bottoms on; the whole ensemble wonderfully finished off with prison issue flip flops. He
got his 10 lines right and seemed to get a great amount of enjoyment from doing them.
The most he concentrated all week was when he and Nick worked together to get a
couple of sound effects on his track. This was done as the rest of us ate lunch. He also
gave us both a hug as he left and said how much he had enjoyed it.
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3.4  Northern Ireland: dance/music exchange

As part of the piloting process for the ‘Movable Barres’ project, Sally Elsbury and Marty Rowland
developed a collaboration combining music and dance with prisoners. A report on the process
and the demonstration/performance in Maghaberry Prison, Belfast, is produced below.

Date June-September 2010
Venue HMP Maghaberry, Northern Ireland 
Prison Contact Mike Moloney (PAF, Northern ireland)
Collaboration Team Sally Elsbury, Movement & Dance Practitioner,

(The Manchester College), Marty Rowland,
Music Teacher of Maghaberry Prison (Prison Arts Foundation)

The body as an instrument
An idea developed during discussions for a project to be initiated between Sally and Marty,
two practitioners from different disciplines, as a unique ‘Movable Barres’ research initiative.
The idea is based on the notion of 'the body as an instrument', and aims to look at one way
in which music and dance might be combined into a single project, each art form feeding into
the other. 

The Idea
Marty Rowland acknowledged that his trained musician's ear could detect the difference in
sound coming from a guitar when played by different people. The quality of sound produced
from a guitar can be attributed partly to the relationship between the physical body of the
individual player to the musical instrument itself. If the musician’s body affects the density,
resonance and tone of sound produced the body can thus be described as part of the
instrument. 
In response to this idea, Sally Elsbury became fascinated with the notion of whether the healthy
flow of energy, of oxygenated blood through the muscles, and even the emotional charge of a
given musician, could improve the quality of music produced. If the body is part of the instrument
in terms of reverberation, how much better could a musician perform if he or she had recently
danced?  Surely the body as an instrument needs to be tuned just as the musical instrument
does? 
It was acknowledged that male Prisoners would likely have resistance to the idea of a dance
class and would need to be enticed into moving their bodies in any kind of expressive or creative
way. What about dancing to their own music? Why not take that idea back another step and get
musicians to compose music from a stimulus of watching movement? What would happen if
musicians came out from behind the protective shield of their instrument and moved their bodies
with artistic expression, and then played? Would a male dance teacher stand a better chance
of motivating men to move than a woman? How could macho stereotypes be challenged? 
All of the above questions were discussed, and in spite of considerable doubt as to the potential
success of such a project, Sally and Marty agreed to take on the challenge.
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The Project idea first developed in this way:

• Sally Elsbury would produce a short movement video of herself and a male dancer with
no sound, based on five different Rhythms. This would focus on different movement
quality types, and on the different elements of Earth, Fire, Water, Air, and Ether.

This video was indeed created and produced, but in the event it was not shown to the men.
Instead a new proposal was put together that was felt by Prison Arts Foundation to be more
achievable and perhaps less intimidating for the prospective participants.

• Immediately following the movement workshop, students should pick up their
instruments again and play. They will be invited to reflect on whether this experience is
different, and whether the quality of sound is different from when they play without
warming up the physical body. 

• A performance will be devised/created using combinations of music and dance that
stem from the inspirations gained from this expressive arts cross curricular project, to be
shown to fellow inmates and an invited audience. It is envisaged that this performance by
music students may form part of the Belfast Conference 2010.

After this initial stage of planning, many discussions were held between Sally, Marty, and Mike
of Prison Arts Foundation, who had agreed to fund the project. One of the main concerns was
that the men should not be used as ’guinea pigs’ in a process that had not been previously
tried. As Sally had not worked together with Marty before, it was decided to have a planning day
where the two teachers would try out the ideas on each other before taking them to the men.
Marty also had concerns about how to recruit men for the project, or how to ‘sell’ the idea of
dance to the men. If the project fell flat on its face and was not deemed a success, Marty would
still be there week in week out inside the Prison to pick up the pieces. Whereas Sally could walk
away, Marty could not. He was concerned his relationship with the guys might be affected
adversely should the project ‘fail’. To get around this problem Marty began talking with the men
about ‘movement with expression’ as opposed to using the word ‘dance’. This seemed to have
the right effect, and there were a potential group of about six men interested in taking part.
Mike’s concern was that the process should be recorded in some way. Sally was nervous about
having a camera in the room whilst asking the men to take a risk and dance in front of each other.
She felt this was too much to ask and might further inhibit the men from participating .She
reluctantly agreed to have a camera present on days two and five of the project, and agreed to
be open to the idea of a performance at the end. 
The final proposal that was agreed on by the three was as follows.
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Final Proposal for Pilot Project 
to combine Music and Dance inside HMP Maghaberry Belfast, N.I.

Dates: 21st June to 25th June 2010 inclusive 
Project leaders: Music: Marty Rowland.

Movement/Dance: Sally Elsbury

Overall and Long-term Aims: 
• To encourage links with Music and Dance Practitioners inside Prison in a combined creative

project, addressing the MB project aims to do so. 
• To pilot a ground breaking, experimental and integrated approach to music and dance where

each artistic discipline feeds into the creative process of the other.
• To initiate a foundation of work as a first step to the possibility of establishing on-going

movement/music classes inside the Prison. 
• To encourage expressive movement/dance in male prisoners in an emotionally and physically

safe working environment, with an awareness of the cultural challenges this may pose to
male gender stereotypes.  

Project Aims:
• To explore what types of music inspire ‘non dancers’ to move/to dance, and why.
• To explore the effect on musicians’ playing after moving the physical body. (by exploring the

notion of the ‘instrument’ of the physical body as an extension of the musical instrument)
• To approach movement/dance as an expressive and therapeutic process; to increase

physical and emotional flexibility.  

Objectives: 
• For the project leaders to build a team teaching relationship that is artistically innovative and

at the same time supportive of each others’ skills.
• To build a cohesive working group of students interested in either music and/or dance, with

a view to creating a performance piece in the long term. (almost certainly beyond the life of
the proposed first contact week). 

• To work with the four elements, water, earth, air, and fire, as inspirational starting points for
creative expression. For musicians to compose new music and all participants to explore
different movement qualities associated with the four elements.

• To provide an achievable set of movement/dance skill bases on which to build.
• To challenge students individually to push through comfort zones of artistic expression; to

try something new, take a ‘risk’. For musicians to put down their instruments and move,
stretch, and ultimately dance.

• To use movement as a stimulus for musical composition and expression.
• To film personal interviews after the initial project as a record and reflection of the

effectiveness of the students’ experiences, both for MB archives and to asses whether there
is a future for further work. To present the findings at the final Movable Barres Conference
in Belfast, September 2010.
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Working plan:

Monday June 21st:

• Planning/preparation day
Marty and Sally meet outside the Prison to plan together the following four days schedule and
to try out ways of working together for the first time on each other so that each facilitator is more
familiar with the other’s skills. Each practitioner should experience first hand some of the
exercises expected of the Prisoners. 
Aims and objectives and possible team teaching techniques explored.

Tuesday June 22nd – Thursday 24th June 
Mornings and afternoons.
• Sessions X 6
Marty and Sally meet the group. Introductions. 
Aims of sessions explained by facilitators. 
Expectations/hopes/reason for attendance of Prisoners.
Physical warm up to start each session. 
Movement work to include: stretching, yoga and breathing exercises, body parts isolations,
internal/external movement meditations, rhythm work, elemental dance, sharing and
demonstration of any established dance skills already practised by Prisoners. Exploratory
expressive dance.
Music work to include: improvisation of music to dance, musicians repertoire explored, rhythm
explored, different instruments explored. Exploratory expressive music.

Friday 25th June. 
Morning only.
• Evaluation
Film crew to interview all or selection of participants about their experiences of the last three
days. Project leaders to be interviewed also. If participants are agreeable, film crew might get
some footage of movement warm ups, dance, music, or any other outcomes of the work
achieved.

Prison Arts Foundation accepted the proposal above and it was arranged for Sally and Marty
to carry out the project. Marty did a lot of work ‘on the ground’ to encourage the men to attend
the week. Without a regular teacher going in and paving the way, it is felt that a project such as
this could never have taken place at all. The ‘selling’ of the project was a vital part of its
subsequent success. The good relationship that Marty has established with his musicians over
the years made it easy for Sally, a newcomer, to come in and work.

`Keep `er lit` *
* the name was thought up by one of the participants. It means Keep the fires burning, keep the
energy flowing, keep the faith, keep the momentum, don´t lose heart, never forget.......all those
things in one phrase.

68

PARTNER EXCHANGES

mont sez3:Layout 1  2-11-2010  16:33  Pagina 68



The week in Maghaberry seemed to have surpassed both Marty's and Sally's expectations on
several counts. Not only did they succeed in achieving all the short term objectives of the Project
'The body as an instrument', but they pulled together the creative and innovative bones of a
performance piece that grew out of the men's responses to the process work. It was felt that
this now needed taking further in terms of polishing the final piece as a performance that could
be shown to the delegates of the conference in September. 
During the week Olivia Boyd, a drama student, had requested that she could come in and
participate in the project. Sally was again reluctant to have an unknown factor added to the
already vulnerable mix of video recording equipment, camera woman, male prisoners, dance
and music, but agreed to allow Olivia in to give it a try. In the event Olivia’s contribution and
participation in the whole project, and indeed in the final performance piece, was an invaluable
addition to the success of the project. Her willingness to relate naturally to the men, to approach
the movement with a courage to explore the experimental work without judgment, supported the
group process enormously. 
By the end of the week the need for a director of the piece with an outside eye had been
identified, as Marty and Sally were both performing with the men, and could not therefore get
an overview. It had been discussed what the effect of the teachers pulling out would be, but it
was agreed that their performance input was needed to bolster the men sufficiently to perform.
Were there enough participants to keep the energy and confidence up they would ideally step
back.
The music compositions needed tightening and rehearsing, and the choreography needed the
same in terms of different movement quality and definition. The timing and structure of the whole
piece needed clarifying and tightening, and perhaps the emotional expression behind the
movement needed exploring. 

The process of devising
The devising of the piece was quite unique. The title 'Keep her lit...a creation story' was inspired
by one of the participant's catch phrases whenever he was moving and didn't want to stop!  In
the same room, at the same time, Marty and his musicians created and composed music while
Sally and the dancers choreographed a group movement./dance piece around the theme of the
four elements, fire, water, earth and air. 
The story, the music and the movements somehow all managed to inspire and feed off each
other, with everyone shouting excitedly over the noise as dancers marked things out and
musicians practised new rhythms! Neither one led or followed, they really did evolve together.
There was a lot of laughter and a lot of sweating during the week; always a good sign! One day
Sally took in some cherries. One of the prisoners said he hadn't tasted a cherry in 10 years,
another hadn't tasted a grape in 8 years. Each day offered a different tropical fruit, and on the
last day PAF provided a snack selection of nutrition bars, fruit and Spring water. It was touching
how delighted the men were with these simple pleasures.
It was agreed by all concerned that recorded or taped music would not have been in any way
as effective in putting a movement piece together. The cross discipline approach created a
dynamic result where students and teachers alike worked together, sharing ideas, and sharing
responsibility for the creation of the piece. Live music has a completely different effect on the
dancer to recorded music. Many of the guys said how much they loved to dance to Rave music,
which is very difficult to play live, but the musicians rose to the challenge. 
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The performance piece:
In the beginning was a big ball of fire! The fire dance kicked off the piece building slowly to a
climax around the words given by Prisoners inspired by fire of 'danger, excitement, passion,
unpredictability'. The creation story that came out of the piece was the dancers impulse for
narrative. We had proposed only to work around the general theme of the four elements. The
musicians decided that fire should have a major key followed by a minor key then back to a
major key. The fire choreography was therefore in three parts. The next session was called
'ambient' or 'air' and was much slower and gentle. Movements corresponded to the sound as
bodies rolled gently across the floor. This was then taken over by a reggae beat, which
symbolised the 'earth' section where plant life began to grow. Movements consisted of balances
and pulls, with the image of a tree and vegetation pushing slowly up out of the ground, that
were characterised by strong, slow, muscular pulls, balances and stretches. Then we went into
the 'spring' section to the sounds of Calypso music. Here the dancers followed a kind of folk
dance figure of eight hopping, which sprang into animal movements reminiscent of bouncing
monkeys. Animal and human life is born. 'This was followed by a 'water section' of chaotic
movements resembling electrical currents running through the bodies of the dancers. The piece
finished with slow, dinosaur like moves which led to a 'death' of all dancers bar one. The
remaining survivor was left bewildered to then wander off alone.

Numbers
The week started with eight participants and ended with six. Nine men altogether had attended
at least one day. There were three 'casualties' along the way, all of whom were musicians who
did not feel comfortable with the movement work, but had wanted to come along to play music
only. Each morning we had started with a whole group circle, some relaxation and guided
meditations, yoga stretches and some 'shaking medicine'. We had also passed a 'talking stick'
around so that everyone had a chance to speak and to be heard. The musicians then 'peeled
off' effortlessly to pick up their instruments and play while the dancers continued to move. These
warm up activities helped to gel the group as a cohesive whole, which later supported the co-
operative devising process. It had been part of the project's aims to get all musicians out from
behind their instruments for a while at least, so the 'casualties' were perhaps unavoidable in
this case. As regards the ratio of dancers to musicians, it was an even split, but is felt that
ideally dancers should outnumber musicians.  One thing remains certain; dancing to live music
was a huge buzz for all involved. There is no comparison to pre recorded music.

The Performance
Tura Artura, a hip hop dance teacher from Belfast was brought in by Prison Arts Foundation to
take the role of Artistic Director for the project at this stage, to try and bring the performance
to the next level by providing an external view point, and by way of choreographing the piece
for performance. This process was not as successful as it might have been, and in the event
Tura ended up performing in the final piece himself. Perhaps because of a difference in style of
dance discipline, or perhaps because the three teachers had no preparation time before meeting
the men, it was felt that we had ‘lost the plot’ to quote one of the prisoners. Three participants
dropped out during this stage, perhaps due to performance nerves, or perhaps due to the lack
of clarity on the facilitators’ part as to what we were actually trying to achieve.
However, the process continued and we managed to pull two dancers and two musicians
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through to perform a piece in front of the thirty or more delegates from the conference. The
performance provided a great ‘buzz’ for the men involved, and the delegates seemed to
thoroughly enjoy the high energy of this event. 

What next?
What remains is a question as to where the participants might go from here. There is an interest
in further on-going dance classes, and whilst there is a lingering sense of achievement, there is
also a palpable feeling of loss that the process is over, and a desire for more work.  Let’s hope
funding allows something to continue along the lines of what was achieved throughout this
project. Whilst it is not possible for Sally to come in on a regular basis, the men involved have
expressed a definite interest in continuing on with this type of work, and have asked for Sally
to come in again. Marty’s music classes will continue, but there are currently no further
movement classes available. An ideal scenario would be to now introduce regular on-going
dance and movement classes into the educational program, with occasional week long As with
all artistic projects in any discipline, it is our view that the ideal way of working is to have on-going
classes peppered where possible with intensive projects such as the one described above. The
on-going classes provide the ‘drip feed’. or the sustainability of artistic work, creating the
foundation for a good working relationship and providing a structure and regular discipline from
which to flourish. The intensive projects can then serve to bolster the regular activity with new
skills, and provide a fuller immersion into the relevant art form. The ‘parachute drop’ way of
working, where a project has a limited intensive life span, or the program is metaphorically
‘dropped in’ to the educational institution inside the Prison from outside may be effective in its
own right, but is undoubtedly more effective in the long run when injected into a longer term
course of study. The teacher ‘on the ground’ can not only prepare the students for the intensive
work, but can continue on and help students to integrate what they have learned into their
repertoire of skills. (The musicians can now play reggae, rave and calypso….one student was
writing a calypso rock piece! So, the musicians have been challenged musically as a result of
this project.)
Without on-going sustained work we have to ask: is it better to have nothing at all, than to have
a taste of something sweet, only to have it taken away again? Is the craving for more then a form
of torture, or is it a catalyst for seeking out more varied tastes, for searching something new?  
A final question begs itself to be asked as a result of this combined music and dance project,
and that is: 

How did music and dance ever get separated in the first place?
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3.5  Bulgaria: music exchange

For nearly two years,’Movable Barres’ partner Aneta Moyanova tried to interest the Bulgarian
Prisons Service in the benefits of introducing music and dance in their prisons. Finally, in the last
month of the project she got permission for music teachers from Denmark, Northern Ireland and
Norway to undertake a workshop in Sofia Central Prison. Their reactions are presented below.

Niels Bak (Denmark)
Improvisation is to me the keywork, speaking about our visit to Sofia Central Prison. According
to the programme we should have had all afternoon to do our workshop but due to a local sports
event we realised that we only had a total of two hours to complete the whole thing.
Torbjorn brought along all kinds of equipment and according to our plan we wanted to set up a
session recording “Knocking on Heaven’s Door”. Just like we did in Norway previously (see
3.1). Already at this stage we ran into some difficulties – none of the participants in the workshop
could speak any English and furthermore they didn’t know Bob Dylan – nor for that matter
“Knocking on Heaven’s Door”. We also had some technical problems setting up the equipment.
However Torbjorn succeeded in showing his video on methodology from Oslo Prison. Aneta
had arranged to get hold of 6 guitars so Marty and I started to do guitar lessons after Torbjorn’s
presentation.
I think it was a blessing in disguise that we had technical problems because after our workshop
Martin Ivanov (a local musician) took over and presented a “Drum Circle Workshop”. Due to
the fact thatwe only had two hours all together he really “hit spot on” into the cultural vibe that
was there at the time – it was amazing to see how easily the inmates responded to the rhythms.
Torbjorn had brough this video camera so we got the whole workshop recorded. He plans to edit
the video and present it as documentation of the workshop.
I definitel yhad a feeling that the head of the educational department really like the event and
after the workshops she called all the teachers and social workers down to her office where we
all had a very good discussion. 
Aneta did a marvellous job arranging everything; there were many obstacles  to be overcome.
Martin had tried for a long time to go into prison and do a workshop and I’m sure that we opened
doors that up to this point had been closed. The day after the workshop he was called by the
prison psychologist who wanted him to do another workshop inside the prison.
On Tuesday we had a very good meeting in Aneta’s office with Martin and Sam (another
musician) where we discussed future workshops. We all agreed that we really wanted to
continue working together and I’m sure we will be doing workships together in the future.
For me the Sofia event was a fantastic experience and I believe we all learned a lot from it.

Torbjorn Rodal (Norway)
The reason for calling the Sofia visit a success is not just because of the immediate experience.
The success was that we opened the Bulgarian prison for music education. It had never
happened before. Not even Aneta had the possibility to arrange a prison staff meeting in Sofia
State Prison before. But thanks to our project, we got permission from the Bulgarian Justice
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Ministry to bring in all our equipment and to hold a music workshop there for the first time. 
And pay attention to this. When the workshop was finished we were taken into a room where
the management, psychologists, etc, were gathered to meet us. They had never seen their
inmates like this before and asked if we could give them some advice about starting music in
Bulgarian prison. This is a breakthrough.
Last but not least. Our friend Martin (the drummer) was welcomed back with his work. It must
be called the biggest success. 
We have really introduced music in prison for the Bulgarian people for the first time. We will also
try to do some follow up projects with Aneta and Martin in Sofia.
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METHODOLOGIES

SECTION 4

METHODOLOGIES
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This section, covering selected examples chosen by partners with relevant experience, has two
main aims: 
1. to document how effective music and dance can be in stimulating positive reactions amongst

prisoners both to cope with their stay in prison and to help them in their future lives after
release;

2. to detail the different practices used by the partner organisations in utilising music and dance
in prisons and offender learning, in order to provide rough guidelines and advice for those
interested in undertaking similar activities in different centres and countries;

For clarification the section is divided into 5 main parts: 1) difficulties of working in prisons, 2)
music methodologies, 3) dance methodologies, 4) methodologies for combining music and
dance, 5) additional thoughts by individual partners on aspects of the process. A rough template
for collating the results of partners’ experiences was developed, but because of the wide range
of approaches demonstrated some centres have presented their work in slightly different ways.
This does not invalidate the value of each contribution or the possibility of comparison between
them. It should also be pointed out that the methods identified are contributions from the
individual partners and any queries relating to them should be directed to those partners (see
email addresses under 1.2).

4.1  Difficulties of working inside prisons

In discussing methodologies and teaching models as a possible guide to those working with
music and dance as facilitators and artists in offender learning, it is also necessary to understand
the difficulties that they might meet inside prisons. These are different in each country – and
even each prison - but most agree that the most common obstacle is appropriate
accommodation for such activities, which are often too small or even non-existent. The first
priority in facilitating music and dance activities inside prison therefore should be a suitable,
dedicated working space. Alongside this partners have identified as other issues:

• accessibility and availability of spaces
• suitability and continuity of prison contacts
• ensuring adequate time and information for security clearance
• pace and conditions of prison life 
• attitudes of prisoners and prison staff
• multi-ethnic nature of prison populations
• awareness and experience of external practitioners 
• flexibility of approaches
• appropriateness of conduct and dress of facilitators

4.1.1  Integra (BULGARIA)
Underdeveloped infrastructure: the existing infrastructure is old and not always appropriate for
conducting working sessions. There is a scarcity of space and overpopulation (sometimes twice
and three times more prisoners than as it is planned). The constructions do not allow enough
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light and fresh air for intense physical activity. All in all, the infrastructure does not meet the
international standards, as it is stated in several documents.
Underdeveloped legislation: the existing legislation is behind the times, as it does not comprise
systematically the possibilities for participation of the NGOs and other educational/cultural
organizations in prisons’ life. It’s not quite transparent what are the rules one organization should
stick to in order to provide services for prisoners within the prison. It is expected that soon new
legislation be adopted.
Underdeveloped systematic approach to educational and cultural activities in prisons: a need for
more effective programs for work with prisoners regarding their social inclusion; a need for new
approaches in capacity building regarding prison teachers and social workers.

4.1.2 2nd Gymnasium and Lyceum in the Avalona prison
for minors and young offenders (GREECE)

Despite the fact that prison legislation in Hellas is quite new and modern, it does not fully support
formal and non-formal education. A new legislation will be enforced in due time. Educational
activities, arts activities included, are considered by a part of the prison system as a factor
which its immune system is fighting. Overcrowded, multicultural and understaffed prisons do not
always consider education to be a helping hand. Even though it is clear that apart from improving
prisoners’ lives in many aspects, education helps a great deal to keep security and the respect
of human rights at a higher level.
Prison education is mostly supported by the Ministry of Education (Formal Education for
juveniles and Lifelong Learning for adults). The Ministry of Justice is also supporting educational
activities in various ways. In many prisons there is a need for specific spaces and necessary
technical means. NGOs and other organizations are involved in prison education but not always
in permanent basis.
Regarding arts activities that are valuable in a prison setting, one has to fight with prisoners’ low
self- esteem, difficulty to follow a schedule and fear of exposing themselves through art. Young
prisoners suffer from psychological instability before and after a court. Also young offenders,
who have been involved in art projects in the past and have established a strong bond with the
teachers and each other, due to their ageing, are moved to an adult prison.

4.1.3  Cetec (ITALY)
Music: Generally there is no money for these kinds of courses so sometimes only volunteers
can come to teach music, not professional staff. Sometimes even when there are some musical
opportunities inside a prison, if the politics changes the activity can stop receiving support -
such opportunities again become invisible.
• Sometimes there aren’t musical instruments, equipment or a dedicated space for work inside

prisons. Usually the educators in the prison school provide whatever they can.
• Getting permission for prisoners who are musicians but are located in a different part of the

prison (where you are located depends on the kind of crime you commited) to be allowed to
play together in the same space.
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Dance:
In a female prison: no money to support activities in these  institutions. 
unlike music, there is no dance teaching inside the prison school.
For male and female prison: working  with different cultures as it's easier to propose an
intercultural, popular, dance course, if there is the space to do it.
In a male prison: Overcoming "embarrassment" about participating in dance classes outside a
"musical" project can be a problem.
sometimes you cannot find right spaces to do the work, especially in the winter.
during the summer is easier to work "outside" with dance training – as is well shown in the film
"Tutta Colpa di Giuda" by Davide Ferrario (even if a rainstorm occurred during a dance class).

4.1.4  Music in prisons (UK)
The difficulties you will experience working in the UK prison system vary greatly and no single
prison will have the same rules as another due in the main to their differing security categories.
In some prisons there may be no difficulties at all, in others there may be many. However, the
difficulties when they do arise are invariably logistical rather than artistic and broadly fall under
the following headings: -
Finding a reliable internal prison contact:-
This is crucial to the success of the project. Your internal contact will be the one who arranges
everything from security clearance, the arrival of the equipment, the selection of the participants,
staff support during the project through to the final performance. They are the ‘trouble-shooter’
and will be able to do things that outside agencies are unable to do.
Finding space to work in:-
This is getting more and more difficult as prisons become more overcrowded. It is crucial that
you address this matter before you arrive in case the space you have been offered is totally
unsuitable for the activity (i.e. too close to offices who will not be able to work because of the
noise or too small for the amount of people/equipment etc)
Organising the relevant security clearance for the prison you are working in: -
This has to be done in consultation with the prison, as they will be aware of the level of clearance
you need in order to work there. Prison clearance in the UK now takes more than 6 weeks to
complete and you will not be allowed to work inside if you do not have it.

4.1.5  Dance united (UK)
The single biggest barrier to delivering dance projects in prisons, in our experience, is the lack
of suitable and dedicated space. Our dance projects are always intensive (being delivered every
day for three, six, ten or twelve weeks). And when we did find the right space, this was often
only available for the duration of the project, thus making it impossible to continue the work on
a weekly or more regular basis. For Dance United the other main considerations for bringing
dance into prisons are:
• Prison life is inherently boring so do not be surprised if some prisoners come to the dance

class simply because it gets them out of their cell. Hopefully after the first two sessions they
will attend for more dance-related reasons
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• Everything takes three times as long as you expect, for example, simply getting into the
prison in the morning

• Petty concerns are amplified in prison. Be careful that your dance activities are not
sabotaged by the participants continually engaging you in prison gossip, complaints, moans
and groans.

• The role of prison officers is critical in ensuring that everyone gets to the project at the right
times. Prison officers can make or break a project so get them on your side

• Prison personnel change frequently, including Governor grades, so consider this when
negotiating and planning projects with key personnel

• The dance artists need a real understanding of the necessity for firm boundaries and the
keeping of prison rules (for example, not passing items in or out of the institution on a
prisoner’s behalf)

• You need to create choreography in which decisions about who dances which element are
kept very flexible. Prisoners can be removed any time, anyhow and whole establishments
can be locked down with no notice, so adaptability is essential

• It is important that facilitators do not dress provocatively, rather unrevealingly and plain; this
can be particularly challenging in dance because of the need to wear clothes suitable to
move in

4.2  Music methodologies

4.2.1  UK: music in prisons

The Irene Taylor Trust ‘Music in Prisons’ runs high quality creative music projects in prisons
which teach participants valuable life skills such as team-working and perseverance as well as
dramatically improving self-confidence and encouraging further constructive educational activity.
The projects usually run for 5 consecutive days and end with a performance and a recording. 

5 Day Prototype Project
The 5-day model is used as our projects are specifically designed to act as an inspiring and
engaging catalyst for change. Prisons do have education and training schemes, but these are
of little value if young prisoners do not have any belief in their own ability to achieve, or the
basic skills to exist within a classroom environment. Our projects build self-esteem in a dramatic
way and show individuals just what they can achieve when they work positively as a team. The
value of just one week’s relief from all of the negative issues of prison life and the empowering
and uplifting nature of making music cannot be underestimated. And this enjoyment of music is
continued with the ownership of the CD of the work created. 
Within the prison environment a weeklong intervention is entirely appropriate as we are able to
achieve positive change, but in a format that the prisons themselves can accommodate into
their regime - particularly in terms of space and staffing. Furthermore with the movement of
prisoners from one establishment to another, a week is a realistic period of time within which
an individual is able to commit to the artistic process, without fear of being shipped out.

Day 1
Will begin by introducing the project team and participants to each other. Participant’s existing
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musical skills and interests and their individual ambitions for the project will also be discussed.
There will be a short musical warm up to encourage the participants to work as a group where
the team will introduce them to the instruments and equipment to give them a basic
understanding of how they work and how they can be used together. The team will listen to
what is going on in the group and focus on a bass or keyboard riff that someone has created
and add other parts (bass/melody/words) to show how simple it can be to create music in a
group that has varying musical skills. Following this, participants will be encouraged to offer
their own musical ideas or words and start constructing original songs for the performance.

Day 2
Any songs completed the previous day will be rehearsed to develop forms and structures and
the focus on developing new material and working as a group will be continued. Participants will
be offered the chance to change onto other instruments and, with the help of the project team,
will be encouraged to develop their newly found skills and explore others in a safe and supportive
environment. New ideas will be worked on as and when they come to the fore.

Days  3 and 4
The rehearsing and generation of new material will continue. On the penultimate afternoon the
group will decide on the set list and undertake a dry run to give the group an idea of how the
parts become a whole. 

Day 5
The group and the project team will set the stage area ready for the performance. The set will
be run as many times as possible to build confidence and iron out any potential difficulties. The
sound check will be included in this. On the final afternoon the group will perform their
compositions to the audience. The show will be recorded and a CD will be created to hand to
participants as a memento of their achievements. Each participant will also receive a certificate. 

Aims 
To promote the use of music to inspire and engage offenders in achieving their potential as
positive and valued members of the community

Guiding principles
• To work with integrity
• To be inclusive
• To encourage expression 
• To produce work of high quality
• To be flexible and adaptable

What is fixed in this methodology?
• a minimum of 3 project leaders
• a performance and recording
• a professionally mixed/designed CD of the participants’ work
• musical instruments 
• participants are encouraged to lead the project musically 
• the role of the project leaders is to help participants express themselves creatively
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• participants need to commit to the whole project
• participants’ progress is monitored through a project team diary and pre- and post-project

questionnaires
• a suitable working space 
• a group to work with

What is flexible in this methodology?
• the projects are usually 5 days but can be adapted
• the number of participants (ideally ranging from 8-12)
• the space requirements (as long as equipment/group fits, we can work there)
• the style of music created by participants
• the musical ability of participants 
• the audience size and breakdown (depending on whether outside guests are allowed in

prison, family members of participants are able to attend etc) 

What equipment/technical aspects/space are required to deliver this method?
• musical instruments and recording equipment
• a van to transport the equipment
• project leaders
• a suitable space to work in (which will fit the instruments and the number of people)
• prison staff support

What training and experience to the practitioners need in order to deliver the method?
• preferably to have taken part on one of Music in Prisons’ training courses
• highly developed musical skills which can be adapted to a variety of genres 
• highly developed interpersonal skills
• experience of running intensive projects with an end goal
• experience of working with mixed ability groups
• experience of working with people with a wide range of needs
• finely honed time management skills

What advice would you give to any practitioner wishing to use this method?
• engage with people experienced in working in prison settings
• gain experience of creating music with people who are new to playing instruments
• devise an armoury of language/methods in order to demonstrate to non-experienced

musicians
• ask for mentoring/support from an experienced practitioner 
• maintain a high standard of musicianship on a variety of instruments 
• gain experience of facilitating participant-led creative music projects
• gain experience of bringing people’s musical ideas to life
• be confident enough to set out very clear professional boundaries 

How does the method link with accreditation and other learning outcomes?
• projects can be used to achieve existing prison education accreditations
• projects can encourage participants to engage in further educational activity
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What are the progression routes for partecipants?
• support for individuals with signposting to other musical opportunities
• possible future employment as part of the project team  

A week with music in prisons

CASE STUDY 1
information taken from questionnaires and the project team diary

BEFORE THE PROJECT:

What aspect of group work are you looking forward to?
Just doing something in a group is good for everybody
Do you have any other comments?
Just thanks for giving us all an opportunity to do something in prison

AFTER THE PROJECT:

What do you think you got out of the project?
A chance to do something I never thought I would ever do. Thanks!
Describe any changes you have noticed in yourself
I can do things I never thought I could do.
Do you have any other comments?
Thanks for giving us an opportunity. God bless you all.

Monday
F was excited to begin with this morning. She was keen to play. She asked a lot of questions
like “do you think I can actually do that?” regarding playing the melodies. She got them right and
then she got them a bit wrong but she stuck it out and saw it through, having a good time and
smiling a lot. She really engaged with what was happening. She was not with us in the afternoon.

Tuesday
She was a bit out of the picture at the start as she came in late and looked a little lost for the
morning session. Because of the size of the group there are not enough instruments to go
round. In the afternoon she arrived in time to take part on K’s song and after a long conversation
with on of the project team had a great time when offered the chance on the keyboard. Her and
L were talking in their language for some part of the day. 

Wednesday
She seems one of the most stable people in the room in that she is very consistent. F is taking
time to understand things – experimenting with sounds and patterns. She is a jovial character.
She picks things up quickly, but when a mistake has been practised into the learning it’s difficult
for her to dislodge it. She can be seen to be smiling and she keeps her distance from much of
the antagonism in the room. She’s involving herself in the percussion section.
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Thursday
F remains stable and unflappable. She is able to notice things and take on board what is going
on in the room but at the same time never gets involved. She did say today that people should
grow up and that many of them were girls and not women. She has worked out in her head
which instrument she is playing which song and by and large has her parts under control. She
has chosen to read a poem written by a friend of hers in the gig and is very excited at being given
the opportunity of being able to send it to her. 

Friday
She admitted that she had a monumental week personally, saying she had learned a huge
amount and enjoyed it immensely. She was mature and stayed away from the difficulties, rolling
her eyes and smiling when it all kicked off. In her head she had sorted out what she had to do
and when she had to do it and didn’t need us to run around and do it for her. There were some
things that she was never going to get right and this could have been either because she
couldn’t hear what was going on (it was quite loud at points) or because she just didn’t know
how to relate what she did to the whole sound. It is a common difficulty of people knowing what
they have to do but having no concept of how it fits in to the overall jigsaw. 

CASE STUDY 2
information taken from questionnaires and the project team diary

‘I love playing the drums and to be honest, this felt like an opportunity to be able to play the
drums and get involved in something engaging’.

I hope it will give me a brighter focus and view towards music. It will take my mind away from
prison and focus on something interesting and achievable’.

‘I want to be able to show that I have confidence in the work I am doing’.

Monday
K seems a very open person and he is very excited about playing drums again. He hasn’t played
since 2007 and he told us he learned in another prison. He is very good.  As it happened, P was
on drums today and K was playing some congas, which was very nice. He has a good feel for
the rhythm section of the band. He was also very patient, asking whether we would move onto
another tune this afternoon when he might get on the drums. He then admitted that he’s happy
having any kind of drums to play.

Tuesday
K is skilled and enthusiastic. He is very musical and aware of the phrase and section lengths of
the tunes. It’s great when he’s on the drums as it lifts the band. He was very excited this morning,
mainly about the possibility of drumming all day and he stayed there for the three tunes that we
wrote today.
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Wednesday
He was saying to one of the project team how brilliant the week has been, how happy he is to
be playing the drums and how surprised he is at it coming together as well as how much we’ve
done. He’s very excited, his enthusiasm is infectious and his desire to get it right is encapsulates
the spirit of this kind of project. The music is really in his body when he plays and he’s really
caught up in the joy of it all.

Thursday
K is getting very excited about it all. He’s thrilled about all that has happened, saying, “oh my
goodness we’ve done these five tunes and they are sounding so good”. He can’t wait see the
CD because he wants to hear how the whole band sounds – he’s so engrossed in his own parts
that he’s barely even heard the band and how he fits into it. He’s offered so much to the
composition of the tunes. He is a real inventor on the drums, playing with one mallet and doing
some finger flams on the congas. He was punching the air with pride today as he got the
recording takes right. Having a good drummer has really helped the band this week.   

Friday
K was very nervous and wanted to talk through his patterns before the gig started. He was so
on it today; every tune started exactly as it should, and ended similarly. He played confidently
and with great panache. He said that he’ll miss the drums now that the project is over and was
very grateful for the week. He is such a skilled man who seized the opportunity on offer to him.

4.2.2  NORWAY: Oslo prison

Computer-based composing as teaching 
by Torbjorn Rodal, Oslo Prison
[adapted from an article on the ‘Movable Barres’ website]

I am employed as a music teacher by the Groenland Adult Education Centre. The school is an
imported service in the prison and provides education for the approximately 200 inmates of
Oslo Prison. I currently teach four groups, each consisting of a maximum of four students. In
three of the groups computer based composing is used as the method, whereas the fourth
group is dedicated to a band.
Inmates are from 15 years old and upwards. The average age of students in my groups is around
30 years. The school experiences a general need for teaching that starts with the students’
individual needs. The school notices that a high proportion of the students suffer with problems
from concentration as well as from having had few successes in previous schooling. The musical
background of many of the students comes from playing guitar, a little piano, the drums, etc.
Some bring lyrics they have written themselves to class.

The goals of the institution
• The Norwegian National Further Education Curriculum focuses on the use of computers in

all subjects. The use of computers in music lesson therefore becomes a goal of its own.
Furthermore the curriculum states that students/pupils should acquire knowledge of rhythm,
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harmonies, instruments, song technique and lyrics.
• In my job it is important to help inmates to express their feelings and inner lives though music.

I try to create an environment where the students can express in music what cannot be said
in conversation within the setting of a rough prison.

• Another goal is to make the inmates work themselves through a simple production plan for
a CD. A pedagogical goal is that this will create a feeling of mastery. This is built up through
various part-goals in the process and the actual CD.

Why do I choose this particular method when working with this student group
The largest part of my work is centred around the students’ ears. For example, we listen to
chord progressions before they are presented on music sheets. It is my impression that
applicants to the education centre have experienced being losers within the traditional
educational system, and quickly give up when presented with theory on paper.
As previously stated, it appears that many of my students lack experiences with the feeling of
mastery from previous schooling. Even if the process itself is valuable, I have the distinct
impression that something is lost if the student does not end up with a concrete object in the
form of a CD at the end. To be able to present the world with a self-made CD is something that
makes all students proud.
It is interesting to observe how this particularly method works with students with problems with
concentration. Traditionally, this group give up easily when the going gets tough or boring. My
experience is that when these students are allowed to work with their own product at a pace
that suits them, the method works well for this group. Some of these students display erratic
behaviour in other classes, but work for three hours straight in the music group. The students
are deeply concentrated and feel by their own admission disturbed in their work by the breaks.
It is a problem within this particular school setting that students are frequently taken out of
lessons and moved without warning to other prisons and wards. This challenge is particularly
noticeable in the band group where everyone depends on everyone else. This becomes less of
a problem within the “music and computer” class because of the individual nature of the work.
Every student works with his own studio, this makes transfers much less complicated for the group.
Furthermore, it is a claim that quality becomes an issue, particularly when working with adults.
Through the application of high quality music editing software the students are enabled to
change and polish their individual musical expression. Compared to the band group where there
is collective expression and therefore quality is connected to a collective effort depending on
all members’ participation.

Method
When admitting new students to the group, the student councillor and I interview and ask the
applicants about their background, interests and motivation. We furthermore try to map their
different backgrounds and experiences with music and computers. As already mentioned most
applicants have some experience, but this, however, is limited.
When students arrive for their first lesson I show them the course plan we work with.
Throughout the 12 weeks course they are going to learn how to use the music software
“Cubase SX”: how to note down a rhythm structure, learn something about chords and
harmonies, chord progression, how to distribute instruments to music of choice, how to make
lyrics and how to mix sound. Finally, the work is documented by the burning of the music created
on CD and a course diploma.
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In this method I choose to start with music rather than computers and software. It is my
experience that computer skills are developed as the students need them. After the course has
been introduced to the students, we open the computers and the music program and get
started. Here at the very beginning they open their “project” file and different tracks appear –
they are ready to record.

Phase 1: Rhythm structure
If the student lacks experience in the field, we start by opening the rhythm program “Groove
Agent”. When starting a production it is important to choose tempo, bar type and rhythm
structure. This makes it easier to manipulate other instruments later on in the process. “Groove
Agent” is a practical tool where you can choose from 1950ies drums up until a contemporary
sound. These can be recorded directly on to a computer or audio track. The advantage of the
computer track is that it can be opened and altered. It is a useful tool for exploring how
percussion is constructed. When a choice has been made, we record it.
Another way of working with rhythm structures is to record them directly from the keyboard. By
physically pressing the keys, individual beats are recorded. These recordings can then be
opened and manipulated on the computer.
The third alternative is to record the rhythm section by means of midi-drums. This track can
also be opened and worked on later on in the process. Those with drum experiences choose
this alternative.

Phase 2: Chords
After the first phase the students have gained some experience of working with the music
software, computer mouse, programming, etc. the next task is to work with harmonies. If the
inmate has some knowledge of music and chord notation, we chose a song from a song book.
Many students turn out to be beginners. In these situations I choose a standard blues notation
for keyboard. The chords are presented gradually and according to the students’ needs. I first
play and show on the keyboard. Afterwards I note them down on the keyboard, note sheets or
as guitar chords. Usually rehearsal with metronome is necessary before recording.
The great advantage when using keyboard is that you can open the track and manipulate the
recording afterwards. This means you can change tone, touch and rhythm. The students must
count, find chords and play them with a metronome. As we go I explain how chords are built up,
progression, etc. 

Phase 3: Instruments
In this phase, musical instruments are chosen to go with the music in question. My suggestion
will normally be bass. The inmate can usually choose to play bass via the keyboard (which has
the advantage of being open to manipulation in the recording later on) or to record an actual bass
guitar audio track. The bass structure must be chosen to match the bass drum in the rhythm
section and then be recorded. If this is all new for the student I suggest that the bass follows
the bass drum. Subsequent instruments are recorded in the same fashion.

Phase 4: Vocals and lyrics
In this stage vast differences in the student group becomes apparent. If necessary we practice
how many lines the song needs, how the song fits the rhythm, etc. Some have previously written
lyrics that might fit the music. Another option is to use an already existing lyric from a song book.
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When the lyrics are ready we record some takes. Focus shifts to pronunciation, intonation and
song technique. Bad articulation becomes very apparent in the recording and a new recording
might be necessary.
When the lyrics are recorded, we work on alternatives for double vocals and backing vocals to
suit the music. We are now searching for the top points, where stress should be put, which parts
to emphasise, where verse and chorus goes, etc. At this stage repetition of the theory regarding
harmonies could be necessary. The inmate is guided in choice of two voices in some parts and
the whole harmony in others. This creates awareness regarding questions of instruments and
dynamics.

Phase 5: Sound editing
When the production is recorded, the choice of sound remains. The different tracks recorded
must be placed according to sound strength and where they should be placed. By this I mean
whether they should be placed in the centre of the stereo track or to one of the sides (right/left).
These give the music volume and make the individual tracks stand out more clearly. Furthermore,
different types of sound manipulation are part of the sound, , timbre, chorus, reverb, etc.

Phase 6: Burning the CD
The final stage consist of burning the product onto a CD. This means creating a sound file (ex.:
wav-file) that can be burnt and read by a CD-player. This is a very important phase: where the
students can see their works bear fruit very clearly, in the form of a physical object. Afterwards
a diploma is handed out to the students.

SUMMARY

The experience of working with a CD
I see it as creating a great sense of mastery in the students when they produce their own CD.
When the CD is shown around on the cell block or mailed to family and friends it send s a signal
to the world that the person who made the CD is more than a criminal.

Tough masculine codes
I have been working in Oslo Prison for five years and have had different jobs in education
programmes and cultural incentives. Throughout the years I have noted the rough masculine
codes that exist in the prison. Making music can contrast with this culture. Even if the inmates
are tough out on the block, many make themselves vulnerable through writing lyrics and
presenting their music.

Getting out of the cell
According to the students themselves, a day in music class makes life more bearable in the cell.
They get out of the cell and get to think of other matters than court cases, appeals, family,
financial situation, drugs, etc.

Waiting list
Testament to the popularity of the music class is the number of students in the groups and on
the waiting list. I also notice that several students wish to continue their work with music when

88

METHODOLOGIES

mont sez3:Layout 1  2-11-2010  16:33  Pagina 88



they are released. Some have applied to study music, some have got jobs in the music industry
and many continue working with music as a hobby.

4.2.3 DENMARK: SDR. Omne state prison
by Niels Bak, prison teacher at Sdr. Omme Open Prison

Rationale
According to our plan Marianne Schandorff (another prison teacher) and I will start music
lessons in Sdr. Omme State Prison hopefully by autumn 2010. Through our participation in the
Movable Barres project we have been acquainted with mainly two methodologies: One from
Grønland Voksenoplæringscenter, Oslo Norway and the other from Music in Prisons, UK. 
Torbjørn from GVO, Oslo uses modern recording techniques and he uses instruments - such
as electronic drums - directly connected into the computer based recording gear where the
music is build up in layers, and then finally mixed into a piece of music. All the instruments are
in this case basically played by the same person. 
Music in Prisons use “traditional rock instruments”, guitars, keyboards, bass, drums etc. Their
methodology implies a very high level of engagement working together as a team - teaching
inmates that have never even touched an instrument to play - as the band process moves along.
Marianne and I have decided that we want to combine the two methods. We want to use the
recording principals from GVO with the electric drums and the instruments connected directly
to the mixer. We will then combine this setup with the MIP methodology by playing the music
from the mixer through a PA system - in other words using new technologies and combining
them with a more traditional band setup.
Our reason for choosing this combination is that it gives us the opportunity of making great
recordings that we can adjust afterwards by using the Cubase music mixing program. The setup
enables us to control the volume of the music which means that we don’t have to build up a room
that is “sound proof” so to speak – which again could be both practical and economical tough
obstacles to overcome. At the same time the inmates will be able to benefit from the social
aspect which is a very important issue for us in terms of resocialisation. We believe that this
methodology will give the participants a lot of musical skills, it will give them computer skills in
the mixing process - and last but not least - it will due to the social and creative aspect give them
that kind of social and psychological lift that perhaps is the most important step on the road to
leading a life without crime. 
During the demonstration of the 5 Day Prototype approach (see 4.2.1) demonstrated by Music
in Prisons during their workshop visit to Sonder Omme (see 3.3.), it seemed appropriate if one
or two musicians from Denmark became supporting musicians to the MiP project team. There
would also be no problem if other musicians wished to watch the process at any point during
the week.
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4.2.4 ITALY: Cetec

Caught by Chance Rock Band
Group interaction is fundamental in prison art: the experience represented and expressed in
music and/or words must not be a simple externalisation of an individual participant's feeling or
ability, but on the contrary, it must combine different insights. Therefore each person must bring
their own, personal contribution as an idea, leading to the arrangements, the packaging of the
songs or gigs. It is just as important that even "external observers" participate during this
process in order to contribute different sensibilities and provide an overview of the work that is
being created.

Aims
• To create a context for the encounter between "inside" and "outside" within society through

the medium of music and words
• To lift the veil of dullness from prison life taking real "inmate stories” that are  creative, rich

in ideas and reflection and channelled through forms such as comedy and irony
• To highlight the importance of arts to prisoners as part of their self-development 
• To communicate the importance and effectiveness of alternative ways of achieving inmate

re-socialization

Guiding principles
• Create exercises that build on ideas from elements, facts, situations, that have in some way

happened to them personally or to somebody else in prison
• Maximum freedom of artistic expression using the widest range of both musical and theatrical

genres, to communicate this "inmate life" or the specific prison problems that they would
like to highlight 

• Realisation through quality choral work is central to the process: the artistic product, even
if it has a composer or individual song-writer, must be developed through group work

• The artistic product must be communicated to the "outside" world

What is fixed in this methodology?
What is truly necessary, vital, to the project is the opportunity of being viewed and commented
on by people "outside" the prison environment.

What is flexible in this methodology?
The project is a continuous work-in-progress therefore it evolves with maximum flexibility.   

What equipment/technical aspects/space are required to deliver this method?
To start off, a set of very simple "unplugged" instruments could be enough, such as guitars,
harmonicas, percussions and an area big enough to allow "performances". After a while a more
sophisticated equipment becomes necessary.  

What training and experience to the practitioners need in order to deliver the method?
The most important requisite is credibility. This method asks the inmate to put himself face to
face with his own reality transforming it into a musical or comical art product. The teacher,
therefore, must immediately show the capacity to respond, for example, by playing and writing
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a song or monologue, and by knowing how to organize a group, and having the right amount of
patience to plan ahead of time, identifying what are the primary objectives to be achieved.

4.3  Dance methodologies

4.3.1 UK: dance united

Dance United provides structured and accredited programmes in which the method supports
participants to build self confidence, cultivate transferable skills and attitudes, find a new
enthusiasm for life, overcome emotional hurdles and re-frame themselves education, in order
to make the transition back into the world of  training and employment. We deliver three-week
and six-week intensive projects culminating in a performance with professional production
values. We also deliver The Academy, our award winning accredited twelve-week programme
in the community (with performances at the end of weeks 3 and 12) catering for both young
offenders on community sentences, and prisoners on day-release from their institution. 

Aims
• To develop contemporary dance led programmes to engage, and transform the lives of,

disadvantaged people 
• To train dance artists and support workers to deliver these programmes

Guiding principles
There are no compromises, no hiding places, no shortcuts and no excuses. Because the method
is tough and demanding the participants train to the highest artistic standards and this acts as
a potent metaphor for what they can achieve in the rest of their lives.

What is fixed in this methodology?
• Work to the highest artistic standards and allow the art form to lead
• The dance themes are not issue-based
• Process and product equally valued, always working towards a performance 
• A pre-meeting with our partners and critically, a pre-meeting with the group because

participants need to know what they are signing up to 
• There is no dance audition 
• We actively avoid knowing their offending history 
• The teaching space is clear of anything that could be disruptive 
• Delivered by an integrated team of dance teachers and support staff 
• Maintain professional boundaries with a clear code of conduct
• The participants are referred to as ‘dancers’ and a ‘company’ from the outset
• Clear schedule for each day with set breaks - explained to participants
• Know and use ALL of the group’s names by the end of the first session. 
• Start and finish each session sitting or standing in a circle
• Work to achieve ‘focus’ on day 1 for the entire group. Stillness and focus are the keys to

success and are incorporated in everything we teach
• The first exercise must be simple enough so that everyone achieves it 
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• By the end of the first day participants should leave feeling a sense of achievement
• Try to have different pieces of music playing each morning as the group arrives
• Do not allow anyone to watch unless the group have been informed 
• Everybody to work bare feet from day 1
• No hats, coats or jewellery 
• Classical, contemporary and world music used – no pop
• Do not use mirrors in the beginning
• Spend time every day on walking and running in class using extremely slow movement with

walks as well as medium and fast, practicing posture and intention 
• Use floor work, again encouraging very slow movement and stillness
• Introduce quality of movement from the beginning, as it cannot be tagged on at the end
• Include partner work from at least from day two and creative work after day one 
• Continually change where participants are placed in the space and whom they work with
• Partner work, lifts, creative work, work in groups and working alone, throughout the project
• Use praise, praise, and more praise
• At the end of week 1 the group must leave knowing an entire section or sections of the

performance piece
• Use a combination of taught material and creative elements devised by the participants but

nobody ‘owns’ any of the material and they may not perform the piece they created
• Each person has a ‘special moment in the spotlight’ in the performance piece
• Try to get everyone through the project, even if they only appear in a small section of the

piece or by finding another role, for example, helping with lights or handing out programmes

What is flexible in this methodology?
In many ways it is the more flexible elements that create the distinctiveness of Dance United’s
method: 
• Choosing an appropriate theme 
• Creating appropriate choreography for the level of skill and experience
• Choosing the music
• Bringing together the right team of dance artists and support staff
• Recruiting a balanced group of participants 
• Selecting appropriate role models to work as part of the group
• Finding the balance between taught choreography and creative elements
• Creating costumes that look good on these particular bodies
• Adjusting the schedule in response to the needs of the group

What equipment/technical aspects/space are required to deliver this method?
The minimum technical specification for running an Academy programme for 12 – 16 participants
are:  
• A space 12 metres x 12 metres and a height of no less than 5 metres with heating and

natural light
• 8 power points
• DVD player and music facility this (ideally a small in-house sound system but minimum of a

powerful ghetto blaster)
• Shower facilities and toilets
• A kitchen space and rest area where lunch can be prepared and eaten and breaks taken
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• Reasonable accessibility re transport to and from the space
• A separate room for teachers to use during break times
• Ideally a computer/study room for delivery of some aspects of the curriculum
• DVD recording equipment for purposes of record-keeping and assessment 
• For the small-scale performances at the end of weeks 3 and 12, the minimum technical

specification is:   
-  10 metres width by 8 metres depth performing area
-  Minimum height - 4 metres
•  Basic lighting and sound rig

What training and experience to the practitioners need in order to deliver the method?
The quality of our method rests entirely on the quality of the teaching and the leadership of the
Dance Director. Dance practitioners taken on by Dance United have at least a few years’
experience of leading dance workshops and projects in the community and some performance
experience at a professional level. All our dance teachers and support staff have to complete
our introductory four or five-day training course.

What advice would you give to any practitioners wishing to use ths method?
• Maintain a ‘lightness of touch’, a gentleness within firm boundaries – a ‘tough love’ approach
• Approach your participants as neither victims nor villains but rather survivors of the lives

they have been leading so far
• Learn to breathe within the heart of chaos
• Approach challenging behaviour as you would, a disability – don’t expect quick fixes
• Stay professional at all times and offload regularly within peer-to-peer or another form of

supervision
• Enjoy the challenges, they are what make the work stimulating and rewarding

How does the method link with accreditation and other learning outcomes?
• The Academy programme delivers a specially created ‘stealth’ curriculum teaching dance,

discipline, public performance, literacy, numeracy, social skills, fitness, nutrition and health.
The participants receive a Certificate in Performing Arts (Dance), accredited by Trinity
College, at Level 1

• Complementary activities include nutrition, and literacy and numeracy elements assessed
throughout the portfolio

• Participants can also work towards an Arts Council Arts Award at Bronze and Silver Level

What are the progression routes for partecipants?
• The programme encourages both dance and non-dance progression routes
• Many have since returned to mainstream education, pursued further training, taken up work

placements and have succeeded in finding employment. For example, completing GCSEs,
studying BTEC courses in bricklaying, mechanical engineering and performing arts and
working in furniture removal, kitchen fitting, administration and hairdressing

• Those who show a particular aptitude for contemporary dance have gone on to train at
conservatoires and colleges

• Others who are interested in continuing with dance as a leisure pursuit have joined Dance
United’s Performance Company, which works on original dance pieces and performs at
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conferences and other key events around the country. It has very much become the public
face of Dance United.

• We also run a weekly Youth Dance Group as a progression route for those with less dance
ability

4.3.2 NORWAY – Oslo prison

Dance as teaching method 
This example of a methodology within the field of dance in prison is based on two courses held
at Oslo Prison, Norway in 2009. The course employs three-hour long lessons every day for one
week. The course consisted of the following items:
1. Strengthening and warp-up exercises 
2. Balance 
3. Break dance basic movements
4. Basic classical technique
5. Stretching 
6. Performance 
7. Basic street dance choreography 
8. Working with different levels in choreography
9. Working with different dynamics
The students are motivated by having to perform for a camera at the end of each class. The
course is very intensive, leaving no room for the participants to drop out. 

Aims
• To give the students experience of several forms of dance.
• To produce a fully choreographed dance video
• To give the students a feeling of mastery early in the process. 
• To challenge the students to use their bodies to express themselves through music in a new way

Guiding principles
• We help the students perform and document a dance of professional qualities to achieve a

sense of mastery
• The method can be used with students who do not share any languages

What is fixed in this methodology?
• The style of dance, in this case street dance or hip hop.
• The set structure of the day; first warm-up, followed by different exercises and movements,

then choreography and finally filming
• A suitable room (ideally with mirrors).
• Music equipment

What is flexible in this methodology?
• The music chosen by the teacher
• The size of the group
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What equipment/technical aspects/space are required to deliver this method?
• CD-player

What training and experience to the practitioners need in order to deliver the method?
• Higher education within dance and pedagogy

What advice would you give to any practitioner wishing to use ths method?
• Start simple to give the students a sense of achievement early in the process

How does the method link with accreditation and other learning outcomes?
• Course certification from Gronland Adult Learning Centre

What are the progression routes for partecipants?
• Different evening classes at schools in Oslo
• Different dance schools like the Baardar Academy (requires audition)

4.3.3 UK: 5 Rhythms
Information provided by Emma Leech, a dance teacher working in UK prisons

A short description
With dance as the Art form, free style, expressive creativity is encouraged within a structure of
five different rhythms, known as 'Flowing, Staccato, Chaos, Lyrical and Stillness.' It is a creative
and dynamic dance form to stretch the imagination as well as the body. There are no steps to
learn, giving the individual permission to find their own expression and choreography. 

Aims
• To dance!
• To find the true self
• To expand the range of the body's movement language, to promote fitness and well being,

and to support personal development by means of a process based, holistic dance training

Guiding principles
If you put the psyche in motion it will heal itself.
The 5 rhythms™ are simple movement practices designed to release the dancer that lives in all
of us. To find your dance is to find yourself at your most fluid, creative and free self. Although
a simple practice in essence the Rhythms have the power to catalyse deep healing and change.
The rhythms are the foundation of Gabrielle Roth’s body of work; a series of healing maps for
the body, heart, mind, soul and spirit. They are intended to support self-discovery and
awakening, and to catalyse change

What is fixed in this methodology?
• Very little in the prison context
• Negotiation of ground rules is always key to any session, and must be agreed upon at the

beginning of sessions
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• The structure of the 5 Rhythms is essentially unchanging, but they can be danced in
sequence, or in any order, depending on the dynamic of the group at any given time. (One
class may just be focussed on dancing 'Chaos' alone for the whole session, where another
may follow the five rhythms in sequence to dance a 'wave') 

• It is important to wear loose and comfortable clothing without restrictive or potentially
dangerous jewellery. 

• No dancing in socks, or chewing of gum whilst moving. 
• Speaking is limited to the circle discussion times, or structured pair work and not during

movement work
• It is preferable if all participants attend the whole session and do not walk in or out at will

(though this is not always possible in prison.) 
• Dancing time is without conversation, allowing the body to be the communication medium.
• The 5 Rhythms are unchanging
• Participants do not need any experience 

What is flexible in this methodology?
A lot of flexibility!
Space and Time
A session could last anything from half an hour to three hours to ten weeks or a year long
intensive. Sessions can form part of a committed programme of study, or more casual drop-in
groups. Groups may be closed to a committed group of participants, or open to newcomers.
Dancing the 5 Rhythms may take place in anything from a specialised dance space, a large
gymnasium, a small room without furniture to a prison cell alone.
Steps/choreography
There are no fixed steps or choreography to learn. Each rhythm has guidelines of types of movement
and physicality, but these are open to expression and interpretation by the individual dancer.
Music
A typical 5 Rhythms dance session might use recorded music from any preferred genre, or
indeed live musicians on any instrument. Sessions may also take place in silence.

What equipment/technical aspects/space are required to deliver this method?
• A minimum of one teacher
• An assistant to take care of the space, and possibly to lead the warm up is desirable, but not

essential
• A space big enough to allow movement for the participants without furniture, preferably with

enough height for jumping and stretching
• Some basic sound equipment is ideal, speakers, amplifier, music source (lap top computer

with mixing programme, or ipod/CD's etc.) 
• A microphone is optional for giving instruction
• Blackout is preferable, or some privacy from outside onlookers

What training and experience to the practitioners need in order to deliver the method?
• Accredited training in 5 Rhythms is necessary to teach this work in any context 
• Experience of working in the Criminal Justice system is preferable, failing that then of

teaching in other situations for a length of time before approaching any work where
challenging behaviour is likely to be encountered
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• External supervision of some kind for the teacher is a necessity

What advice would you give to any practitioner wishing to use ths method?
• Ask yourself 'Why'? it is important to really examine your own motivation for wanting to teach

in the prison context
• Within Guidelines of working in Prison everything is possible. Dare to dream, and be prepared

to be flexible. Don't get burnt out, get supervision, and talk to other people for support who
work in this environment

• Keep a professional boundary
• Don't take things too personally 
• For women working in a male environment, be aware that the level of intimacy and

vulnerability that occurs in this type of work is likely to be confronting and challenging for
participants. Be aware that male prisoners may project roles of mother, companion, lover,
sister etc onto you. Don't be flattered by flirtations and don't try to 'save' anyone

• Be yourself. Keep a sense of humour at the ready. Be honest, and keep it real

How does the method link with accreditation and other learning outcomes?
Accredited training to teach the 5 Rhythms can only be obtained through Gabrielle Roth in NYC
USA. For similar courses of study in UK, follow School of Movement Medicine, who offer
ecstatic dance training and shamanic apprenticeships rooted in the 5 Rhythms practice. There
are many 5 Rhythms teachers throughout Europe and the world teaching this work. The Learning
Outcomes do not fit with Government funded certification, but can be described as therapeutic,
holistic approach to self-development using dance meditation as its core practice. 

What are the progression routes for partecipants?
Other than training to teach this work, the 5 Rhythms can be followed the way one might attend
a weekly yoga class. There are also more intensive workshops held over weekends or longer
periods. Different teachers all have slightly different teaching styles, so it is useful to study with
one or more teachers in your locality to find the one most suited to you. 5 Rhythm dancers
sometimes refer to themselves as a 'dancing community' or 'tribe'. This global 'community'
knows no cultural, political, gender, age, race or geographical boundaries.

4.4  Combined music/dance methodologies

4.4.1 NORWAY: Oslo Prison

Combined course in music and dance as teaching method 
The course combines the two methods, computer-based music composition and dance as
teaching method, using film as a tool. The end-result is a music video.  

Step1: Computer-based music composition
The method consists of 6 different phases: 

1. Exploring different rhythm structures
2. Learning the chords
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3. Learning about instrumentation
4. Learning about vocals and lyrics
5. Learning about sound manipulation 
6. Learn the process of exporting the project and burning the CD

The students open the music programme in the first hour and start working with rhythm. Then
the students work on chords for piano or guitar. This covers the basics and the students now
have to select different types of instruments for the music. This entails that they also have to
learn how the instruments must complement the chords. After this the students work on writing
lyrics and recording vocals before finally working with sound manipulation and mixing. Finally they
burn the music onto a CD.

Step 2: Dance as teaching method
This example of a methodology within the field of dance in prison is based on two courses held
at Oslo Prison, Norway in 2009. The methodology employs three-hour long lessons every day
for one week. The course consisted of the following modules: 
1. Strengthening and warp-up exercises 
2. Balance 
3. Break dance basic movements
4. Basic classical technique 
5. Stretching 
6. Performance 
7. Basic street dance choreography 
8. Working with different levels in choreography
9. Working with different dynamics

10. Spacial awareness
The students are motivated by having to perform for a camera at the end of each class. The
course is very intensive, leaving no room for the participants to drop out.

Step 3: Combined
Using film to combine the art forms of music and dance in a music video: 
The students are going to gain basic knowledge of a media production. This includes working
with a plan, to produce and present texts, working with audio, still pictures, moving pictures, and
combinations in appropriate formats and standards for print and electronic media. The students
are going to learn how to use timely software and other technical equipment in a responsible
manner. The students are going to experience basic knowledge of software, Adobe Premiere
and Adobe Photoshop.

Aims
• Combining music and dance courses to create a combined expression: a music video
• To give the students a feeling of mastery early in the process
• Computer-based music composition:

-  To give the students the experience of working with a variety of music items  
-  To give the students computer and studio skills using professional studio software
(Cubase)
-  To give the students experience in all stages in the production of a CD

• Dance as teaching method:
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-  To give the students experience of several forms of dance
-  To produce a fully choreographed dance video
- To challenge the students to use their bodies to express themselves through music in a new way

• Combined: Film as teaching method to combine the art forms of music and dance in a music video:
- To give students experience in film production with topics such as theme/story,
storyboarding, filming, editing and printing
-  To give the students computer and studio skills using professional studio software (Adobe
Premiere or Final Cut Pro)
-  To give the students experience of all key stages of a DVD production
-  To give students experience in a combined music and dance expression

Guiding principles
• We help the students perform and document on a DVD of professional qualities to achieve

a sense of mastery
• The method can be used with students who do not share any languages

What is fixed in this methodology?
• The students must complete the “computer-based music composition” class and the “dance

as teaching method” class before he can do the “combined class”
• The students need computer software (Cubase and Final cut pro, or Adobe Premiere  Pro).
• The students needs a video camera
• It is important to have minimum number of lessons each week. If not the students can forget

the basic functions of the program. 3 hours 3 days a week works well

What is flexible in this methodology?
• The music style
• The musical arrangement
• The lyrics and language
• The choice of instruments
• The size of the group
• Dance style and choreography
• A choice in the style of expression within the film depending on the use of technical aids,

environment, etc

What equipment/technical aspects/space are required to deliver this method?
• Computer
• Music program (software, Cubase)
• Keyboard
• Microphone
• Video editing program (Final Cut Pro or Adobe Premiere)
• Video camera

What training and experience to the practitioners need in order to deliver the method?
• Higher education in music
• Higher education in dance
• Higher education in film
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• Video software skills
• Music software skills

What advice would you give to any practitioner wishing to use the method?
• Start simple to give the students a sense of achievement early in the process
• Feel free to Ask for advice on mail: torbjornrodal@vo-gronland.oslo.no (Gronland Adult

Learning Centre, Norway)

How does the method link with accreditation and other learning outcomes?
• Course certification from Gronland Adult Learning Centre

What are the progression routes for partecipants?
• Different schools of music where admission is based on auditioning (like Niss)
• Follow-up classes for released prisoners offered by the organisation “Wayback”
• Different evening classes at schools in Oslo
• Different dance schools like the Baardar Academy (requires audition)
• Different schools of film where admission is based on audition (like Niss)

4.4.2 NORTHERN IRELAND: the body as an instrument

Aims
• To develop an experimental and integrated approach to music and dance where each artistic

discipline feeds into the creative process of the other
• To encourage expressive movement/dance in an emotionally and physically safe working

environment, with an awareness of the cultural challenges this may pose. To encourage
freedom of expression in both dance and music

• To extend the existing range of music skills

Guiding principles
The body acts as an extension of the musical instrument, and as such affects the sound and
quality produced. Dance and music cannot be separated. Rhythm is the guiding, uniting force.

A short description of the method
• Physical warm up starts each session. Participants come together to play and dance at the

same time
• Movement work includes: stretching, yoga and breathing exercises, body parts isolations,

internal/external movement meditations, rhythm work, elemental dance, sharing and
demonstration of any established dance skills already practised. Exploratory expressive
dance with a focus on different rhythms and the natural elements of earth, air, fire and water

• Music work to include: improvisation of music to dance, musicians repertoire explored,
rhythm explored, different instruments explored. Exploratory expressive music

What is fixed in this method?
Working with movement and music. Everyone joins a movement session in the beginning of
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class, musicians and dancers alike.

What is flexible in this method?
Hopefully the bodies are flexible! The types of instruments used may vary. It is flexible whether
a dancer plays an instrument or not, or whether we work on one or more of the elements as a
stimulus. Stimuli for movement and sound may be different subjects, and or issues. It is flexible
whether or not performance comes out of the process.

What equipment/technical aspects/space are required to deliver this method?
Musical instruments of some description are required, maybe just a drum. A room with enough
space for all participants to lie down on the floor with space to stretch.

What training and experience do the teachers need in order to deliver this method?
No formal training for this method exists. Facilitators should be experienced Music and or
Drama/Dance/movement teachers. Experience in team teaching is an advantage, as is a good
working relationship with each other.

Any advice/tips to anybody wanting to use this method?
It's a good idea to have a formal structure, where the sessions follow a predictable pattern. A
'container' is needed when allowing freedom of expression. For example, a talking circle with
each participant having a minute to speak at the beginning and end of each session, a warm up
with stretching and body part isolations before expressive dance and music improvisation begins.

Any accreditation available for this method?
No

Any progression routes for the partecipants who completed this method? 
Just to continue moving and playing as much as possible. There are no official progression
routes, only practise and getting together with others to work.

4.4.3 ITALY: CETEC – European Centre of Theatre in Prison

The work that CETEC has been carrying out for more than ten years both in national and
European prisons and other social inclusion settings, has always been first and foremost based
on the personal experiences of the various participants (both artists and 'clients'). Slowly this
hard work on individual stories and on personal ‘character’ has become an artistic intervention
method, which we call 'Self-drama'. A verse from an old song, a childhood memory, a dream
never realized, can give life to the construction of a character or an idea for a "new" play script,
for this reason the use of different artistic media is important. In particular, the evocative force
of music is very stimulating for CETEC's work, as is movement and dance. 
In fact, over the years several projects have been developed with various dancers, musicians
and musical groups. CETEC has been collaborating with the "Gruppo della Trasgressione" the
Transgression group (www.trasgressione.net) for a few years in the prisons in San Vittore, and
most recently in the prisons Opera and Bollate, all of which are in the province of Milan. The
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group, founded and conducted by Angelo Aparo, a psychologist for the past thirty years in the
Ministry of Justice in San Vittore and refined musician, is working from the "imperfect stories"
told in the songs by Fabrizio De Andrè. Thanks to the Movable Barres project, CETEC is also
collaborating with the musical group of ex-inmates in Rebibbia 'Picked at Random', whose lyrics
are strongly connected to their lives which inmates have transformed into music with plenty of
self-irony and captivating musicality.  

Aims
• To create a bridge from 'inside to outside' trying to involve and introduce inmates to artistic

experiences in order to create learning opportunities and high quality artistic and theatrical
interventions

• To work towards individual 'self development' through artistic training
• To develop a network that puts various arts practitioners into contact with each other, using

their different methods and working inside the prisons with an ongoing exchange of 'good
practice.' 

Guiding principles
• To encourage interventions are most of all encounters between different people, with

different lives and experiences
• To ensure that the attention given and listening is fundamental for the group's expressive

development
• To use various artistic disciplines (theatre, music, writing, dance etc.)
• To maximum attention given to the artistic journey taken by participants

What is flexible in this methodology?
Since the self-drama work starts from the individual's own story, the main tool is listening to the
people participating in the educational arts project. After gathering the material, what follows is
the drama construction and the physical and musical score is then finalized culminating in a
theatrical-musical finale performance.  The aim is to try and follow the "desires" and the dynamics
of the group. Overall the CETEC interventions, in order to function, are necessarily flexible,
taking into consideration both group and individual needs.   

What equipment/technical aspects/space are required to deliver this method?
The main requirement is a dedicated area inside the prison. Normally the group has access to
some simple elements that can help with artistic creation (costume, set, masks and small
musical instruments, at times improvised from everyday objects, spoons, small percussions,
etc.)  

What training and experience to the practitioners need in order to deliver the method?
The CETEC artists are not educators but artists: actors, singers, musicians and writers who
have chosen to confront themselves through their arts practice with uncomfortable and marginal
situations, convinced that the encounters between different realities cannot do other than create
expressive and human wealth. Their training is mainly artistic, led by Donatella Massimilla,
director and playwright for more than 20 years experience in challenging contexts and prisons,
and with input from musicians to dancers, who are also learning to work together with
incarcerated people within integrated artistic groups.
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5.1  Thoughts on good practice
Donatella Massimilla, CETEC, Italy

Europe is vast and various, and during the Movable Barres transnational meetings and the visits
to prisons in the partner countries, the most evident experience has been the diversity of
organizational structures and the materials available for those who work inside the prisons and
for the prisoners themselves. Whilst Oslo Prison in Norway at first sight appears well-equipped
with computers and a high of level technological resources, Greek, Bulgarian and Italian prisons
are totally lacking in any of the support needed to create or teach music or dance. In these last
instances a process of “poor art” has been developed using basic instruments of various origins
and “inventing” alternative techniques and approaches. Therefore best practices cannot be
identified solely on the basis of available structures or technologies, especially if you want to
make them transferable, but on the interrelated human and social impact.
What I want to discuss here is how to identify the best activities carried out inside European
prisons, bearing in mind the following key elements:
• the particular circumstances of and materials provided by the prisons
• the ultimate aim of the Movable Barres project: to encourage the rehabilitation of prisoners

and the prevention of re-offending.

Art context - Detention context
The European scene is a broad one and each country involved in the Movable Barres project
has presented the problems but also the strengths of each particular and distinct artistic and
educational approach (see in particular Sections 3 & 4). It is clear that we must not lose this
comprehensive richness, on the contrary we must use it as a strength, underpinning the
potentials of such a varied continent, not only from an artistic and cultural point of view but also
an educational one. Over and beyond the artistic result of the final “product” in the different
experiences, the declared aim of the Movable Barres’ programme is to support the prisoner’s
rehabilitation. This aspect has obviously a strong influence on the choice of the artistic activities
in prison, which may not always be the most original or interesting from a creative point of view
but have certainly proved to be the most useful ones in the prevention of re-offending and from
the perspective of supporting future employment and social integration once the inmates leave
jail. Different approaches then, but similar objectives: reintegration, education, awakening,
culture. Each country with its special characteristics, conditioned by its specific culture, but
always taking into consideration another peculiarity of the countries involved: their multi-cultural
nature.

Educating through music & dance
Even more than theatre, which tends to be limited by the specific national language in which it
is performed, music and dance have, to all intents and purposes, a universal language, They are
therefore accessible to everybody and repeatable in different contexts. Especially inside prison,
where education levels, social class and ethnic origins can be so different, it is important to
make these distinctions a real strength. That is why music and dance, thanks to the above
characteristics, can  create opportunities to bring together, develop and involve the prisoners
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on a real educational pathway without them even realizing it. Educating through music and dance
can be done avoiding conventional methods, providing an alternative by encouraging prisoners
as partners in a collective growing artistic process. Education inside jail must be cooperative if
you want to avoid repeating on the “inside” models which failed “outside”.

The prisoner as centre of the creative process
It is clear that a major factor in determining the kind of interactive activities in this specialist
sector – that is inside prison - has to focus on the prisoner’s identity. This means that a purely
theoretical work method, is often ineffective when confronted with the strict reality and
conditions of prison life, whilst direct confrontation with the prisoners’ reality and identity often
produces authentic and valuable results, including from an artistic point of view. Of course that
suggests overturning the traditional roles of teacher and student and replacing them with the
creative force necessary for the delivery of disciplines such as music and dance.
Experience has proved that – both in prisons that are provided with good facilities as well as
those that are not – that the most efficient practices are the ones that start from the basis of a
clear educational plan, that is fixed and focused but still flexible enough to be modified and
applied on a step-by-step basis to reflect the individual prisoner’s reality. In this way prisoners
can go beyond the fixed limitations of the standard educational norms which define the prisoner
role towards the discovery of an inner self-consciousness and expression of self-identity. At
the same time the educator becomes more considerate of the prisoner’s expressive potential.
In this way the inmates, stripped of their “prisoner” role and changing into “a person”, can
apply the process of “auto-“ or “self-dramaturgy” through engaging with music and/or dance,
develop towards an artistic creative self, forsake externally-imposed incentives and discover
personal motivations.
This “method” of work, and especially the discovery of personal motives for engagement with
the individual as well as the group creative process, is demonstratively a highly effective one.
This method is distinguished by concentration and dedication, elements which once stimulated
can always be recalled and improved through discipline, technique, self-control as well as
through self-awareness and passion - all features that are energized in the workshop situation.

Individual work - Group work
Much reference has been made to improvements in awareness and technique but it is also
important to be conscious of the importance that group work and the socialisation process can
have. The most effective experiences are activities with medium-sized to small teams, especially
teams that work on creating a “fraternity” amongst the participants and a sense of coherence
in the creative activities of the workshop. This approach is basic. In those detention institutes
with very few collective activities, it is also a way for prisoners to meet one another and an
encouragement for the creation of a sense of togetherness, interaction and collaboration. Both
dance and music encourage collaboration involving all human resources and the organisation of
separate specialities between different work elements, such as creative and technical. Indeed
these disciplines help to evolve a sense of complicity and create interaction through collective
activities, without overlooking the individual’s needs or capabilities.
Nevertheless the main concern is to sensitise and open up the individual to the “other” qualities
that are fundamental in the non-formal education process and to provide positive motivation for
confronting their perception of the “outside world”. On the other hand, collaboration and
interaction are successful ways of achieving a further important aim. Given the multi-ethnic
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character of most European prisons, this approach encourages a more open and positive
disposition towards intercultural education.

The intercultural approach
Again more than theatre, music and dance are artistic forms that have enormous special
educational and technical potential through non-verbal expression. In European prisons, where
a multi-ethnic population is the normal condition, because of the impact of emigration and the
different languages that are spoken, utilising an artistic non-verbal process becomes essential.
The obstacle that the use of different languages raises can be resolved through the use of
dance and music. Though they are both complex artistic “idioms”, they can communicate with
everyone individually, who in turn can relate to them directly.
The most interesting experiences identified by the project prove that the intercultural approach
was very successful, involving all individuals by engaging them through both their personal
background and individual means of expression. Experiences like that also prove valuable by
offering people instruments for their rehabilitation in their social context, once they are released
from prison.

5.2  An interview with Caught by Chance

The musical theatre project "Presi per Caso" (www.presipercaso.it) was created in 2004 by
some ex-prisoners, who having served their time, decided to initiate a dialogue about prison
communication in a society of free people through the most immediate form of art - music.
Supported by CETEC and Movable Barres, they embarked on their 2010 THE JAIL TOUR
representing a kind of musical reunion inside the walls, a festive time of reflection and
commitment to changing prison conditions. They have already received offers to perform in a
number of Italian prisons - Bollate in Milan, Porto Azzurro and Gorgona in Tuscany, Palmi in
Calabria, Agrigento in Sicily and in Rome and Lazio – and created a wonderful impression at the
final Movable Barres meeting in Belfas in September 2010t, performing both “inside” to inmates
of Maghaberry Prison and “outside” to the conference delegates.

Why does a group of people in detention decide to start playing music? How much time and
what kind of space was given to you in the prison, in order to rehearse your music?
One does it to “escape”. We hadn’t succeeded in introducing into jail files to cut the bars, so
we tried to escape mentally through music. Fortunately the director of Rebbia Prison during that
time was a person very sensitive to music, art and theatre,  and so accepted our proposal to
transform an empty cell into a music studio for our rehearsals. The rest was prganised by our
relatives and some volunteers, all from the “outside” world, so that we were provided with some
old instruments. Every day we were allowed to use our three hours of recreation to harness our
positive energies to  by-pass the inactiveness and degradation enforced by the prison regime.
But I think that during that time our next cell-neighbours had a very different opinion!

Then you went “outside”. How did that experience affect you?
It was a bit like the head count after a battle: there were survivors and victims. There were a lot
of “missing” persons at the end. The moment of exit, the moment that “post-prison arrival” is
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a very delicate moment, very important and also tragic for people that had been in prison. It has
been identified out that during the first 40 days after one is out everything is in doubt, all your
life is at risk. During these days the lack of work, of occupation, of family unity can push
somebody to repeat the same mistakes and even sometimes put an end to it all. That is why it
is extremely important to put a lot of attention into this very particular period. I remember that
during that period I wrote a theatre play (Radiobugliolo), a tragi-comic story about 24 hours in
a cell. I also composed some songs. I was counting on about 30 companions getting involved,
but in the end I could get only twelve. We made our debut in 2004 in Teatro 7 in Rome and
were immediately sold-out for 50 performances.

What is your mission now?
To try to understand, through music, theatre, art, how a dialogue is possible between the realities
of being "outside" and "inside".  Today these two realities are held as mutually separate and
isolated from one another. In the middle there are lots of rumours and bogus information. If you
want to try and resolve social problems, such as the recurrence of crimes and exclusion, you
must talk to the two hemispheres "close up ".

Currently you have 3 “prison” musicals running (Radiobugliolo, Delinquenti, Recidivo
Recital) all written and performed by you, plus 3 CDs, various concerts, a video-clip, a new
Syd Barret Project. But the artistic project "Presi per Caso" is much more. What kind of
interaction do you think there is between music and theatre and how much do you think it
influences your work? How theatrical are you when you're telling stories through music?
We're mainly interested in communicating. Communicating our reality, in order to open a small
gap between “in” and “out”. Art is absolutely, the best means of communication existing which
can achieve this. If you only use dialogue with words, without thinking, everything can become
a purely egoistical and closed way of reflecting your situation. On the other hand, music, gags,
the theatrical “game” can become a more immediate communication vehicle, open and really
able to help people meet each other, bring them close and more attentive. Basically it favours
understanding.

And during the shows?
We've been given the credit for transforming tragic, dark and miserable situations, ordinary
experiences in jail, into in an explosion of hilarious gags, but at the same time  really getting the
message across. Songs like “Cristo Gospel” (Gospel of Christ), “Tottì”, “Se fossi 'n guirty” ,
“La macchina del capo” (The Boss' Car) - all have tragic content, and show horrible problems
present in jail conditions, yet they have you laughing your head off. They are easily understood.
People like them. The spectator tends to forget about their own problems. They are become
more objective. If you make them laugh, they will certainly be more involved,

Art is communicating something about yourself and your own experience to others. Has your
past had an influence on people? And has it influenced your relationship with art?
Our first “full houses” in theatre came about in 2004 during our “Radiobugliolo” show. The first
thing we showed to the outside world. We're convinced that initially the attention given to us
was quite morbid. The audience came to see the prisoners, their faces. They tried to ignore
their past lives. Yet, after a bit, they understood that this group was performing art, they had
ideas, they were able to communicate, involve others. They started to get excited about our
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scenes, our songs. A popular newspaper then wrote: “It's the most incredible musical theatre
company in the world”.

Where does the "Presi per Caso" group want to be in the future?
On a Utopian level the objective is this: In about thirty years time a guy finds our song Scacchi
nel cielo o Cristo Gospel (Chess in the Sky or the Gospel of Christ), he listens to it a couple of
times and says to himself: these guys - what were they talking about? Jail? What's that?

5.3  The Academy (Dance United)

Outline
Developed and delivered by Dance United, the Academy is an intensive, alternative learning
programme designed to engage, and to reframe the attitudes and behaviour of, young offenders
and those at risk of offending through dance in a community-based setting. Located in its own
purpose-built studio facilities in Bradford, the Academy accommodates referrals from a variety
of agencies and institutions, both locally and in the wider West Yorkshire region. The Academy
grew out of Dance United’s work in prisons, which has focused on young people (15-17 year
olds), young adults (18-20 year olds) and women prisoners. In 2002, the Dance Department of
Arts Council England invited the company to apply to be one of six companies to take part in
Dance Included, an action research project on good practice in dance and social exclusion. The
company contributed an eight-week project at HMYOI Wetherby (a male young offenders’
institution), in Yorkshire, which
incorporated the accreditation of participants’ achievement of basic and key skills. This
experience seeded the idea of a longer, accredited, dance-training programme for young
offenders.

Programme 
The Academy programme runs for 12 weeks, during which participants work a 25-hour, five-day
week. Each cohort comprises a three-week performance project culminating in a live,
professionally staged public production. Participants then embark on a differentiated programme
of activities incorporating wider educational outcomes within the dance-led curriculum. Drawing
on a practice methodology developed from the company’s earlier prison-based work, the primary
emphasis of the Academy programme is on quality and excellence. Participants are treated as
trainee professional dance artists who must adhere to a number of absolute principles and
routines. The fully appointed, purpose-built Academy venue is seen as a vital foundation of the
programme. 

Outcomes
There is convincing evidence that the Academy has made a major positive impact on participants
and that this has transferred into other areas of their lives. The programme has successfully
engaged a constituency that is largely alienated from formal learning, imparting measurable
increases in confidence and self-awareness, communication and coping skills, flexible thinking
and self-control. These have fed through into a willingness to take up or re-engage with
educational and employment pathways, improved personal and family relationships and a
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reduced risk of re-offending. In terms of the bottom line, the indications are that actual recidivism
rates for Academy participants are considerably lower than among the general population of
young offenders on community orders.

Process
Dance as both context and mechanism is crucial to the way change is brought about. The
Academy demands professional standards of discipline and performance while providing a high
quality environment in which individuals are supported, given respect and treated on their
merits. Participants’ learning is informed by a number of non-verbal, dance-mediated
processes, which work to bring about wider changes in attitude and behaviour. These include
the mental discipline and bodily control encapsulated in ‘focus’ and the development of
‘embodied confidence’. The public performance dimension of the programme creates both a
pressure that generates co-operation and responsibility and a sense of achievement, which in
turn sponsors ambition.

Issues
Recruitment and initial retention rates continue to cause concerns, both internally and for some
partners. A connected issue here is the phasing of the Academy programme, with sharp
increases in learning outcome scores associated with the initial three-week performance project
giving way to a post-performance reaction and more qualified patterns of change thereafter. As
a result, the youth offending teams have suggested that a more flexible programme model might
further increase the effectiveness of the Academy for their clients but there are contradictory
indicators on this in the current evidence base and recent amendments to the programme have
considerably reduced the post-performance effect. The future development of the Academy
research and evaluation project will include more work on the dynamics of the programme,
including the question of disengagement. 

REACTIONS

‘They’re so lacking in self-belief and self-confidence in any formal setting. Not in their world –
there they’re quite loud, gobby even. But it doesn’t serve them well in the outside world. Their
whole language, verbally and the way they present to the public, their body language, is very
aggressive, not socially acceptable. Using the physical side, using it to take control over their
bodies, learning to be still and to focus is a huge learning point, which enables them to
communicate with the rest of the world … ‘In pure terms, the dance gives them status,
recognition. Normally they’re just related
to as villains.’

Paul O’Hara, Bradford Youth Offending Team Manager

‘The idea of a performance after three weeks in front of an audience seemed ridiculous to us
up front, yet they do it. It gives them a massive buzz and sense of achievement, which is
fantastic because that can’t come very often in their lives. But the other messages are central
to it: to dance well they have to be fit and eat well, they can’t turn up drunk and taking drugs,
they’re part of a team and can’t let people down, they have to be disciplined and follow
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instructions. They need to think about all these things and do something about it. But you don’t
need to sit them down in a class or workshop and tell them. It’s implicit. Clear and necessary
without the need to spell it out.’

Jim Hopkinson, Head of Leeds Youth Offending Service

‘I believe that the Academy dance project makes a significant contribution in changing the
offending behaviour of the selected participants. I also believe that this unusual and controversial
project uses dance – an unfamiliar medium in this context – to allow these young offenders to
achieve a relatively high level of competence in a short time. This motivational force seems to
open the door to permanent changes in lifestyle for these young people. The beneficial effects
are self evident in the individuals, they look healthier, they present themselves in a more
confident manner, and they are proud of their achievements and new qualifications. And seem
to want to re-engage with society.’

A magistrate, member of the Bradford Bench

‘the whole Dance United experience has had a significant impact on the future of all twelve
residents who have attended so far…The participants feel they have more reason to believe in
themselves and have more drive and determination to achieve their goals’. 

Charlotte Harker, Education Manager at Askham Grange Prison,

‘They get much more self-confident, their interpersonal skills improve. Their outlook improves.
It’s a very positive experience, there’s not one that hasn’t had a positive experience. It’s little
steps, they improve as the course goes on.They become totally different ’ 

Caroline Senior, Regimes Manager at HMYOI Wetherby

‘it’s amazing, I’ve seen a real change in him. Just his general confidence, and the way he talks
to people. He used to just sit upstairs on his own on his computer every night…it’s amazing that
he can stand up there in front of this many people and do something like this. Without even
having had a drink!’.

Mother of Shane, 16-year old male participant

‘(I’ve) come out of myself in a way that has surprised even me’.
Suzanne, 19 year-old female participant 

Extracts from a “Report on Outcomes for Participants” (June 2006-June 2008), by Andrew Miles with
Paul Strauss [ESRC Centre for Research on Socio-cultural Change, University of Manchester] – full report
on Movable Barres website
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ACADEMY FOR LONDON

In autumn 2010 Dance launched a second Academy in London. In its introduction to the first
performance by its students it stated:

“Currently 2.7 million young people are Not in Employment, Education or Training (NEET) and
can face a life of marginalisation.  Dance United offers an original and highly successful approach
to transforming young lives whilst advancing the arts. Its programmes:

• reach the hardest to reach young people
• reduce youths in custody and improve NEET rates (in line with government priorities)
• achieve a measurable social return on investment

Independent evaluation of its work in Bradford has revealed that Dance United:

• reduced young people reoffending by 50%
• boosted the self-esteem and decreased NEET rates of young people and potentially
saved society £400,000 in one year

…All of the young people at the Academy are NEET and some are on the programme as an
alternative to custody.  This performance, three weeks into their 12-week programme, will show
what can be achieved through the discipline, rigour and inspiration of professional dance.”

5.4  The making of MB’s songs
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5.4  The making of MB's songs

The story of The Movable Barres Blues
by Alan Clarke, The Manchester College

“As I lie in my cold prison cell
And think of all the deeds I have done

Of the stories and tales I could tell
Of how to this place I’ve come …”

It is a key principle of all the prison arts projects organised by the Offender Learning Directorate
of The Manchester College that prisoners and ex-prisoners should be actively involved in our
activities. Thus the logo of the Movable Barres project was designed by an inmate of Oslo
Prison, following a competition involving prisons in the partner countries.

“In this place without laughter or hope
I dread the future might bring,

And a lump rises up in my throat
As I begin to sing.”

For a project involving music and dance in prisons, it seemed appropriate that it also had its own
song. The idea was suggested at the first meeting in Manchester but no-one took it up.

CHORUS
“These bars that won’t let me go
These bars that won’t let me by
One day they’ll melt like snow

And I’ll sing and I’ll dance and I’ll fly.”

Following our successful conference in Denmark in June 2009, a few Movable Barres partners
took a canal boat trip round Copenhagen. During it I got the idea for a song and wrote down a
few words. Back in England I tidied them up and circulated them to the other partners. The
response to my lyrics was generally positive but for a couple of months I didn’t hear anything
more.

“And I think of the people I’ve harmed
And never ‘xpressed regret

And I know that I’ll never be calm
Until I can repay my debt …”

Then Marty Rowlands, the music teacher at Maghaberry Prison in Belfast, contacted me, saying
that he’d given my lyrics to his students – long-term prisoners who’d formed their own band –
and they’d put them to music.
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“And my fingers and toes start to move,
My body ‘gins to sway,

And I know I have something to prove
As I dance in this way.”

A few weeks later I visited Maghaberry Prison as part of another project, and whilst I was there –
before an audience of European visitors, prison officers and fellow inmates – the Maghaberry Heavy
Whackers gave their first performance of the Movable Barres Blues. It was very well received!

CHORUS
“These bars that won’t let me go
These bars that won’t let me by
One day they’ll melt like snow

And I’ll sing and I’ll dance and I’ll fly.”

Soon after, Marty sent me a recording of the song and I distributed it to the other partners. It
was also put onto the MB website.  I even sent copies to friends in lieu of Christmas cards.

“But one day I’ll be free from this cell,
One day I’ve served my time,

Though the number they gave me will tell
I’m never free of my crime ..”

Unfortunately, the day after they recorded the MB Blues and some other songs they had
created, the members of the Maghaberry Heavy Whackers were split up and sent to different
Northern Irish prisons, effectively ending their collaboration. However, their recording has been
submitted as an entry for the prestigious UK Koestler Award and was played at the end of a
prestigious Prison Education Conference in Budapest, organised by the European Commission.

“Not free – but the pain will recede
My life  begins to repair

And I’ll show others how much we all need 
Song and dance in the air.”

During our Greek meeting in April 2010 Marty asked me to sing the MB Blues during a musical
evening. The next day young offenders at the Avlona Prison School gave us a concert and in
return I sang the MB Blues accompanied by partners from Greece, Ireland and Denmark. It
went down really well and since then I have sung it in Liverpool, Oslo and Florence. The latest
performance was during the Belfast meeting in September 2010, accompanied by members of
the original band. A fitting occasion!

CHORUS
“These bars that won’t let us go
These bars that won’t let us by
One day they’ll melt like snow

And we’ll sing and we’ll dance and we’ll fly.”
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5.4.1 Writing the tracks for the album ‘Week 24’

Result of a week-long workshop exchange between
MUSIC IN PRISONS, UK, and SONDER OMME PRISON, DENMARK

CARINA

Stars alight what I see
And I know that girl is gonna be mine
When I sing to the stars about my girl

Then I know that she has changed my world

But Carina, when I cry myself to sleep
Oh Carina, you are everything I need

Tears running from my chin
And I know that my life can come to an end

When the star is falling from the sky
Then I know this love is in the mind

But Carina, when I cry myself to sleep
Oh Carina, you are everything I need

Time is running fine
And I know this time is going to be mine

Love is floating in my wings
And I know that I gotta chance to play it again

The musical and lyrical ideas for all the tracks on WEEK 24 came from various members of the
group. There was a prolific songwriter amongst them so a couple of the songs were quite well
structured to begin with though they were presented to us with incomplete lyrics and only some
of the guitar chords. On occasions there was a verse idea which needed a chorus and a bridge,
on another occasion there was a chorus which needed several verses. 

WALKING IN THE DESERT SUN

When I’m walking in the desert sun
With a mind put it on a girl

I don’t feel so much that I get brought down
Cos I really love my girl

When I’m walking under the desert sun
With no direction home
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I don’t know where my life begun
But I’m thinking I might go back home

Once the initial idea had been presented to the group in its raw form, it was down to the project
leaders to quickly assess the possibilities for involving as many people as possible in the song,
all the time making sure the original creator was happy with the way things were going. If at any
point the composer had said that he felt it was too loud, too busy or too repetitive then the
project leaders would have gone back to address this. The first instruments added were
invariably the drum kit and the bass. When the players had learned their parts they were
encouraged to play them over and over again to gain familiarity whilst at the same time giving
the rest of the group a solid foundation from which to work out complimentary parts on their own
instruments, maybe a keyboard line or a guitar solo. 

A CHILD IS BORN

A child is born
I’m gonna be a father

And I’m so proud
I’m gonna go treat her

Her face is smiling
Right back to me

Something inside me
Is pleasing me

But when I sleep
My girl keep growing
The way she moves

Your man keep on talking

I love you so much

My love, I’ve got you in my dreams
I think about you all the time

You see my point of view
And I hope your dreams come true

You’re in my dreams in my life you are here
I just wanna tell that you’re here

I don’t know if you’re gonna make it
If you’ll die or gonna be strong

I just hope we’re all gonna get along
That’s my point of view,
I wanna try to tell you

I hope that your dreams, they come true
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The project team had to take time and care making sure that each of the participants was given
something they could achieve yet still challenged them.  Many had never played instruments
before so another challenge was combining the men with existing musical skills with those who
were new to the process. With music it is not that difficult to combine these elements as you
can invariably give good players new and more complex things to learn whilst at the same time
giving the beginners something musically satisfying and effective. In time, all the parts were
combined and modified until the players and the composer was happy and confident with the
outcome.

SONDER OMME BLUES
(translated from Danish original)

At a spot here in Jutland where the grain grows
I have ended up far away from my mom and my dad

I just wish I could walk away
The smell of manure I do not like

Down at the depot there is a “hot chick”
With a pipe in her mouth she hands me a duvet

The blue uniforms, they are keeping an eye on me
I know it is their job but to me it is just a game

Freedom awaits, soon I can walk away
It is over; I am leaving with all my stuff
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6.1   Reflections on the future
by Alan Clarke, The Manchester College

From its conception Movable Barres was not envisaged as an isolated project, any more than
music & dance are seen as isolated from the other arts in offender learning. The project built
directly on the experiences of two previous European-funded projects, PAN European Prison
Arts Network and The Will to Dream (W2D), promoting theatre & drama in prisons. In fact,
alongside The Manchester College’s coordination of all three projects, Sonder Omme and Oslo
prisons were partners in PAN, whilst Sally Elsbury and the Prison Arts Foundation were active
in W2D. Given that PAN has now been incorporated into the European Prison Education
Association (EPEA), the largest representative organisation of teachers working in offender
learning in Europe and beyond, arts activities in prisons are guaranteed to receive long-term
support, whether by promoting them through PAN’s website and publications or featuring them
in its regular meetings and conferences. The PAN travelling exhibition for example has already
been featured at international events in Denmark, Budapest and Amsterdam and is destined for
Manchester in 2011.
The outcomes of Movable Barres and the related European arts projects will also be
disseminated through partner involvement in other European initiatives, including Art & Culture
in Prison, coordinated by the Fondazione Michelucci in Florence, and ART-ILLERY, promoting
arts in education (including in prisons), lead by the Latvia Culture College. Many of the partners
are also involved in Out Take, a proposed project supporting film & video in European prisons.
Given the overall tightening of national budgets, particularly harsh both on prison education and
the arts in general, European funding still presents a feasible and attractive way of continuing
transnational collaborations in this area, especially within the Grundtvig arm of the EC’s Life
Long Learning Programme, which has a long tradition of support for prison education initiatives..
More specific interventions are needed, however, if the impetus provided by Movable Barres
is to be continued. The research undertaken as part of the project (see Section 2) confirms
some of the main obstacles facing the implementation of arts provision in European prisons,
including music and dance:

• How to convince the authorities that the arts are an essential aspect of prison life?
• How to ensure a sufficient level of funding to maintain ongoing arts provision in prisons?
• How to ensure that the arts become a regular part of prison life?
• How to ensure that sufficient space, equipment and time are available to support such

activities? 
• How to ensure closer cooperation between educators, therapists and artists involved in

prisons arts?
• How to promote arts in countries with limited experience or traditions of using arts in a prison

context?
• How to help those involved in prison arts to share their experiences, expertise and

approaches in a beneficial way?
• How can those delivering arts in prisons receive appropriate support and training to be

effective?
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Some of the specific issues relating to music and dance are:

MUSIC
• How to ensure the availability of sufficient musical instruments?
• How to encourage prisons to make electronic equipment available?
• How to ensure that computers are fitted with the right soft-ware?
• How to ensure that prisoners have sufficient time with instruments and equipment for

composing, rehearsing and creating music?
• How to ensure that the same of group of prisoners are available to participate in choirs and

orchestras?

DANCE
• How to ensure that suitable spaces and time slots are available for dance activities?
• How to overcome the reluctance of many male prisoners to participate in dance?
• How to ensure that the same of group of prisoners are available to participate in dance

performances?
• How to ensure that there are suitably qualified professionals artists with experience of

working with prisoners?

Possible steps forward
1. The first thing is to convince the prison authorities that music and dance activities can have

a positive impact on their inmates. The Bulgarian music workshop (see 3.5 above) is a
wonderful example of what can be achieved simply by organising a practical activity within a
prison, where the prison staff can witness for themselves the benefits of such inputs. It
would, however, not have happened without the presence of experienced teachers from
other countries, linking up with local prison staff and artists. This is a possible blueprint for
encouraging arts activities in centres and countries where they are not currently accepted.

2. Once such activities are established, it is important that prisons understand the importance
of imbedding them into the daily life of the inmates, so that the one-off impact can be
extended and the knock-on effects, including on attitudes to education and training, can be
deepened. Given that many of the arts activities are organised as part of education and
therapy programmes, it is important that those working in these areas are convinced of the
importance of the arts in their work. Where this happens, such as in the Prison School in
Avlona, Greece, in Oslo Prison in Norway and increasingly in Sdr Omme Open Prison in
Denmark, the benefits can be enormous.

3. Links with local and national artists and arts groups can help this process, particularly
through regular performances and workshops. The week-long workshops organised by
Music in Prisons in England (see 4.2.1) are extremely effective and popular, as are the various
interventions by CETEC, particularly through its close links with therapy programmes in Italian
jails. In a wider context, the Academies organised by Dance United (5.3) use dance to
support vulnerable sections of English society, including juveniles and ex-offenders.

4. Unfortunately, in a period of financial stringency, such as that we are currently experiencing,
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the arts are amongst the first to feel the negative effects of a recession, especially in prisons.
The funding for outside groups suffers and even in prisons where the arts are imbedded the
effects of staff and budget cuts is detrimental. Official support is particularly crucial in this
situation, especially through the external education and arts providers who are possibly in
a better position to keep the prison arts impetus going. Legally The Manchester College has
to maintain a strong level of educational provision to the two-thirds of English prisons under
its remit, and is committed to retaining a high level of arts input. The Prison Arts Foundation
in Belfast, an independent charity which organises the arts provision in Northern Ireland’s
prisons, is also able to continue its progressive programme of stimulating arts amongst
Northern Irish inmates despite a reduced budget. 

5. Internationally the PAN European Network, linked to the influential European Prison
Education Association, provides an important contact point for those involved in the arts in
prisons. Those working in this area can feel very isolated and there have been numerous
examples of those engaged in offender learning from Europe and beyond finding huge
encouragement from connecting with others in similar situations. The PAN website and on-
line journal offer a forum for information and discussion, and the opportunities for face-to-face
contact through PAN conferences and other events provide not only encouragement but
opportunities for wider networking and collaborations. 

6.2  Further thoughts
by Sara Lee, Music in Prisons

There have been discussions concerning possible ways of extending the life of the Movable
Barres project. One of these involves taking the written methodologies created over the 2 year
life of the project and putting them into practice beyond the country of their origin. The initial idea
involves selecting a group of music and dance practitioners from Denmark and Norway to attend
a skills development course run by Music in Prisons and Dance United in England  

The training courses for music and dance will be separate, both aiming to explore how to deliver
the written methodologies through effective creative practice. The groups will then combine to
run a joint project in England which will further explore music and dance but this time in
combination. The practitioners and, it is hoped, the trainers from Music in Prisons and Dance
United will then return to Denmark and Norway to put the training into practice with groups of
prisoners in selected prisons. 

The lasting legacy will be the music and dance practitioners from Denmark and Norway
continuing this work in prisons and, if appropriate, other community interventions in their
respective countries. This idea is totally dependent on securing further funding, individual
schedules, availability of artists and proper resourcing and management.
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This publication reflects the views only of the consortium, and the Commission cannot be held responsible
for any use which may be made of the information contained therein.

Copyrights for the items in this publication lie with the Movable Barres project
through the European Commission or where appropriate with the individual contributors.
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