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Abstract:	
  

Abstract:	
  (for	
  TDX)	
  

A	
  descriptive,	
  cross-­‐section	
  research	
  into	
  the	
  methodology	
  of	
  ten	
  community	
  artists	
  working	
  to	
  
reconcile	
  communities. The	
  research	
  hypothesis	
  was	
  that	
  the	
  success	
  of	
  community	
  art	
  projects	
  is	
  
rooted	
  in	
  an	
  artistic	
  methodology	
  and	
  in	
  order	
  to	
  research	
  it	
  10	
  case	
  studies	
  were	
  investigated.	
  	
  
However,	
  the	
  research	
  discovered	
  that	
  the	
  success	
  of	
  community	
  art	
  depends	
  on	
  the	
  artist’s	
  ability	
  to	
  
engage	
  with	
  two	
  main	
  factors:	
  “artistic	
  methodology”	
  and	
  “socio-­‐organizational	
  parameters”.	
  “Artistic	
  
methodology”	
  is	
  the	
  definition	
  of	
  the	
  artist’s	
  methodology	
  and	
  personal	
  ideology,	
  which	
  must	
  be	
  
directly	
  related	
  and	
  suited	
  to	
  the	
  specific	
  community	
  involved.	
  “Socio-­‐organizational	
  parameters”	
  are	
  
the	
  organizational	
  frameworks	
  established,	
  mainly	
  depending	
  on	
  the	
  artist’s	
  ability	
  to	
  form	
  partnerships,	
  
and	
  kind	
  of	
  relationships	
  formed	
  among	
  the	
  organization’s	
  staff.	
  	
  The	
  research	
  findings	
  can	
  be	
  applied	
  as	
  
working	
  tool	
  for	
  those	
  wishing	
  to	
  carry	
  out	
  community	
  art	
  programs	
  so	
  as	
  to	
  encourage	
  reconciliation.	
  
	
  
Español	
  (150	
  words)	
  
	
  
Estudio	
  descriptivo,	
  la	
  muestra	
  representativa	
  investiga	
  la	
  metodología	
  de	
  diez	
  artistas	
  de	
  la	
  comunidad	
  
trabajando	
  por	
  reconciliar	
  comunidades.	
  La	
  hipótesis	
  de	
  trabajo	
  fue	
  que	
  el	
  éxito	
  de	
  proyectos	
  de	
  arte	
  
comunitario	
  radica	
  en	
  una	
  metodología	
  artistica,	
  a	
  fin	
  de	
  estudiarlo	
  10	
  casos	
  fueron	
  investigados.	
  El	
  
estudio	
  arrojó	
  que	
  el	
  éxito	
  del	
  arte	
  comunitario	
  depende	
  de	
  la	
  habilidad	
  del	
  artista	
  para	
  relacionarse	
  
principalmente	
  con	
  dos	
  factores:	
  “Metodología	
  Artística”	
  y	
  “Parámetros	
  socio-­‐organizacionales”.	
  
“Metodología	
  Artística”	
  definición	
  de	
  la	
  metodología	
  del	
  artista	
  y	
  su	
  ideología	
  personal,	
  debe	
  ser	
  
directamente	
  relacionada	
  y	
  adecuada	
  a	
  la	
  comunidad	
  específica	
  implicada.	
  “Parámetros	
  socio-­‐
organizacionales”	
  marcos	
  de	
  organización	
  establecidos,	
  principalmente	
  en	
  función	
  de	
  la	
  capacidad	
  del	
  
artista	
  para	
  formar	
  alianzas,	
  y	
  el	
  tipo	
  de	
  relaciones	
  formadas	
  entre	
  el	
  personal	
  de	
  la	
  organización.	
  Los	
  
resultados	
  pueden	
  ser	
  aplicados	
  como	
  herramienta	
  de	
  trabajo	
  por	
  aquellos	
  que	
  desean	
  llevar	
  a	
  cabo	
  
programas	
  de	
  arte	
  comunitario	
  con	
  el	
  fin	
  de	
  alentar	
  a	
  la	
  reconciliación.	
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Abstract:	
  

Art	
  has	
  to	
  do	
  with	
  artists,	
  their	
  ideas,	
  visions	
  and	
  artistic	
  methodology.	
  Community	
  Art	
  is	
  a	
  situation	
  
where	
  a	
  group	
  of	
  people	
  works	
  under	
  the	
  leadership	
  of	
  an	
  artist	
  to	
  create	
  art.	
  My	
  interest	
  in	
  
community	
  art	
  begun	
  some	
  15	
  years	
  ago,	
  when	
  I	
  led	
  a	
  series	
  of	
  community	
  art	
  projects	
  in	
  Mtizpe-­‐
Ramon,	
  a	
  remote	
  new	
  immigrants	
  township	
  situated	
  in	
  the	
  Negev	
  desert	
  on	
  the	
  edge	
  of	
  the	
  Ramon	
  
crater.	
  Starting	
  there,	
  my	
  initial	
  research	
  hypothesis	
  has	
  been	
  that	
  the	
  success	
  of	
  a	
  community	
  art	
  
project	
  is	
  rooted	
  solely	
  in	
  its	
  artistic	
  methodology	
  and	
  its	
  appropriate	
  application.	
  However	
  during	
  my	
  
work,	
  I	
  began	
  sensing	
  that	
  there	
  is	
  something	
  else	
  there,	
  hidden	
  to	
  an	
  outsider's	
  eye.	
  This	
  led	
  me	
  into	
  
the	
  present	
  research	
  project,	
  in	
  which	
  10	
  case	
  studies	
  were	
  investigated.	
  	
  This	
  research,	
  conducted	
  
during	
  the	
  last	
  7	
  years,	
  led	
  me	
  to	
  discover	
  that	
  there	
  exists	
  other	
  parameters	
  of	
  success	
  of	
  community	
  
art	
  projects	
  which	
  I	
  call:	
  "socio-­‐organizational	
  parameters".	
  It	
  is	
  the	
  successful	
  combination	
  of	
  these	
  
two	
  sets	
  of	
  parameters	
  in	
  a	
  community	
  art	
  project	
  upon	
  which	
  its	
  good	
  results	
  hinge.	
  Ten	
  case	
  studies	
  
were	
  investigated.	
  	
  I	
  discovered	
  that	
  the	
  success	
  of	
  community	
  art	
  depends	
  on	
  the	
  artist’s	
  ability	
  to	
  
engage	
  with	
  these	
  two	
  main	
  factors:	
  “artistic	
  methodology”	
  and	
  “socio-­‐organizational	
  parameters”.	
  
“Artistic	
  methodology”	
  is	
  the	
  artist’s	
  methodology	
  and	
  personal	
  ideology,	
  style	
  and	
  ethos,	
  which	
  must	
  
be	
  directly	
  related,	
  suited	
  and	
  accessed	
  to	
  the	
  specific	
  community	
  involved.	
  “Socio-­‐organizational	
  
parameters”	
  are	
  the	
  organizational	
  and	
  personal	
  frameworks	
  established,	
  mainly	
  depending	
  on	
  the	
  
artist’s	
  ability	
  to	
  form	
  partnerships,	
  and	
  a	
  special	
  kind	
  of	
  personal	
  relationships,	
  indeed	
  friendships	
  
and	
  affiliations	
  formed	
  among	
  the	
  organization’s	
  staff.	
  	
  The	
  research	
  findings	
  can	
  be	
  applied	
  as	
  a	
  
working	
  tool	
  for	
  those	
  wishing	
  to	
  carry	
  out	
  community	
  art	
  programs	
  so	
  as	
  to	
  encourage	
  reconciliation.	
  

A	
  descriptive,	
  cross-­‐sectional	
  research	
  into	
  the	
  methodology	
  of	
  ten	
  community	
  artists	
  working	
  to	
  
reconcile	
  communities.	
  
	
  

Castellano	
  
El	
  arte	
  tiene	
  que	
  ver	
  con	
  los	
  artistas,	
  sus	
  ideas,	
  visiones	
  y	
  metodología	
  artística.	
  El	
  arte	
  comunitario	
  es	
  
una	
  situación	
  en	
  la	
  que	
  un	
  grupo	
  de	
  personas	
  trabaja	
  bajo	
  el	
  liderazgo	
  de	
  un	
  artista	
  para	
  crear	
  arte.	
  Mi	
  
interés	
  en	
  el	
  arte	
  comunitario	
  comenzó	
  unos	
  15	
  años	
  atrás,	
  cuando	
  dirigí	
  una	
  serie	
  de	
  proyectos	
  de	
  
arte	
  comunitario	
  en	
  Mitzpe	
  Ramon,	
  un	
  municipio	
  remoto	
  de	
  nuevos	
  inmigrantes,	
  situado	
  en	
  el	
  
desierto	
  del	
  Néguev	
  en	
  el	
  borde	
  del	
  cráter	
  Ramon.	
  A	
  partir	
  de	
  ahí,	
  mi	
  hipótesis	
  de	
  investigación	
  inicial	
  
ha	
  sido	
  que	
  el	
  éxito	
  de	
  los	
  proyectos	
  de	
  arte	
  comunitario,	
  está	
  basado	
  únicamente	
  en	
  su	
  metodología	
  
artística	
  y	
  su	
  aplicación	
  adecuada.	
  Sin	
  embargo	
  durante	
  mi	
  trabajo,	
  empecé	
  detectando	
  que	
  hay	
  algo	
  
más	
  allá,	
  oculto	
  a	
  los	
  ojos	
  del	
  extraño.	
  Ésto	
  me	
  llevó	
  al	
  presente	
  proyecto	
  de	
  investigación,	
  en	
  el	
  cual	
  
10	
  casos	
  de	
  estudio	
  fueron	
  investigados.	
  Ésta	
  investigación,	
  realizada	
  durante	
  los	
  últimos	
  7	
  años,	
  me	
  
llevó	
  a	
  descubrir	
  que	
  existen	
  otros	
  parámetros	
  de	
  éxito	
  en	
  los	
  proyectos	
  de	
  arte	
  comunitario	
  a	
  los	
  
cuales	
  llamo:	
  “parámetros	
  socio-­‐organizacionales”.	
  Es	
  la	
  exitosa	
  combinación	
  de	
  estos	
  dos	
  conjuntos	
  
de	
  parámetros	
  en	
  un	
  proyecto	
  de	
  arte	
  comunitario	
  sobre	
  la	
  cual	
  dependen	
  los	
  buenos	
  resultados.	
  Diez	
  
casos	
  de	
  studio	
  fueron	
  investigados.	
  Descubrí	
  que	
  el	
  éxito	
  del	
  arte	
  comunitario	
  depende	
  de	
  la	
  
habilidad	
  del	
  artista	
  para	
  ajustarse	
  con	
  estos	
  dos	
  factores	
  principales:	
  “Metodología	
  Artística”	
  y	
  
“Parámetros	
  socio-­‐organizacionales”.	
  “Metodología	
  Artística”	
  es	
  la	
  metodología	
  del	
  artista	
  y	
  su	
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ideología	
  personal,	
  estilo	
  y	
  carácter	
  distintivo,	
  el	
  cual	
  debe	
  estar	
  directamente	
  relacionado,	
  adecuado	
  
y	
  accesado	
  a	
  la	
  comunidad	
  específica	
  implicada.	
  “Parámetros	
  socio-­‐organizacionales”	
  son	
  los	
  marcos	
  
organizativos	
  y	
  personales	
  establecidos,	
  principalmente	
  dependiendo	
  de	
  la	
  habilidad	
  del	
  artista	
  para	
  
formar	
  asociaciones,	
  y	
  un	
  tipo	
  especial	
  de	
  relaciones	
  personales,	
  de	
  hecho	
  amistades	
  y	
  afiliaciones	
  
formadas	
  entre	
  el	
  personal	
  de	
  la	
  organización.	
  Los	
  resultados	
  de	
  la	
  investigación	
  pueden	
  ser	
  	
  aplicados	
  
como	
  una	
  herramienta	
  de	
  trabajo	
  para	
  aquellos	
  que	
  desean	
  llevar	
  a	
  cabo	
  programas	
  de	
  arte	
  
comunitario	
  con	
  el	
  fin	
  de	
  alentar	
  a	
  la	
  reconciliación.	
  

Estudio	
  descriptivo,	
  la	
  muestra	
  representativa	
  investiga	
  la	
  metodología	
  de	
  diez	
  artistas	
  de	
  la	
  
comunidad	
  trabajando	
  por	
  reconciliar	
  comunidades.	
  

Table	
  1.	
  Case	
  studies	
  methodology	
  findings	
  summarized	
  	
  For	
  details	
  of	
  terminology	
  please	
  

refer	
  to	
  chapter	
  4.1	
  to	
  4.10.	
  

Artist	
   Artistic	
  medium	
   Artistic	
  methodology	
   Socio-­‐organizational	
  

methodology	
  

Martin	
  Lych	
   Theatre	
   Works	
  specifically	
  with	
  working	
  class	
  Northern	
  

Ireland,	
  “immersion”.	
  

Community	
  Art	
  Forum	
  

Mari	
  Gardner	
   Mixed	
  Media	
   Reconcile	
  class	
  and	
  race,	
  “safe	
  space”.	
   Partnerships	
  formed	
  for	
  

specific	
  projects	
  

Rebecca	
  

Yenawine	
  

Mixed	
  Media,	
  Film	
   Youth	
  development	
  Baltimore,	
  “art	
  of	
  

conversation.”	
  

New	
  Lens	
  

Adi	
  Yekutieli	
   Fine	
  Art	
   Periphery	
  communities,	
  “common	
  ground”	
   “Art	
  in	
  the	
  Community”	
  

Lily	
  Yeh	
   Fine	
  Art	
   deprived	
  communities,	
  “transformations”	
   Village	
  of	
  Arts	
  and	
  

Humanities,	
  Barefoot	
  Artists	
  

Maud	
  Clark	
   Theare	
   Youth	
  development,	
  	
  “Calling	
  the	
  Spirit	
  Home”	
   Somebody’s	
  Daughter	
  

Theatre,	
  HighWater	
  Theatre	
  

Amir	
  Baumfeld	
   Sculpture	
   Local	
  communities,	
  “collective	
  group	
  artwork”,	
  

“Circle”	
  

Partnerships	
  formed	
  for	
  

each	
  project	
  

Jane	
  Golden	
   Murals	
   Philadelphia,	
  “Art	
  can	
  Heal”	
   Mural	
  Art	
  Project	
  

Suzan	
  Cervantes	
   Murals	
   San-­‐Francisco,	
  volunteers	
   Precita	
  Eyes	
  

Tamar	
  Yannay	
   Fine	
  Art	
   Mitzpeh-­‐Ramon,	
  “Environmental	
  community	
  art”	
   Partnerships	
  formed	
  for	
  

each	
  project	
  

The	
  table	
  above	
  demonstrates	
  the	
  artistic	
  and	
  socio-­‐organizational	
  methodologies	
  developed	
  by	
  each	
  of	
  the	
  researched	
  artists	
  

who	
  had	
  formulated	
  an	
  ideology	
  and	
  working	
  methodology	
  centered	
  on	
  and	
  around	
  their	
  subject	
  community,	
  and	
  had	
  to	
  form	
  

the	
  socio-­‐organizational	
  frame	
  within	
  which	
  the	
  project	
  operates	
  

Index	
  of	
  Tables:	
  

Table	
  1.	
  Case	
  studies	
  methodology	
  findings	
  summarized	
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Table	
  2.	
  5.1.	
  Table	
  Demonstrating	
  Criteria	
  for	
  Choosing	
  the	
  Investigated	
  Case	
  Studies:	
  

Table	
  3.	
  5.2.	
  Table	
  Demonstrating	
  Introductory	
  Aspects	
  of	
  Case	
  Study’s	
  project	
  

Table	
  4.	
  5.3.	
  Table	
  Demonstrating	
  Working	
  Pedagogical	
  Methodologies	
  of	
  Case	
  Studies	
  

Table	
  5.	
  5.4.	
  Cross	
  Sectional	
  Table:	
  Case	
  Studies	
  Staff	
  and	
  Training	
  

Table	
  6.	
  5.5.	
  Cross	
  Sectional	
  Table:	
  Case	
  Studies	
  No.	
  of	
  employees	
  &	
  Funders	
  	
  

Table	
  7.	
  5.6.	
  Cross	
  Sectional	
  Table:	
  Case	
  studies	
  Longitudinal	
  Impact	
  &	
  Effect	
  	
  

Index	
  of	
  Diagrams:	
  

Diagram	
  1:	
  4.1	
  Martin	
  Lynch:	
  Community	
  Art	
  Methodology	
  

Diagram	
  2:	
  4.2.1	
  Mari	
  Gardner	
  “Safe	
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Forward:	
  

	
  

Since	
  the	
  its	
  “appearance”	
  in	
  the	
  1970's	
  the	
  Community	
  Art	
  	
  field	
  has	
  developed,	
  now,	
  40	
  years	
  later	
  it	
  

has	
  a	
  history	
  that	
  can	
  be	
  followed,	
  trends	
  can	
  be	
  appreciated,	
  project	
  evaluations	
  can	
  be	
  assessed.	
  Not	
  

only	
  has	
  community	
  art	
  become	
  more	
  widespread,	
  it	
  has	
  become	
  specialized.	
  Community	
  art	
  projects	
  

are	
  used	
  as	
  a	
  catalyst	
  to	
  revitalize,	
  generate,	
  and	
  enhance	
  social	
  processes.	
  The	
  specific	
  area	
  of	
  interest	
  

to	
  me	
  is	
  the	
  methodologies	
  applied	
  in	
  community	
  art	
  projects	
  conducted	
  as	
  a	
  means	
  or	
  as	
  a	
  tool	
  to	
  

enhance	
  reconciliation.	
  

	
  	
  

The	
  research	
  hypothesis	
  was	
  that	
  since	
  the	
  production	
  of	
  a	
  community	
  art	
  project	
  is	
  a	
  great	
  challenge,	
  in	
  

the	
  mist	
  of	
  complex	
  beurocratic	
  processes	
  the	
  core	
  difficulty	
  of	
  initiating	
  a	
  creative	
  working	
  process	
  with	
  

people	
  who	
  had	
  lost	
  any	
  desire	
  to	
  create	
  is	
  forgotten,	
  thus	
  working	
  methodologies	
  must	
  be	
  defined	
  so	
  

as	
  to	
  be	
  able	
  to	
  address	
  the	
  reconciled	
  community.	
  The	
  research	
  investigated	
  cross	
  sectional	
  	
  aspects	
  of	
  

the	
  working	
  methodologies	
  of	
  community	
  artists	
  working	
  to	
  reconcile,	
  reviewing	
  methodologies	
  of	
  the	
  

projects	
  themselves,	
  thus	
  assessing	
  and	
  providing	
  an	
  overall	
  picture	
  of	
  the	
  applied	
  methodologies	
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employed	
  by	
  community	
  artists	
  and	
  conditions	
  necessary	
  as	
  defined	
  by	
  community	
  artists.	
  I	
  researched	
  

the	
  work	
  of	
  10	
  community	
  artists	
  active	
  in	
  the	
  field	
  for	
  over	
  20	
  years.	
  The	
  case	
  studies	
  selected	
  work	
  to	
  

achieve	
  reconciliation	
  through	
  community	
  art	
  and	
  operate	
  from	
  their	
  home	
  town	
  or	
  beyond:	
  Northern	
  

Ireland,	
  Australia,	
  China,	
  U.S.,	
  and	
  Israel.	
  These	
  practitioners	
  all	
  have	
  artistic	
  academic	
  training	
  and	
  most	
  

are	
  self-­‐taught	
  in	
  the	
  field	
  of	
  community	
  art,	
  and	
  have	
  thus	
  had	
  to	
  develop	
  their	
  own	
  working	
  methods.	
  

The	
  artists	
  researched	
  were	
  all	
  aware	
  of	
  the	
  field’s	
  need	
  for	
  a	
  conversation	
  about	
  the	
  application	
  of	
  

methodologies	
  resulting	
  from	
  documentation	
  analysis.	
   

	
  

	
  	
  

Little	
  published	
  material	
  

Although	
  community	
  art	
  is	
  a	
  widely	
  practiced,	
  recognized	
  and	
  acclaimed	
  field	
  in	
  the	
  US,	
  Australia,	
  UK,	
  

etc.,	
  this	
  field	
  remains	
  unknown,	
  unpracticed,	
  untaught,	
  in	
  much	
  of	
  the	
  world.	
  Moreover,	
  in	
  those	
  places	
  

where	
  community	
  art	
  is	
  practiced	
  and	
  taught	
  little	
  or	
  no	
  attention	
  is	
  paid	
  to	
  the	
  methodologies	
  

employed	
  by	
  the	
  leading	
  artists	
  so	
  as	
  to	
  best	
  suit	
  the	
  prevailing	
  climate	
  and	
  communities	
  with	
  whom	
  the	
  

work	
  is	
  carried	
  out.	
  

The	
  potential	
  Community	
  art	
  holds	
  for	
  reconciliation	
  is	
  greatly	
  increasing	
  as	
  awareness	
  of	
  the	
  

importance	
  of	
  Community	
  Development	
  increases.	
  Understanding	
  this	
  potential	
  entails	
  an	
  insight	
  into	
  

the	
  deep	
  responsibility	
  and	
  expectations	
  made	
  of	
  community	
  art.	
  From	
  my	
  experience	
  some	
  projects	
  

have	
  better	
  results	
  than	
  others,	
  and	
  I	
  would	
  go	
  as	
  far	
  as	
  stating	
  that	
  a	
  failed	
  intervention	
  could	
  have	
  

long-­‐term	
  negative	
  effects	
  on	
  the	
  community	
  (deterioration	
  of	
  relations	
  between	
  individuals	
  and	
  

institutions,	
  and	
  the	
  state	
  of	
  public	
  spaces),	
  thus	
  inhibiting	
  artists	
  from	
  venturing	
  into	
  this	
  field.	
  It	
  is	
  my	
  

belief	
  that	
  by	
  addressing	
  the	
  subject	
  appropriately	
  and	
  by	
  motivating	
  processes	
  in	
  a	
  specific	
  direction	
  

community	
  artists	
  can	
  be	
  better	
  equipped	
  to	
  assume	
  responsibilities	
  for	
  the	
  processes	
  in	
  which	
  they	
  are	
  

engaged,	
  hence	
  the	
  need	
  for	
  a	
  methodology	
  handbook	
  for	
  the	
  community	
  artist	
  (chapter	
  5).	
  	
  

	
  

Although	
  community	
  art	
  projects	
  have	
  gained	
  recognition	
  by	
  institutions	
  such	
  as	
  the	
  UN,	
  Search	
  for	
  

Common	
  Ground,	
  EU,	
  and	
  many	
  countries	
  carry	
  out	
  developmental	
  community	
  projects	
  as	
  a	
  powerful	
  

tool	
  for	
  peace-­‐making,	
  peace-­‐building,	
  and	
  reconciliation,	
  there	
  seem	
  to	
  be	
  very	
  few	
  studies	
  comparing	
  

the	
  specific	
  methodologies	
  of	
  projects.	
  Moreover,	
  there	
  are	
  even	
  fewer	
  researches	
  investigating	
  the	
  

cross-­‐sectional	
  implementation.	
  This	
  research	
  claims	
  that	
  beyond	
  the	
  ideology	
  and	
  the	
  ability	
  to	
  deal	
  

with	
  beurocracy,	
  the	
  success	
  of	
  community	
  art	
  projects	
  is	
  rooted	
  in	
  a	
  methodology	
  and	
  thus	
  seeks	
  to	
  

find	
  the	
  specific	
  people	
  behind	
  the	
  success	
  of	
  organizations	
  (which	
  may	
  have	
  grown	
  far	
  beyond	
  their	
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original	
  size),	
  and	
  understand	
  what	
  is	
  their	
  working	
  methodology.	
  Thus,	
  hopefully,	
  having	
  gained	
  enough	
  

knowledge	
  of	
  the	
  methodology	
  details	
  of	
  projects	
  carried	
  out	
  in	
  a	
  variety	
  of	
  places	
  and	
  situations,	
  the	
  

research	
  will	
  be	
  a	
  working	
  tool	
  for	
  those	
  wishing	
  to	
  carry	
  out	
  community	
  art	
  programs	
  so	
  as	
  to	
  

encourage	
  reconciliation.	
  It	
  is	
  important	
  to	
  note	
  that	
  my	
  experience	
  and	
  knowledge	
  of	
  the	
  field	
  is	
  not	
  

only	
  theoretical	
  but	
  also	
  practical	
  as	
  a	
  practitioner,	
  thus	
  I	
  experienced	
  personally	
  the	
  need	
  for	
  

methodology	
  guidelines.	
  This	
  research	
  may	
  also	
  assist	
  other	
  practitioners	
  engaged	
  with	
  community	
  to	
  

have	
  a	
  better	
  understanding	
  of	
  their	
  mission,	
  and	
  the	
  overwhelming	
  effects	
  of	
  culture.	
  	
  

The	
  big	
  methodology	
  problem	
  facing	
  the	
  community	
  artist	
  is:	
  How	
  can	
  I	
  make	
  this	
  happen?	
  From	
  
chapters	
  4	
  and	
  5	
  it	
  can	
  be	
  observed	
  that	
  there	
  is	
  an	
  incredible	
  variety	
  of	
  methodologies.	
  However,	
  
chapter	
  6,	
  which	
  is	
  derived	
  from	
  the	
  work	
  of	
  the	
  case	
  studies	
  researched,	
  does	
  identify	
  common	
  
methodology	
  traits	
  which	
  are	
  defined	
  through	
  the	
  artist’s	
  ability	
  to	
  address	
  the	
  following	
  problems:	
  	
  

1. Why	
  does	
  the	
  artist	
  wish	
  to	
  engage	
  in	
  community	
  art?	
  What	
  reconciliation	
  is	
  to	
  be	
  achieved?	
  	
  

2. What	
  community	
  is	
  to	
  be	
  engaged,	
  and	
  how	
  is	
  participation	
  to	
  be	
  achieved	
  with	
  the	
  specific	
  
community?	
  What	
  are	
  the	
  artistic	
  means?	
  

3. What	
  partnerships	
  and	
  collaborations	
  are	
  formed?	
  

4. How	
  does	
  the	
  project	
  care	
  for	
  its	
  staff	
  so	
  as	
  to	
  make	
  the	
  intervention	
  sustainable?	
  	
  

Research	
  Outline:	
  	
  

1.	
  Introduction:	
  The	
  methodology	
  problems	
  faced	
  by	
  community	
  artists.	
  

2.	
  The	
  terrain	
  explored	
  and	
  defined	
  -­‐	
  what	
  is	
  community	
  art,	
  historical	
  background,	
  literature,	
  who	
  are	
  

the	
  theorists	
  and	
  central	
  practitioners	
  of	
  the	
  field,	
  university	
  programs,	
  training,	
  finance.	
  

3.	
  Chief	
  theories	
  concerning	
  the	
  implementation	
  of	
  community	
  art	
  as	
  a	
  tool-­‐	
  and	
  more	
  specifically	
  for	
  

reconciliation	
  in	
  devastated	
  communities.	
  	
  

4.	
  Case	
  Studies:	
  	
  Methodologies	
  of	
  ten	
  community	
  artists	
  who	
  have	
  conducted	
  projects	
  carried	
  out	
  in	
  

devastated	
  communities	
  with	
  varied	
  levels	
  of	
  alienation	
  to	
  over-­‐come.	
  	
  

5.	
  Analysis	
  by	
  comparing	
  the	
  case	
  studies.	
  Reach	
  insight	
  as	
  to	
  the	
  processes	
  and	
  their	
  results.	
  

6.	
  Methodology	
  guide	
  based	
  on	
  the	
  results	
  of	
  this	
  research.	
  

7.	
  Hypothesis	
  developed.	
  

8.	
  Further	
  suggested	
  research.	
  

9.	
  Summary	
  conclusion:	
  Artistic	
  Methodology	
  and	
  Socio-­‐Organizational	
  Methodology.	
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Chapter	
  1:	
  The	
  methodology	
  problems	
  faced	
  by	
  Community	
  Artists	
  

1.1.	
  The	
  “Tilted	
  Arc”	
  Controversy	
  

In	
  1981,	
  artist	
  Richard	
  Serra	
  installed	
  his	
  sculpture	
  Tilted	
  Arc,	
  in	
  Federal	
  Plaza	
  in	
  New	
  York	
  City.	
  It	
  was	
  
commissioned	
  by	
  the	
  Arts-­‐in-­‐Architecture	
  program	
  of	
  the	
  U.S.	
  General	
  Services	
  Administration,	
  which	
  
earmarks	
  0.5	
  percent	
  of	
  a	
  federal	
  building's	
  cost	
  for	
  artwork.	
  Tilted	
  Arc,	
  a	
  curving	
  wall	
  of	
  raw	
  steel,	
  120	
  
feet	
  long	
  and	
  12	
  feet	
  high,	
  that	
  carved	
  the	
  space	
  of	
  the	
  Federal	
  Plaza	
  in	
  half.	
  Those	
  working	
  in	
  
surrounding	
  buildings	
  had	
  to	
  circumvent	
  its	
  enormous	
  bulk	
  as	
  they	
  went	
  through	
  the	
  plaza.	
  According	
  to	
  
Serra,	
  this	
  was	
  the	
  point,	
  "The	
  viewer	
  becomes	
  aware	
  of	
  himself	
  and	
  of	
  his	
  movement	
  through	
  the	
  plaza.	
  
As	
  he	
  moves,	
  the	
  sculpture	
  changes.	
  Contraction	
  and	
  expansion	
  of	
  the	
  sculpture	
  result	
  from	
  the	
  viewer's	
  
movement.	
  Step	
  by	
  step	
  the	
  perception	
  not	
  only	
  of	
  the	
  sculpture	
  but	
  of	
  the	
  entire	
  environment	
  changes."	
  
(1)	
  

The	
  sculpture	
  generated	
  controversy	
  as	
  soon	
  as	
  it	
  was	
  erected	
  and	
  Judge	
  Edward	
  Re	
  begun	
  a	
  letter-­‐
writing	
  campaign	
  to	
  have	
  the	
  $175,000	
  work	
  removed.	
  Four	
  years	
  later,	
  William	
  Diamond,	
  regional	
  
administrator	
  for	
  the	
  GSA,	
  decided	
  to	
  hold	
  a	
  public	
  hearing	
  to	
  determine	
  whether	
  Tilted	
  Arc	
  should	
  be	
  
relocated.	
  Estimates	
  for	
  the	
  cost	
  of	
  dismantling	
  the	
  work	
  were	
  $35,000,	
  with	
  an	
  additional	
  $50,000	
  
estimated	
  to	
  erect	
  it	
  in	
  another	
  location.	
  Richard	
  Serra	
  testified	
  that	
  the	
  sculpture	
  is	
  site-­‐specific,	
  and	
  
that	
  to	
  remove	
  it	
  from	
  its	
  site	
  is	
  to	
  destroy	
  it.	
  If	
  the	
  sculpture	
  is	
  relocated,	
  he	
  will	
  remove	
  his	
  name	
  from	
  
it.	
  Serra	
  alleged	
  in	
  federal	
  district	
  court	
  that	
  the	
  removal	
  of	
  his	
  sculpture	
  is	
  a	
  violation	
  of	
  his	
  right	
  under	
  
the	
  Free	
  Speech	
  Clause	
  of	
  the	
  First	
  Amendment	
  of	
  the	
  American	
  constitution,	
  the	
  Due	
  Process	
  Clause	
  of	
  
the	
  Fifth	
  Amendment,	
  federal	
  trademark	
  and	
  copyright	
  laws,	
  and	
  state	
  moral	
  right	
  law	
  since	
  artwork,	
  
like	
  other	
  non-­‐verbal	
  forms	
  of	
  expression	
  constitute	
  speech	
  for	
  First	
  Amendment	
  purposes.	
  

The	
  public	
  hearing	
  was	
  held	
  in	
  March	
  1985.	
  During	
  the	
  hearing,	
  122	
  people	
  testified	
  in	
  favor	
  of	
  retaining	
  
the	
  sculpture,	
  and	
  58	
  testified	
  in	
  favor	
  of	
  removing	
  it.	
  The	
  art	
  establishment,	
  artists,	
  museum	
  curators,	
  
and	
  art	
  critics	
  testified	
  that	
  Tilted	
  Arc	
  is	
  a	
  great	
  work	
  of	
  art.	
  Those	
  against	
  the	
  sculpture,	
  for	
  the	
  most	
  
part	
  people	
  who	
  work	
  at	
  Federal	
  Plaza,	
  said	
  that	
  the	
  sculpture	
  interfered	
  with	
  public	
  use	
  of	
  the	
  plaza.	
  
They	
  also	
  accused	
  it	
  of	
  attracting	
  graffiti,	
  rats,	
  and	
  terrorists	
  who	
  might	
  use	
  it	
  as	
  a	
  blasting	
  wall	
  for	
  
bombs.	
  The	
  jury	
  of	
  five,	
  chaired	
  by	
  William	
  Diamond,	
  voted	
  4-­‐1	
  in	
  favor	
  of	
  removing	
  the	
  sculpture,	
  
claiming	
  that	
  since	
  the	
  sculpture	
  was	
  fully	
  paid	
  for	
  by	
  the	
  government,	
  it	
  was	
  now	
  government	
  property	
  
and	
  as	
  such	
  government	
  agencies	
  had	
  full	
  right	
  to	
  do	
  whatever	
  they	
  wished	
  with	
  it.	
  Judge	
  Newman	
  
affirmed:	
  “…we	
  believe	
  that	
  the	
  First	
  Amendment	
  has	
  only	
  limited	
  application	
  in	
  a	
  case	
  like	
  the	
  present	
  
one	
  where	
  the	
  artistic	
  expression	
  belongs	
  to	
  the	
  Government	
  rather	
  than	
  a	
  private	
  individual….In	
  this	
  
case,	
  the	
  speaker	
  is	
  the	
  United	
  States	
  Government.	
  “Tilted	
  Arc”	
  is	
  entirely	
  owned	
  by	
  the	
  Government	
  and	
  
is	
  displayed	
  on	
  Government	
  property.	
  Serra	
  relinquished	
  his	
  speech	
  rights	
  in	
  the	
  sculpture	
  when	
  he	
  
voluntarily	
  sold	
  it.	
  If	
  he	
  wished	
  to	
  retain	
  some	
  degree	
  of	
  control	
  as	
  to	
  the	
  duration	
  and	
  location	
  of	
  the	
  
display	
  of	
  his	
  work,	
  he	
  had	
  the	
  opportunity	
  to	
  bargain	
  such	
  rights	
  in	
  making	
  the	
  contract	
  for	
  the	
  sale	
  of	
  
his	
  work.”	
  (2)	
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Serra's	
  repeated	
  appeals	
  of	
  the	
  ruling	
  failed.	
  On	
  March	
  15,	
  1989,	
  following	
  an	
  eight	
  years	
  long	
  law-­‐suit,	
  
during	
  the	
  night,	
  federal	
  workers	
  cut	
  Tilted	
  Arc	
  into	
  three	
  pieces,	
  removed	
  it	
  from	
  Federal	
  Plaza,	
  and	
  
carted	
  it	
  off	
  to	
  a	
  scrap-­‐metal	
  yard.	
  	
  

The	
  Tilted	
  Arc,	
  decision	
  prompted	
  general	
  questions	
  about	
  public	
  art,	
  an	
  increasingly	
  controversial	
  
subject	
  through	
  the	
  late	
  1980s	
  and	
  early	
  1990s.	
  The	
  role	
  of	
  government	
  funding,	
  an	
  artist's	
  rights	
  to	
  his	
  
or	
  her	
  work,	
  the	
  role	
  of	
  the	
  public	
  in	
  determining	
  the	
  value	
  of	
  a	
  work	
  of	
  art,	
  and	
  whether	
  public	
  art	
  
should	
  be	
  judged	
  by	
  its	
  popularity	
  are	
  all	
  heatedly	
  debated.	
  "I	
  don't	
  think	
  it	
  is	
  the	
  function	
  of	
  art	
  to	
  be	
  
pleasing,"	
  Serra	
  commented	
  at	
  the	
  time.	
  "Art	
  is	
  not	
  democratic.	
  It	
  is	
  not	
  for	
  the	
  people."(3)	
  	
  

	
  

The	
  legal	
  case	
  concerning	
  the	
  removal	
  of	
  “Tilted	
  Arc”	
  from	
  Federal	
  Plaza	
  in	
  1989	
  demonstrated	
  the	
  
bankruptcy	
  of	
  late	
  modernist	
  art	
  in	
  terms	
  of	
  social	
  relatedness.	
  The	
  art	
  critic	
  Suzi	
  Gablic	
  argued:	
  “This	
  
pervasive	
  need	
  of	
  the	
  deconstructive	
  mind	
  to	
  know	
  what	
  is	
  not	
  possible	
  anymore	
  would	
  seem	
  to	
  
represent	
  an	
  absolute	
  terminus	
  in	
  the	
  ‘disenchanted’	
  modern	
  world	
  view;	
  the	
  self-­‐checkmating	
  of	
  the	
  
now	
  dysfunctional	
  but	
  apparently	
  immovable	
  dominant	
  social	
  culture.	
  Deconstructive	
  postmodernism	
  
does	
  not	
  ward	
  off	
  the	
  truth	
  of	
  this	
  reality,	
  but	
  tries	
  to	
  come	
  to	
  terms	
  with	
  its	
  inevitability,	
  in	
  what	
  are	
  
often	
  ironic	
  or	
  parodic	
  modes	
  that	
  do	
  not	
  criticize…..I	
  believe	
  that	
  what	
  we	
  will	
  see	
  in	
  the	
  next	
  few	
  years	
  
is	
  a	
  new	
  paradigm	
  based	
  on	
  the	
  notion	
  of	
  participation,	
  in	
  which	
  art	
  will	
  begin	
  to	
  redefine	
  itself	
  in	
  terms	
  
of	
  social	
  relatedness	
  and	
  ecological	
  healing.”	
  (4)	
  

Amongst	
  the	
  critical	
  responses	
  to	
  the	
  aridity	
  of	
  modernity’s	
  end	
  is	
  the	
  collection	
  of	
  essays	
  in	
  Arlene	
  
Raven’s	
  Art	
  in	
  the	
  Public	
  Interest.	
  Raven	
  begins	
  by	
  asserting	
  that	
  ‘Public	
  art	
  is	
  not	
  a	
  hero	
  on	
  a	
  horse	
  
anymore’,	
  arguing	
  that	
  ‘art	
  in	
  the	
  public	
  interest’	
  extends	
  the	
  possibilities	
  of	
  public	
  art	
  to	
  include	
  a	
  
critique	
  of	
  the	
  relations	
  of	
  art	
  to	
  the	
  public	
  domain	
  (5).	
  The	
  work	
  of	
  many	
  artists	
  at	
  the	
  beginning	
  of	
  the	
  
1990’s	
  such	
  as	
  Jenny	
  Holtzer,	
  Barbara	
  Kruger,	
  Alexis	
  Smith,	
  Hans	
  Haacke,	
  Krystof	
  	
  Wodiczko,	
  and	
  	
  
Suzanne	
  Lacy’s	
  performances,	
  Peggy	
  Diggs’	
  ‘Domestic	
  Violence	
  Milk	
  Cartons’,	
  the	
  work	
  of	
  The	
  Art	
  of	
  
Change	
  and	
  Platform	
  in	
  London,	
  the	
  “Culture	
  in	
  Action’	
  project	
  by	
  Mary	
  Jane	
  Jacobs	
  in	
  Chicago	
  1993,	
  
the	
  ‘social	
  sculpture’	
  of	
  followers	
  of	
  Joseph	
  Beuys	
  in	
  Germany	
  and	
  the	
  counter-­‐monuments	
  of	
  Jochen	
  
Gerz:	
  these	
  initiative,	
  mostly	
  managed	
  by	
  artists,	
  sometimes	
  independent	
  of	
  art	
  funding	
  structures	
  and	
  
their	
  sanitizing	
  effects,	
  imply	
  in	
  their	
  definition	
  of	
  public	
  art	
  as	
  the	
  issuing	
  of	
  	
  public	
  issues,	
  and	
  employ	
  
mainly	
  processes	
  rather	
  than	
  products.	
  

	
  

1.2.	
  Changing	
  Role:	
  Art	
  as	
  a	
  Social	
  Process-­‐	
  Training	
  

Conventional	
  art,	
  as	
  commissioned	
  through	
  Percent	
  for	
  Art	
  policies,	
  tends	
  to	
  be	
  defined	
  by	
  its	
  relation	
  as	
  

aesthetic	
  object	
  to	
  a	
  physical	
  site:	
  in	
  contrast	
  the	
  emerging	
  practices	
  of	
  art	
  in	
  the	
  1990’s	
  constitute	
  

intervention	
  in	
  a	
  public	
  realm	
  which	
  includes	
  the	
  processes	
  as	
  well	
  as	
  locations	
  of	
  socialization.	
  Suzanne	
  

Lacy	
  terms	
  these	
  emerging	
  practices	
  ‘new	
  genere	
  public	
  art’	
  (6),	
  and	
  argues	
  that	
  they	
  are	
  rooted	
  in	
  the	
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1960’s	
  but	
  also	
  informed	
  by	
  more	
  recent	
  discourses	
  of	
  Marxism,	
  feminism	
  and	
  ecology.	
  One	
  element	
  is	
  

a	
  refusal	
  of	
  art’s	
  commodity	
  status	
  and	
  the	
  development	
  of	
  strategies,	
  beginning	
  with	
  the	
  lack	
  of	
  

conventional	
  art	
  objects,	
  to	
  prevent	
  colonization	
  by	
  the	
  art	
  market;	
  another	
  is	
  a	
  reclaiming	
  of	
  the	
  role	
  of	
  

the	
  avant-­‐garde	
  artist	
  as	
  revolutionary.	
  The	
  value	
  of	
  new	
  genre	
  public	
  art	
  is	
  then	
  in	
  its	
  ability	
  to	
  initiate	
  a	
  

continuing	
  process	
  of	
  social	
  criticism,	
  and	
  to	
  engage	
  defined	
  publics	
  on	
  issues	
  from	
  homelessness	
  to	
  the	
  

survival	
  of	
  the	
  rain	
  forest,	
  domestic	
  violence,	
  and	
  AIDS,	
  whilst	
  its	
  purpose	
  is	
  not	
  to	
  fill	
  museums,	
  even	
  

with	
  Dadaist	
  anti-­‐art,	
  but	
  to	
  resist	
  the	
  structure	
  of	
  money	
  and	
  power	
  which	
  have	
  caused	
  abjection,	
  and	
  

in	
  so	
  doing	
  create	
  imaginative	
  spaces	
  in	
  which	
  to	
  construct,	
  or	
  enable	
  others	
  to	
  construct,	
  diverse	
  

possible	
  futures.	
  New	
  genre	
  public	
  art	
  is	
  process-­‐based,	
  frequently	
  ephemeral,	
  often	
  related	
  to	
  local	
  

rather	
  than	
  global	
  narratives,	
  and	
  politicized.	
  It	
  represents	
  the	
  most	
  articulate	
  form	
  of	
  a	
  wider	
  

disenchantment	
  with	
  the	
  art-­‐world	
  conventions	
  still	
  embodied	
  by	
  most	
  public	
  art	
  in	
  the	
  1980’s.	
  

According	
  to	
  the	
  ‘New	
  genre’	
  discussed	
  above,	
  artists	
  today	
  do	
  not	
  only	
  require	
  artistic	
  technical	
  
proficiency	
  in	
  their	
  field,	
  but	
  the	
  ability	
  to	
  conduct	
  social	
  processes	
  through	
  art.	
  The	
  skills	
  of	
  a	
  social	
  
activist	
  are	
  very	
  different	
  from	
  those	
  taught	
  at	
  art	
  schools.	
  Although	
  many	
  art	
  institution	
  do	
  offer	
  
teacher	
  training	
  as	
  part	
  of	
  their	
  curriculum,	
  most	
  academic	
  institutions	
  teaching	
  and	
  training	
  artists	
  
have	
  not	
  made	
  the	
  appropriate	
  adjustments	
  in	
  their	
  curriculums	
  so	
  as	
  to	
  allow	
  their	
  students	
  to	
  acquire	
  
relevant	
  knowledge	
  in	
  the	
  community	
  art	
  field.	
  Even	
  those	
  institutions	
  which	
  do	
  engage	
  their	
  students	
  
are	
  mostly	
  concerned	
  with	
  the	
  theoretical	
  and	
  financial	
  aspects,	
  rather	
  than	
  practical	
  methodologies	
  of	
  
community	
  art.	
  The	
  initiation	
  and	
  conduct	
  of	
  social	
  processes	
  can	
  be	
  very	
  complex	
  and	
  is-­‐	
  or	
  should	
  be	
  
rooted	
  in	
  a	
  methodology.	
  Therefore,	
  since	
  the	
  definition	
  of	
  art	
  has	
  changed,	
  and	
  most	
  academic	
  
institutions	
  have	
  not	
  accommodated	
  for	
  this	
  change,	
  artists	
  who	
  wish	
  to	
  find	
  employment	
  need	
  to	
  
adjust.	
  	
  

	
  

Chapter	
  2:	
  Community	
  Art:	
  Exploring	
  and	
  Defining	
  The	
  Field	
  

The	
  first	
  part	
  of	
  this	
  chapter	
  presents	
  a	
  brief	
  summary	
  of	
  the	
  philosophy	
  and	
  pedagogy	
  developed	
  by	
  
Paulo	
  Friere	
  and	
  the	
  practice	
  of	
  Augosto	
  Boal.	
  I	
  will	
  then	
  go	
  on	
  to	
  present	
  the	
  work	
  of	
  chief	
  theorists	
  in	
  
the	
  field	
  relevant	
  to	
  my	
  research:	
  	
  Macknight	
  &	
  Kretzman-­‐	
  the	
  Community	
  Assets	
  Theory,	
  Arlen	
  
Goldbard-­‐	
  Community	
  Cultural	
  Development,	
  Phill	
  Bartle-­‐	
  Empowerment,	
  and	
  Francois	
  Matarasso-­‐	
  
Evaluation.	
  

2.1	
  Paulo	
  Friere	
  

In	
  the	
  Pedagogy	
  of	
  the	
  Oppressed	
  (first	
  published	
  in1968)Freire	
  was	
  able	
  to	
  draw	
  upon,	
  and	
  weave	
  
together,	
  a	
  number	
  of	
  strands	
  of	
  thinking	
  about	
  educational	
  practice	
  and	
  liberation.	
  Freire	
  made	
  a	
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number	
  of	
  important	
  theoretical	
  innovations	
  that	
  have	
  had	
  a	
  considerable	
  impact	
  on	
  the	
  development	
  
of	
  educational	
  practice	
  -­‐	
  and	
  on	
  informal	
  education	
  and	
  popular	
  education	
  in	
  particular.	
  

The	
  Pedagogy	
  of	
  the	
  Oppressed,	
  (London:	
  Penguin.	
  153	
  pages),	
  is	
  divided	
  into	
  4	
  chapters.	
  Chapter	
  1	
  
attempts	
  to	
  justify	
  a	
  pedagogy	
  of	
  the	
  oppressed	
  and	
  explores	
  the	
  relationship	
  of	
  oppressors	
  and	
  the	
  
oppressed.	
  Chapter	
  2	
  sets	
  out	
  a	
  'banking'	
  concept	
  of	
  education	
  and	
  sets	
  it	
  against	
  a	
  'problem-­‐posing'	
  
concept.	
  Education	
  is	
  presented	
  as	
  a	
  world-­‐mediated	
  mutual	
  process,	
  and	
  man	
  as	
  an	
  incomplete	
  being	
  
seeking	
  to	
  become	
  more	
  fully	
  human.	
  Chapter	
  3	
  is	
  a	
  'classic'	
  chapter,	
  focusing	
  on	
  dialogue	
  and	
  praxis.	
  
Dialogic	
  is	
  presented	
  as	
  the	
  essence	
  of	
  education	
  as	
  the	
  practice	
  for	
  freedom.	
  The	
  subject-­‐object	
  
relationship	
  is	
  explored	
  and	
  the	
  notion	
  of	
  'generative	
  themes'	
  and	
  how	
  these	
  may	
  awaken	
  critical	
  
consciousness	
  is	
  examined.	
  Chapter	
  4	
  analyses	
  'the	
  theories	
  of	
  cultural	
  action	
  that	
  develop	
  from	
  
antidialogical	
  and	
  dialogical	
  matrices'.	
  Includes	
  material	
  on	
  manipulation,	
  cultural	
  invasion	
  (with	
  
significant	
  reference	
  to	
  conscientization)	
  co-­‐operation,	
  unity	
  for	
  liberation,	
  organization	
  and	
  cultural	
  
synthesis.	
  Freire	
  advocates	
  that	
  education	
  should	
  allow	
  the	
  oppressed	
  to	
  regain	
  their	
  humanity	
  and	
  
overcome	
  their	
  condition.	
  However,	
  he	
  acknowledges	
  that	
  in	
  order	
  for	
  this	
  to	
  take	
  effect,	
  the	
  oppressed	
  
have	
  to	
  play	
  a	
  role	
  in	
  their	
  own	
  liberation.	
  As	
  he	
  states:	
  

No	
  pedagogy	
  which	
  is	
  truly	
  liberating	
  can	
  remain	
  distant	
  from	
  the	
  oppressed	
  by	
  treating	
  them	
  as	
  
unfortunates	
  and	
  by	
  presenting	
  for	
  their	
  emulation	
  models	
  from	
  among	
  the	
  oppressors.	
  The	
  oppressed	
  
must	
  be	
  their	
  own	
  example	
  in	
  the	
  struggle	
  for	
  their	
  redemption	
  (7).	
  	
  

Likewise,	
  the	
  oppressors	
  must	
  also	
  be	
  willing	
  to	
  rethink	
  their	
  way	
  of	
  life	
  and	
  to	
  examine	
  their	
  own	
  role	
  in	
  
the	
  oppression	
  if	
  true	
  liberation	
  is	
  to	
  occur;	
  "those	
  who	
  authentically	
  commit	
  themselves	
  to	
  the	
  people	
  
must	
  re-­‐examine	
  themselves	
  constantly"	
  (8).	
  

Freire	
  believed	
  education	
  to	
  be	
  a	
  political	
  act	
  that	
  could	
  not	
  be	
  divorced	
  from	
  pedagogy.	
  Freire	
  defined	
  
this	
  as	
  a	
  main	
  tenet	
  of	
  critical	
  pedagogy.	
  Teachers	
  and	
  students	
  must	
  be	
  made	
  aware	
  of	
  the	
  "politics"	
  
that	
  surround	
  education.	
  The	
  way	
  students	
  are	
  taught	
  and	
  what	
  they	
  are	
  taught	
  serves	
  a	
  political	
  
agenda.	
  Teachers,	
  themselves,	
  have	
  political	
  notions	
  they	
  bring	
  into	
  the	
  classroom	
  (9).	
  	
  Freire	
  believed	
  
that	
  "education	
  makes	
  sense	
  because	
  women	
  and	
  men	
  learn	
  that	
  through	
  learning	
  they	
  can	
  make	
  and	
  
remake	
  themselves,	
  because	
  women	
  and	
  men	
  are	
  able	
  to	
  take	
  responsibility	
  for	
  themselves	
  as	
  beings	
  
capable	
  of	
  knowing	
  —	
  of	
  knowing	
  that	
  they	
  know	
  and	
  knowing	
  that	
  they	
  don't"	
  (10).	
  	
  

Banking	
  model	
  of	
  education 	
  
In	
  terms	
  of	
  actual	
  pedagogy,	
  Freire	
  is	
  best	
  known	
  for	
  his	
  attack	
  on	
  what	
  he	
  called	
  the	
  "banking"	
  concept	
  
of	
  education,	
  in	
  which	
  the	
  student	
  was	
  viewed	
  as	
  an	
  empty	
  account	
  to	
  be	
  filled	
  by	
  the	
  teacher.	
  He	
  notes	
  
that	
  "it	
  transforms	
  students	
  into	
  receiving	
  objects.	
  It	
  attempts	
  to	
  control	
  thinking	
  and	
  action,	
  leads	
  men	
  
and	
  women	
  to	
  adjust	
  to	
  the	
  world,	
  and	
  inhibits	
  their	
  creative	
  power"	
  (11).	
  The	
  basic	
  critique	
  was	
  not	
  new	
  
—thinkers	
  like	
  John	
  Dewey	
  were	
  strongly	
  critical	
  of	
  the	
  transmission	
  of	
  mere	
  facts	
  as	
  the	
  goal	
  of	
  
education.	
  Dewey	
  often	
  described	
  education	
  as	
  a	
  mechanism	
  for	
  social	
  change,	
  explaining	
  that	
  
“education	
  is	
  a	
  regulation	
  of	
  the	
  process	
  of	
  coming	
  to	
  share	
  in	
  the	
  social	
  consciousness;	
  and	
  that	
  the	
  
adjustment	
  of	
  individual	
  activity	
  on	
  the	
  basis	
  of	
  this	
  social	
  consciousness	
  is	
  the	
  only	
  sure	
  method	
  of	
  social	
  
reconstruction”	
  (12).	
  	
  Freire’s	
  work,	
  however,	
  updated	
  the	
  concept	
  and	
  placed	
  it	
  in	
  context	
  with	
  current	
  
theories	
  and	
  practices	
  of	
  education,	
  laying	
  the	
  foundation	
  for	
  what	
  is	
  now	
  called	
  critical	
  pedagogy.	
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Student-­‐teacher	
  dualism 	
  
More	
  challenging	
  is	
  Freire'	
  s	
  strong	
  aversion	
  to	
  the	
  teacher-­‐student	
  dichotomy.	
  Previous	
  thinkers	
  had	
  
challenged	
  the	
  notion	
  but	
  Freire	
  comes	
  close	
  to	
  insisting	
  that	
  it	
  be	
  completely	
  abolished.	
  This	
  is	
  hard	
  to	
  
imagine	
  in	
  absolute	
  terms,	
  since	
  there	
  must	
  be	
  some	
  enactment	
  of	
  the	
  teacher-­‐student	
  relationship	
  in	
  
the	
  parent-­‐child	
  relationship,	
  but	
  what	
  Freire	
  suggests	
  is	
  that	
  a	
  deep	
  reciprocity	
  be	
  inserted	
  into	
  our	
  
notions	
  of	
  teacher	
  and	
  student.	
  He	
  goes	
  so	
  far	
  as	
  to	
  say	
  that	
  “Education	
  must	
  begin	
  with	
  the	
  solution	
  of	
  
the	
  teacher-­‐student	
  contradiction,	
  by	
  reconciling	
  the	
  poles	
  of	
  the	
  contradiction	
  so	
  that	
  both	
  are	
  
simultaneously	
  students	
  and	
  teachers”	
  (13).	
  Freire	
  wants	
  us	
  to	
  think	
  in	
  terms	
  of	
  teacher-­‐student	
  and	
  
student-­‐teacher	
  –	
  that	
  is,	
  a	
  teacher	
  who	
  learns	
  and	
  a	
  learner	
  who	
  teaches	
  –	
  as	
  the	
  basic	
  roles	
  of	
  
classroom	
  participation.	
  Freire	
  however	
  insists	
  that	
  educator	
  and	
  student,	
  though	
  sharing	
  democratic	
  
social	
  relations	
  of	
  education,	
  are	
  not	
  on	
  an	
  equal	
  footing,	
  but	
  the	
  educator	
  must	
  be	
  humble	
  enough	
  to	
  
be	
  disposed	
  to	
  relearn	
  that	
  which	
  s/he	
  already	
  thinks	
  s/he	
  knows,	
  through	
  interaction	
  with	
  the	
  learner.	
  
The	
  authority	
  which	
  the	
  educator	
  enjoys	
  must	
  not	
  be	
  allowed	
  to	
  degenerate	
  into	
  authoritarianism;	
  
teachers	
  must	
  recognize	
  that	
  "their	
  fundamental	
  objective	
  is	
  to	
  fight	
  alongside	
  the	
  people	
  for	
  the	
  
recovery	
  of	
  the	
  people's	
  stolen	
  humanity",	
  not	
  to	
  "win	
  the	
  people	
  over"	
  to	
  their	
  side	
  (14).	
  

Culture	
  of	
  silence 	
  

According	
  to	
  Freire,	
  the	
  system	
  of	
  dominant	
  social	
  relations	
  create	
  a	
  culture	
  of	
  silence	
  that	
  instills	
  a	
  
negative,	
  silenced	
  and	
  suppressed	
  self-­‐image	
  into	
  the	
  oppressed.	
  The	
  learner	
  must	
  develop	
  a	
  critical	
  
consciousness	
  in	
  order	
  to	
  recognize	
  that	
  this	
  culture	
  of	
  silence	
  is	
  created	
  to	
  oppress	
  (15).	
  Also,	
  a	
  culture	
  of	
  
silence	
  can	
  cause	
  the	
  "dominated	
  individuals	
  [to]	
  lose	
  the	
  means	
  by	
  which	
  to	
  critically	
  respond	
  to	
  the	
  
culture	
  that	
  is	
  forced	
  on	
  them	
  by	
  a	
  dominant	
  culture"(16).	
  Social	
  domination	
  of	
  race	
  and	
  class	
  are	
  
interleaved	
  into	
  the	
  conventional	
  educational	
  system,	
  through	
  which	
  the	
  “culture	
  of	
  silence”	
  eliminates	
  
the	
  "paths	
  of	
  thought	
  that	
  lead	
  to	
  a	
  language	
  of	
  critique”	
  (17).	
  
"On	
  Paulo	
  Freire’s	
  Philosophy	
  of	
  Praxis	
  and	
  the	
  Foundations	
  of	
  Liberation	
  Education"	
  by	
  Ronald	
  David	
  
Glass	
  (18).	
  

Education	
  as	
  a	
  Practice	
  of	
  Freedom:	
  Freire’s	
  Argument	
  

Freire	
  developed	
  his	
  conception	
  of	
  education	
  as	
  a	
  practice	
  of	
  freedom	
  from	
  a	
  critical	
  reflection	
  on	
  
various	
  adult	
  education	
  projects	
  he	
  undertook	
  in	
  Brazil	
  in	
  the	
  late	
  1950s	
  and	
  early	
  1960s	
  (19).	
  That	
  is,	
  the	
  
theory	
  was	
  part	
  of	
  a	
  praxis,	
  “reflection	
  and	
  action	
  upon	
  the	
  world	
  in	
  order	
  to	
  transform	
  it”	
  (20).	
  At	
  the	
  
same	
  time,	
  Freire’s	
  theory	
  was	
  based	
  on	
  an	
  ontological	
  argument	
  that	
  posited	
  praxis	
  as	
  a	
  central	
  
defining	
  feature	
  of	
  human	
  life	
  and	
  a	
  necessary	
  condition	
  of	
  freedom.	
  Freire	
  contended	
  that	
  human	
  
nature	
  is	
  expressed	
  through	
  intentional,	
  reflective,	
  meaningful	
  activity	
  situated	
  within	
  dynamic	
  historical	
  
and	
  cultural	
  contexts	
  that	
  shape	
  and	
  set	
  limits	
  on	
  that	
  activity.	
  The	
  praxis	
  that	
  defines	
  human	
  existence	
  
is	
  marked	
  by	
  this	
  historicity,	
  this	
  dialectical	
  interplay	
  between	
  the	
  ways	
  in	
  which	
  history	
  and	
  culture	
  
make	
  people	
  even	
  while	
  people	
  are	
  making	
  that	
  very	
  history	
  and	
  culture.	
  Human	
  historicity	
  enables	
  the	
  
realization	
  of	
  freedom,	
  opening	
  up	
  choices	
  among	
  various	
  ways	
  of	
  being	
  within	
  any	
  given	
  situation.	
  At	
  
the	
  level	
  of	
  our	
  being	
  human,	
  freedom	
  can	
  never	
  be	
  eliminated	
  from	
  existence,	
  while	
  at	
  the	
  level	
  of	
  our	
  
concrete	
  practices,	
  freedom	
  is	
  not	
  a	
  given	
  but	
  is	
  always	
  precarious	
  and	
  must	
  be	
  achieved.	
  In	
  the	
  
everyday	
  world,	
  opportunities	
  to	
  embody	
  freedom	
  are	
  realized	
  through	
  commitments	
  to	
  struggle	
  for	
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one	
  way	
  of	
  life	
  or	
  another.	
  Freire	
  argued	
  that	
  the	
  struggle	
  to	
  be	
  free,	
  to	
  be	
  human	
  and	
  make	
  history	
  and	
  
culture	
  from	
  the	
  given	
  situation,	
  is	
  an	
  inherent	
  possibility	
  in	
  the	
  human	
  condition.	
  The	
  struggle	
  is	
  
necessary	
  because	
  the	
  situation	
  contains	
  not	
  only	
  this	
  possibility	
  for	
  humanization,	
  but	
  also	
  for	
  
dehumanization.	
  Dehumanization	
  makes	
  people	
  objects	
  of	
  history	
  and	
  culture,	
  and	
  denies	
  their	
  capacity	
  
to	
  also	
  be	
  self-­‐defining	
  subjects	
  creating	
  history	
  and	
  culture.	
  These	
  dehumanizing	
  forces	
  reside	
  in	
  both	
  
the	
  material	
  and	
  psychic	
  conditions	
  of	
  persons	
  and	
  situations,	
  so	
  freedom	
  requires	
  people	
  to	
  engage	
  in	
  a	
  
kind	
  of	
  historic	
  cultural	
  political	
  psychoanalysis.	
  Freire	
  argues	
  that	
  overcoming	
  the	
  limits	
  of	
  situations	
  is	
  
ultimately	
  an	
  educational	
  enterprise	
  that	
  he	
  calls	
  a	
  practice	
  of	
  freedom,	
  a	
  permanent	
  form	
  of	
  cultural	
  
re-­‐creation	
  that	
  enables	
  the	
  fullest	
  possible	
  expression	
  of	
  human	
  existence.	
  Further,	
  Freire	
  holds	
  that	
  
democratic	
  socialism	
  provides	
  the	
  necessary	
  conditions	
  for	
  each	
  person	
  to	
  achieve	
  his	
  or	
  her	
  freedom,	
  
to	
  become	
  fully	
  human.	
  Freire	
  argued	
  that	
  the	
  struggle	
  to	
  be	
  free,	
  to	
  be	
  human	
  and	
  make	
  history	
  and	
  
culture	
  from	
  the	
  given	
  situation,	
  is	
  an	
  inherent	
  possibility	
  in	
  the	
  human	
  condition.	
  The	
  struggle	
  is	
  
necessary	
  because	
  the	
  situation	
  contains	
  not	
  only	
  this	
  possibility	
  for	
  humanization,	
  but	
  also	
  for	
  
dehumanization.	
  Dehumanization	
  makes	
  people	
  objects	
  of	
  history	
  and	
  culture,	
  and	
  denies	
  their	
  capacity	
  
to	
  also	
  be	
  self-­‐defining	
  subjects	
  creating	
  history	
  and	
  culture.	
  These	
  dehumanizing	
  forces	
  reside	
  in	
  both	
  
the	
  material	
  and	
  psychic	
  conditions	
  of	
  persons	
  and	
  situations.	
  

Freire	
  follows	
  a	
  long	
  tradition	
  in	
  philosophy	
  when	
  he	
  links	
  a	
  particular	
  understanding	
  of	
  human	
  nature	
  
with	
  a	
  conception	
  of	
  the	
  proper	
  formation	
  of	
  both	
  self	
  and	
  society.	
  Within	
  this	
  tradition,	
  some	
  type	
  of	
  
education	
  and	
  moral	
  life	
  mediates	
  the	
  cultivation	
  of	
  human	
  nature	
  into	
  ideal	
  forms	
  of	
  individual	
  and	
  
social	
  existence.	
  In	
  other	
  words,	
  human	
  nature	
  alone	
  cannot	
  produce	
  the	
  good	
  life,	
  but	
  must	
  be	
  shaped	
  
and	
  nurtured	
  into	
  specific	
  forms	
  that	
  enable	
  the	
  realization	
  of	
  what	
  is	
  best	
  and	
  most	
  fruitful	
  for	
  a	
  
community.	
  Education	
  draws	
  out	
  these	
  possibilities	
  from	
  human	
  nature,	
  and	
  at	
  the	
  same	
  time	
  instills	
  a	
  
moral	
  order	
  capable	
  of	
  resisting	
  impulses	
  that	
  threaten	
  the	
  attainment	
  of	
  what	
  is	
  good	
  for	
  each	
  person	
  
and	
  the	
  community.	
  Education	
  thus	
  is	
  essential	
  because	
  without	
  it,	
  human	
  life	
  would	
  not	
  rise	
  to	
  the	
  
level	
  of	
  existence	
  but	
  would	
  rather	
  remain	
  at	
  the	
  level	
  of	
  instinct	
  and	
  basic	
  survival	
  needs.	
  As	
  Freire	
  put	
  
it:	
  

I	
  cannot	
  understand	
  human	
  beings	
  as	
  simply	
  living.	
  I	
  can	
  understand	
  them	
  only	
  as	
  historically,	
  culturally,	
  
and	
  socially	
  existing	
  .	
  .	
  .	
  I	
  can	
  understand	
  them	
  only	
  as	
  beings	
  who	
  are	
  makers	
  of	
  their	
  “way,”	
  in	
  the	
  
making	
  of	
  which	
  they	
  lay	
  themselves	
  open	
  to	
  or	
  commit	
  themselves	
  to	
  the	
  “way”	
  that	
  they	
  make	
  and	
  
that	
  therefore	
  remakes	
  them	
  as	
  well.	
  (21)	
  

Language,	
  culture,	
  history,	
  and	
  community	
  are	
  dependent	
  on	
  education,	
  on	
  freedom	
  and	
  the	
  capacity	
  to	
  
create	
  forms	
  (“ways”)	
  of	
  life.	
  Practical	
  reason	
  and	
  knowledge	
  are	
  central	
  in	
  the	
  work	
  of	
  ethical	
  and	
  
political	
  formation,	
  not	
  so	
  much	
  as	
  deliberative	
  tools	
  but	
  as	
  integral	
  to	
  the	
  actions	
  creating	
  culture	
  and	
  
history.	
  Freire	
  argues	
  that	
  overcoming	
  the	
  limits	
  of	
  situations	
  is	
  ultimately	
  an	
  educational	
  enterprise	
  
that	
  he	
  calls	
  a	
  practice	
  of	
  freedom,	
  a	
  permanent	
  form	
  of	
  cultural	
  re-­‐creation	
  that	
  enables	
  the	
  fullest	
  
possible	
  expression	
  of	
  human	
  existence.	
  Further,	
  Freire	
  holds	
  that	
  democratic	
  socialism	
  provides	
  the	
  
necessary	
  conditions	
  for	
  each	
  person	
  to	
  achieve	
  his	
  or	
  her	
  freedom,	
  to	
  become	
  fully	
  human.	
  	
  

Freire’s	
  humanistic	
  view	
  reverses	
  the	
  emphasis	
  of	
  theorist	
  John	
  Dewey	
  on	
  the	
  biological,	
  Dewey	
  had	
  a	
  
biological-­‐organic	
  conception	
  of	
  human	
  existence	
  and	
  he	
  held	
  that	
  education	
  was	
  a	
  lifelong	
  process	
  of	
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growth	
  and	
  development	
  intrinsic	
  to	
  individual	
  and	
  social	
  self-­‐realization	
  (22).	
  He	
  maintained	
  that	
  human	
  
beings	
  are	
  creatures	
  capable	
  of	
  social	
  and	
  critically	
  reflective	
  adaptation	
  to	
  the	
  environment	
  to	
  enable	
  
their	
  successful	
  coping	
  (satisfaction	
  of	
  basic	
  needs),	
  and	
  that	
  this	
  ability	
  differs	
  little	
  from	
  what	
  other	
  
creatures	
  do	
  in	
  order	
  to	
  survive.	
  Freire's	
  humanism	
  attempts	
  to	
  integrate	
  deliberative	
  and	
  
communicative	
  actions	
  in	
  people's	
  particular	
  and	
  distinctive	
  role	
  in	
  producing	
  culture	
  and	
  history.	
  For	
  
Freire,	
  what	
  is	
  crucially	
  important	
  is	
  that	
  humans	
  are	
  animals	
  that	
  operate	
  not	
  only	
  from	
  reflex,	
  habit,	
  or	
  
even	
  intelligent	
  creative	
  response;	
  they	
  are	
  animals	
  that	
  exist	
  meaningfully	
  in	
  and	
  with	
  the	
  world	
  of	
  
history	
  and	
  culture	
  that	
  humans	
  themselves	
  have	
  produced.	
  Freire	
  thinks	
  that	
  if	
  we	
  fail	
  to	
  grasp	
  how	
  the	
  
capacity	
  for	
  historical,	
  cultural,	
  linguistic	
  praxis	
  makes	
  us	
  different	
  from	
  the	
  rest	
  of	
  the	
  organic	
  and	
  
inorganic	
  world,	
  (Freire’s	
  effort	
  to	
  distance	
  humans	
  from	
  other	
  animals	
  has	
  been	
  challenged	
  as	
  species-­‐
ist	
  and	
  reflective	
  of	
  the	
  European	
  modes	
  of	
  thought	
  that	
  pervade	
  his	
  view.	
  Bower	
  (23)	
  raised	
  these	
  
concerns	
  in	
  a	
  trenchant	
  critique	
  of	
  Freire’s	
  assumptions,	
  charging	
  that	
  they	
  mask	
  the	
  cultural	
  invasion	
  of	
  
his	
  theory	
  when	
  it	
  supports	
  interventions	
  in	
  non-­‐Western	
  contexts),	
  we	
  will	
  fail	
  to	
  be	
  able	
  to	
  transform	
  
society	
  toward	
  a	
  vision	
  of	
  justice	
  and	
  democracy,	
  the	
  goal	
  he	
  and	
  Dewey	
  shared.	
  The	
  dialectical	
  
interplay	
  between	
  existence	
  and	
  context	
  reveals	
  that	
  any	
  given	
  situation,	
  including	
  one’s	
  identity	
  and	
  
self-­‐understanding,	
  is	
  not	
  a	
  necessity.	
  Situations	
  and	
  identities	
  congeal	
  in	
  the	
  course	
  of	
  time	
  under	
  the	
  
press	
  of	
  history	
  and	
  culture,	
  but	
  most	
  importantly	
  also	
  under	
  the	
  influence	
  of	
  human	
  action,	
  and	
  they	
  
are	
  thus	
  susceptible	
  to	
  human	
  intervention,	
  to	
  the	
  power	
  of	
  freedom.	
  The	
  ontological	
  truth	
  of	
  historicity	
  
thus	
  not	
  only	
  defines	
  human	
  nature	
  for	
  Freire,	
  but	
  grounds	
  his	
  theory	
  of	
  liberation	
  and	
  provides	
  the	
  
opening	
  for	
  concrete	
  efforts	
  to	
  transform	
  oppressive	
  realities.	
  A	
  practical	
  grasp	
  of	
  historicity	
  by	
  the	
  
oppressed	
  means	
  they	
  understand	
  their	
  situation	
  and	
  themselves	
  not	
  fatalistically	
  as	
  an	
  unchangeable	
  
state	
  of	
  affairs	
  (as	
  if	
  their	
  suffering	
  was	
  justified	
  by	
  divine	
  will	
  or	
  natural	
  law,	
  or	
  was	
  the	
  just	
  desserts	
  of	
  
individual	
  failures),	
  but	
  rather	
  they	
  understand	
  their	
  daily	
  lives	
  as	
  presenting	
  concrete	
  problems	
  along	
  
with	
  opportunities	
  for	
  transformation.	
  They	
  see	
  that	
  life	
  (including	
  themselves)	
  could	
  be	
  different,	
  and	
  
the	
  more	
  clearly	
  they	
  discern	
  why	
  things	
  (and	
  themselves)	
  are	
  as	
  they	
  are	
  and	
  how	
  they	
  could	
  be	
  
otherwise,	
  the	
  more	
  effective	
  their	
  interventions	
  can	
  be	
  to	
  enable	
  greater	
  self-­‐	
  and	
  community	
  
realization.	
  The	
  historical,	
  cultural,	
  and	
  social	
  background	
  shapes	
  the	
  present	
  context,	
  from	
  the	
  privacy	
  
of	
  family	
  life	
  to	
  the	
  public	
  spheres	
  of	
  the	
  state	
  and	
  mass	
  media.	
  It	
  establishes	
  the	
  field	
  within	
  which	
  free	
  
action	
  can	
  move,	
  and	
  even	
  outlines	
  possible	
  psychological	
  states	
  and	
  the	
  most	
  intimate	
  aspects	
  of	
  a	
  self,	
  
from	
  identity	
  to	
  feelings	
  and	
  desires.	
  The	
  situational	
  constraints	
  that	
  prevent	
  freedom	
  are	
  thus	
  also	
  
always	
  internal	
  and	
  not	
  only	
  external	
  to	
  individuals.	
  Human	
  beings	
  inhabit,	
  and	
  are	
  inhabited	
  by,	
  the	
  
structures,	
  institutions,	
  social	
  relations,	
  and	
  self-­‐understandings	
  that	
  comprise	
  a	
  people’s	
  culture.	
  The	
  
practice	
  of	
  freedom,	
  as	
  a	
  critical	
  reflexive	
  praxis,	
  must	
  grasp	
  the	
  outward	
  direction,	
  meaning,	
  and	
  
consequences	
  of	
  action,	
  and	
  also	
  its	
  inward	
  meaning	
  as	
  the	
  realization	
  and	
  articulation	
  of	
  a	
  self.	
  
Therefore,	
  education	
  as	
  a	
  practice	
  of	
  freedom	
  must	
  include	
  a	
  kind	
  of	
  historico-­‐cultural,	
  political	
  
psychoanalysis	
  that	
  reveals	
  the	
  formation	
  of	
  the	
  self	
  and	
  its	
  situation	
  in	
  all	
  their	
  dynamic	
  and	
  dialectical	
  
relations.	
  People	
  then	
  become	
  critically	
  conscious	
  of	
  themselves	
  as	
  the	
  very	
  sorts	
  of	
  creatures	
  that	
  
produce	
  (and	
  are	
  produced	
  by)	
  their	
  culture	
  and	
  history,	
  and	
  to	
  realize	
  their	
  freedom	
  they	
  become	
  
engaged	
  in	
  liberatory	
  acts	
  that	
  challenge	
  the	
  limits	
  (internal	
  and	
  external)	
  of	
  particular	
  situations	
  that	
  
maintain	
  oppression	
  or	
  injustice.	
  Human	
  freedom	
  is	
  not	
  outside	
  particular	
  situations	
  but	
  is	
  geared	
  to	
  
them.	
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People	
  are	
  not	
  free	
  to	
  choose	
  the	
  time,	
  place,	
  meanings,	
  standards,	
  and	
  so	
  on,	
  into	
  which	
  they	
  have	
  
been	
  thrown	
  by	
  their	
  birth,	
  yet	
  they	
  are	
  able	
  to	
  take	
  up	
  specific	
  stances	
  within	
  that	
  context	
  and	
  make	
  of	
  
it	
  what	
  they	
  may.	
  Free	
  action	
  strives	
  to	
  go	
  beyond	
  the	
  given	
  reality	
  to	
  posit	
  and	
  create	
  a	
  new	
  future	
  
through	
  effort	
  and	
  struggle,	
  a	
  future	
  that	
  cannot	
  be	
  simply	
  declared	
  into	
  existence	
  but	
  must	
  be	
  
achieved.	
  

Freire	
  deploys	
  the	
  theological	
  notion	
  of	
  vocation	
  to	
  build	
  a	
  link	
  between	
  particular	
  contingent	
  choices,	
  
for	
  humanization,	
  and	
  universal	
  human	
  ontological	
  capacities.	
  He	
  wants	
  to	
  invoke	
  a	
  type	
  of	
  authenticity	
  
that	
  distinguishes	
  a	
  way	
  of	
  living	
  that	
  expresses	
  the	
  deepest,	
  most	
  primordial	
  aspects	
  of	
  human	
  
existence.	
  This	
  vocation	
  embodies	
  freedom,	
  and	
  through	
  humanizing	
  action	
  people	
  understand	
  and	
  
become	
  critically	
  intentional	
  about	
  their	
  creation	
  of	
  culture	
  and	
  history.	
  Inauthentic	
  ways	
  of	
  being	
  
distort	
  this	
  ontological	
  essence	
  of	
  being	
  human,	
  and	
  deny	
  some	
  people	
  the	
  possibility	
  and	
  right	
  of	
  being	
  
self-­‐defining,	
  self-­‐realizing,	
  and	
  self-­‐determining.	
  This	
  denial	
  defines	
  dehumanization	
  or	
  oppression.	
  

Freire	
  argued	
  that	
  knowledge	
  was	
  not	
  a	
  state	
  of	
  mind,	
  nor	
  a	
  type	
  of	
  warranted	
  proposition	
  that	
  could	
  be	
  
settled	
  in	
  the	
  manner	
  of	
  a	
  mathematical	
  equation,	
  but	
  rather	
  it	
  was	
  a	
  way	
  of	
  being	
  that	
  reflected	
  the	
  
deepest	
  human	
  capacities	
  for	
  producing	
  culture	
  and	
  history.	
  Critical	
  knowledge	
  enfolds	
  the	
  knower	
  and	
  
the	
  known	
  in	
  a	
  dialectical	
  unity	
  embodied	
  through	
  the	
  creative	
  powers	
  of	
  existence.	
  It	
  is	
  not	
  something	
  
that	
  is	
  strictly	
  the	
  possession	
  or	
  achievement	
  of	
  an	
  individual,	
  nor	
  can	
  it	
  be	
  tested	
  outside	
  the	
  context	
  of	
  
action	
  situated	
  within	
  specific	
  cultural	
  and	
  historical	
  horizons	
  (24).	
  

Freire	
  argued	
  that	
  the	
  conditions	
  that	
  promote	
  freedom	
  also	
  produce	
  the	
  human	
  capacity	
  for	
  critical	
  
knowledge.	
  He	
  translated	
  these	
  conditions	
  into	
  communicative	
  and	
  linguistic	
  metaphors	
  that	
  prescribed	
  
certain	
  methods	
  for	
  the	
  educational	
  dimensions	
  of	
  his	
  theory	
  of	
  liberation.	
  Central	
  to	
  these	
  metaphors	
  
is	
  his	
  notion	
  of	
  dialogue.	
  Knowledge	
  becomes	
  founded	
  on	
  dialogue	
  characterized	
  by	
  participatory,	
  open	
  
communication	
  focused	
  around	
  critical	
  inquiry	
  and	
  analysis,	
  linked	
  to	
  intentional	
  action	
  seeking	
  to	
  
reconstruct	
  the	
  situation	
  (including	
  the	
  self)	
  and	
  to	
  evaluated	
  consequences.	
  The	
  dialogue	
  that	
  
distinguishes	
  critical	
  knowledge	
  and	
  cultural	
  action	
  for	
  freedom	
  is	
  not	
  some	
  kind	
  of	
  conversation,	
  it	
  is	
  a	
  
social	
  praxis.	
  To	
  be	
  liberatory,	
  it	
  must	
  respect	
  the	
  everyday	
  language,	
  understanding,	
  and	
  way	
  of	
  life	
  of	
  
the	
  knowers,	
  and	
  it	
  must	
  seek	
  to	
  create	
  situations	
  in	
  which	
  they	
  can	
  more	
  deeply	
  express	
  their	
  own	
  
hopes	
  and	
  intentions.	
  Dialogue	
  enables	
  the	
  oppressed	
  to	
  “speak	
  a	
  true	
  word”	
  and	
  overcome	
  their	
  
“silencing”	
  (25)	
  not	
  simply	
  at	
  the	
  communicative	
  or	
  linguistic	
  levels,	
  but	
  also	
  in	
  regard	
  to	
  their	
  forming	
  
culture,	
  history,	
  and	
  their	
  own	
  identities.	
  This	
  cultural	
  action	
  for	
  liberation	
  reveals	
  the	
  profound	
  
importance	
  of	
  language	
  for	
  a	
  people’s	
  being,	
  knowing,	
  and	
  capacity	
  to	
  produce	
  reality.	
  Deliberative	
  and	
  
communicative	
  actions	
  are	
  integrated	
  to	
  achieve	
  the	
  authentic,	
  uniquely	
  human	
  existence	
  that	
  
liberation	
  entails.	
  The	
  oppressed	
  must	
  read	
  and	
  know	
  the	
  world	
  and	
  themselves	
  in	
  a	
  critical	
  way	
  that	
  
reveals	
  the	
  processes	
  of	
  historical	
  formation	
  in	
  order	
  to	
  write	
  their	
  future,	
  transcending	
  the	
  present	
  
limits	
  and	
  expressing	
  their	
  primordial	
  power	
  of	
  humanization.	
  Without	
  the	
  struggle	
  to	
  transform	
  reality,	
  
there	
  can	
  be	
  neither	
  genuine	
  critical	
  knowledge	
  nor	
  authentic	
  modes	
  of	
  being.	
  

Conscientization	
  is	
  the	
  term	
  Freire	
  used	
  to	
  capture	
  the	
  complex	
  ontological,	
  epistemological,	
  and	
  
ethical-­‐political	
  features	
  of	
  education	
  as	
  a	
  practice	
  of	
  freedom.	
  His	
  analysis	
  placed	
  cultural	
  formation,	
  
knowledge	
  creation,	
  and	
  linguistic	
  practices	
  as	
  central	
  to	
  situations	
  and	
  identity	
  and	
  thus	
  also	
  as	
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necessarily	
  central	
  to	
  revolutionary	
  (or	
  any	
  other)	
  social	
  change.	
  Since	
  situations	
  are	
  permeated	
  with	
  
defining	
  axes	
  of	
  power	
  and	
  authority	
  that	
  establish	
  standards	
  and	
  norms	
  in	
  favor	
  of	
  some	
  rather	
  than	
  
others,	
  liberation	
  entails	
  a	
  people’s	
  struggle	
  to	
  be,	
  to	
  feel,	
  to	
  know,	
  and	
  to	
  speak	
  for	
  them-­‐selves.	
  “The	
  
more	
  the	
  people	
  become	
  themselves,	
  the	
  better	
  the	
  democracy”	
  (26).	
  As	
  people	
  take	
  hold	
  of	
  the	
  
indeterminateness	
  of	
  history	
  and	
  the	
  openness	
  of	
  the	
  future,	
  their	
  hopes	
  and	
  dreams	
  of	
  a	
  more	
  just	
  life	
  
become	
  realized	
  as	
  the	
  fulfillment	
  of	
  an	
  “ontological	
  need”	
  (27)	
  Striving	
  to	
  meet	
  these	
  primordial	
  human	
  
needs,	
  and	
  wielding	
  “truth	
  as	
  an	
  ethical	
  quality	
  of	
  the	
  struggle	
  (28)	
  ,	
  the	
  politics	
  of	
  liberation	
  harnesses	
  
the	
  ontological	
  and	
  epistemological	
  foundations	
  of	
  existence	
  to	
  overcome	
  the	
  limits	
  of	
  oppression	
  and	
  
build	
  a	
  democratic	
  socialism	
  that	
  sustains	
  diverse	
  communities.	
  “[W]e,	
  as	
  existent,	
  outfit	
  ourselves	
  to	
  
engage	
  in	
  the	
  struggle	
  in	
  quest	
  of	
  and	
  in	
  defense	
  of	
  equality	
  of	
  opportunity,	
  by	
  the	
  very	
  fact	
  that,	
  as	
  
living	
  beings,	
  we	
  are	
  radically	
  different	
  from	
  one	
  another”	
  (29).	
  Freire	
  understood	
  how	
  fragile	
  and	
  
contingent	
  this	
  struggle	
  had	
  to	
  be,	
  and	
  accepted	
  that	
  no	
  guarantees	
  could	
  warrant	
  the	
  humanistic	
  
reinvention	
  of	
  citizenship.	
  Conscientization	
  is	
  thus	
  a	
  mode	
  of	
  life	
  always	
  in	
  the	
  process	
  of	
  becoming,	
  one	
  
that	
  enacts	
  ongoing	
  cultural	
  action	
  for	
  liberation	
  that	
  accepts	
  an	
  ethic	
  of	
  the	
  “fineness	
  of	
  the	
  striving”	
  as	
  
“a	
  job	
  to	
  do	
  in	
  history”	
  (30).	
  This	
  ethic	
  indicates	
  precisely	
  the	
  importance	
  of	
  education	
  as	
  a	
  practice	
  of	
  
freedom	
  for	
  a	
  successful	
  revolution	
  because	
  it	
  enables	
  the	
  ongoing	
  reinvention	
  and	
  recreation	
  of	
  
democratic	
  culture.	
  This	
  overview	
  of	
  Freire’s	
  argumentative	
  structure	
  for	
  his	
  theory	
  of	
  liberation	
  and	
  
education	
  identified	
  the	
  foundational	
  interrelationships	
  among	
  his	
  ontological,	
  epistemological,	
  ethical,	
  
and	
  political	
  analyses.	
  Freire	
  argued	
  that	
  education	
  as	
  a	
  practice	
  of	
  freedom	
  is	
  actually	
  a	
  necessary	
  
aspect	
  of	
  being	
  fully	
  human.	
  Without	
  this	
  kind	
  of	
  praxis,	
  human	
  beings	
  cease	
  to	
  be	
  the	
  “makers	
  of	
  their	
  
way”	
  and	
  they	
  become	
  simply	
  what	
  history	
  makes	
  of	
  them.	
  For	
  Freire,	
  to	
  be	
  human	
  means	
  to	
  make	
  and	
  
remake	
  one’s	
  self	
  through	
  making	
  history	
  and	
  culture,	
  to	
  struggle	
  against	
  the	
  limiting	
  conditions	
  that	
  
prevent	
  such	
  creative	
  action,	
  and	
  to	
  dream	
  into	
  existence	
  a	
  world	
  where	
  every	
  person	
  has	
  this	
  
opportunity	
  and	
  responsibility.	
  

Summary	
  

Five	
  aspects	
  of	
  Paulo	
  Freire's	
  work	
  have	
  a	
  particular	
  significance	
  for	
  the	
  context	
  of	
  community	
  art.	
  

1. 	
  His	
  emphasis	
  on	
  dialogue	
  has	
  struck	
  a	
  very	
  strong	
  chord	
  with	
  those	
  concerned	
  with	
  popular	
  and	
  
informal	
  education.	
  Given	
  that	
  informal	
  education	
  is	
  a	
  dialogical	
  or	
  conversational	
  rather	
  than	
  a	
  
curricula	
  form	
  this	
  is	
  hardly	
  surprising.	
  However,	
  Paulo	
  Freire	
  was	
  able	
  to	
  take	
  the	
  discussion	
  on	
  
several	
  steps	
  with	
  his	
  insistence	
  that	
  dialogue	
  involves	
  respect.	
  It	
  should	
  not	
  involve	
  one	
  person	
  
acting	
  on	
  another,	
  but	
  rather	
  people	
  working	
  with	
  each	
  other.	
  Too	
  much	
  education,	
  Paulo	
  Freire	
  
argues,	
  involves	
  'banking'	
  -­‐	
  the	
  educator	
  making	
  'deposits'	
  in	
  the	
  educatee.	
  

2. 	
  Paulo	
  Freire	
  was	
  concerned	
  with	
  praxis	
  -­‐	
  action	
  that	
  is	
  informed	
  (and	
  linked	
  to	
  certain	
  values).	
  
Dialogue	
  wasn't	
  just	
  about	
  deepening	
  understanding	
  -­‐	
  but	
  was	
  part	
  of	
  making	
  a	
  difference	
  in	
  the	
  
world.	
  Dialogue	
  in	
  itself	
  is	
  a	
  co-­‐operative	
  activity	
  involving	
  respect.	
  The	
  process	
  is	
  important	
  and	
  
can	
  be	
  seen	
  as	
  enhancing	
  community	
  and	
  building	
  social	
  capital	
  and	
  to	
  leading	
  us	
  to	
  act	
  in	
  ways	
  
that	
  make	
  for	
  justice	
  and	
  human	
  flourishing.	
  Informal	
  and	
  popular	
  educators	
  have	
  had	
  a	
  long-­‐
standing	
  orientation	
  to	
  action	
  -­‐	
  so	
  the	
  emphasis	
  on	
  change	
  in	
  the	
  world	
  was	
  welcome.	
  But	
  there	
  
was	
  a	
  sting	
  in	
  the	
  tail.	
  Paulo	
  Freire	
  argued	
  for	
  informed	
  action	
  and	
  as	
  such	
  provided	
  a	
  useful	
  
counter-­‐balance	
  to	
  those	
  who	
  want	
  to	
  diminish	
  theory.	
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3. Freire's	
  attention	
  to	
  naming	
  the	
  world	
  has	
  been	
  of	
  great	
  significance	
  to	
  those	
  educators	
  who	
  have	
  
traditionally	
  worked	
  with	
  those	
  who	
  do	
  not	
  have	
  a	
  voice,	
  and	
  who	
  are	
  oppressed.	
  The	
  idea	
  of	
  
building	
  a	
  'pedagogy	
  of	
  the	
  oppressed'	
  or	
  a	
  'pedagogy	
  of	
  hope'	
  and	
  how	
  this	
  may	
  be	
  carried	
  forward	
  
has	
  formed	
  a	
  significant	
  impetus	
  to	
  work.	
  An	
  important	
  element	
  of	
  this	
  was	
  his	
  concern	
  with	
  
conscientization	
  -­‐	
  developing	
  consciousness,	
  that	
  is	
  understood	
  to	
  have	
  the	
  power	
  to	
  transform	
  
reality'	
  (31).	
  

4. Paulo	
  Freire's	
  insistence	
  on	
  situating	
  educational	
  activity	
  in	
  the	
  lived	
  experience	
  of	
  participants	
  
has	
  opened	
  up	
  a	
  series	
  of	
  possibilities	
  for	
  the	
  way	
  informal	
  educators	
  can	
  approach	
  practice.	
  His	
  
concern	
  to	
  look	
  for	
  words	
  that	
  have	
  the	
  possibility	
  of	
  generating	
  new	
  ways	
  of	
  naming	
  and	
  acting	
  in	
  
the	
  world	
  when	
  working	
  with	
  people	
  around	
  literacies	
  is	
  a	
  good	
  example	
  of	
  this.	
  

2.1.2	
  Augusto	
  Boal	
  

“…Augusto	
  Boal	
  was	
  a	
  giant	
  in	
  so	
  many	
  ways:	
  theatre	
  director,	
  scholar,	
  teacher;	
  pedagogy	
  colleague	
  of	
  
Paulo	
  Freire;	
  political	
  representative	
  and	
  statesman	
  in	
  Rio	
  de	
  Janeiro	
  and	
  Brazil;	
  international	
  speaker	
  
and	
  teacher;	
  Nobel	
  Peace	
  Prize	
  nominee;	
  and	
  the	
  visionary	
  who	
  conceived	
  and	
  patiently	
  developed	
  one	
  
of	
  the	
  most	
  revolutionary	
  cultural	
  and	
  artistic	
  practices	
  of	
  the	
  last	
  millennia,	
  the	
  Theatre	
  of	
  the	
  
Oppressed”.	
  (32)	
  	
  

Triggered	
  by	
  ideology	
  developed	
  by	
  Paulo	
  Friere,	
  Boal	
  made	
  the	
  leap	
  from	
  theory	
  to	
  practice,	
  and	
  
brought	
  his	
  revolutionary	
  artistic	
  practices	
  to	
  many	
  parts	
  of	
  the	
  world	
  travelling	
  and	
  conducting	
  
workshops	
  and	
  conferences	
  allowing	
  through	
  exposure	
  for	
  a	
  worldwide	
  evolution	
  in	
  the	
  approach	
  to	
  
theatre	
  artistic	
  practice	
  and	
  the	
  understanding	
  of	
  culture.	
  	
  Today,	
  his	
  influence	
  continues	
  to	
  expand	
  
within	
  the	
  establishment	
  since	
  the	
  contribution	
  he	
  made,	
  combined	
  with	
  the	
  ability	
  to	
  communicate	
  his	
  
ideas	
  throughout	
  the	
  world	
  changed	
  our	
  approach	
  and	
  understanding	
  of	
  what	
  art	
  should	
  be	
  about.	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  

In	
  1956	
  he	
  began	
  to	
  experiment	
  with	
  new	
  forms	
  of	
  theatre	
  never	
  before	
  seen	
  in	
  Brazil,	
  such	
  as	
  
Stravinsky’s	
  System	
  for	
  actors,	
  with	
  which	
  he	
  became	
  familiar	
  during	
  his	
  time	
  at	
  Columbia	
  and	
  when	
  
involved	
  with	
  the	
  Actors	
  Studio	
  in	
  New	
  York.	
  Boal	
  adapted	
  these	
  methods	
  to	
  social	
  conditions	
  in	
  Brazil,	
  
taking	
  a	
  leftist	
  approach	
  on	
  issues	
  concerning	
  nationalism,	
  which	
  were	
  very	
  much	
  in	
  vogue	
  at	
  that	
  time	
  
period	
  since	
  the	
  country	
  had	
  just	
  undergone	
  a	
  long	
  period	
  of	
  military	
  dictatorship.	
  	
  

Work	
  at	
  the	
  Arena	
  Theatre	
  of	
  São	
  Paulo	
  

While	
  working	
  at	
  the	
  Arena	
  Theatre	
  in	
  São	
  Paulo,	
  Boal	
  directed	
  a	
  number	
  of	
  classical	
  dramas,	
  which	
  he	
  
transformed	
  to	
  make	
  them	
  more	
  pertinent	
  to	
  Brazilian	
  society	
  and	
  its	
  economy.	
  In	
  the	
  early	
  sixties,	
  the	
  
ratings	
  at	
  the	
  Arena	
  Theatre	
  of	
  São	
  Paulo	
  started	
  to	
  drop,	
  almost	
  causing	
  the	
  theatre	
  to	
  go	
  bankrupt.	
  
Consequently,	
  the	
  company	
  decided	
  to	
  start	
  investing	
  in	
  national	
  theatre	
  (pieces	
  written	
  by	
  Brazilian	
  
authors)	
  as	
  a	
  move	
  that	
  could	
  possibly	
  save	
  it	
  from	
  bankruptcy.	
  The	
  new	
  investment	
  proved	
  to	
  be	
  a	
  
success,	
  opening	
  up	
  the	
  path	
  for	
  a	
  national	
  theatre	
  scene.	
  Boal	
  then	
  suggested	
  the	
  creation	
  of	
  a	
  Seminar	
  
in	
  Dramaturgy	
  at	
  the	
  Arena	
  Theatre,	
  which	
  was	
  quickly	
  implemented	
  and	
  soon	
  became	
  a	
  national	
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platform	
  for	
  many	
  young	
  playwrights.	
  Many	
  successful	
  productions	
  were	
  born	
  from	
  this	
  Seminar	
  and	
  
now	
  form	
  part	
  of	
  the	
  Arena	
  Theatre	
  of	
  São	
  Paulo's	
  nationalist	
  phase	
  repertoire.	
  His	
  work	
  at	
  the	
  Arena	
  
Theatre	
  led	
  to	
  his	
  experimentation	
  with	
  new	
  forms	
  of	
  theatre	
  that	
  would	
  have	
  an	
  extraordinary	
  impact	
  
on	
  traditional	
  practice.	
  	
  

Exile	
  

A	
  new	
  military	
  regime	
  started	
  in	
  Brazil	
  in	
  1964	
  with	
  a	
  coup	
  d'état	
  supported	
  by	
  the	
  Brazilian	
  elite,	
  the	
  
church	
  and	
  the	
  middle	
  class,	
  as	
  well	
  as	
  by	
  the	
  United	
  States	
  (in	
  fear	
  of	
  communism).	
  Boal’s	
  teachings	
  
were	
  controversial,	
  and	
  as	
  a	
  cultural	
  activist	
  he	
  was	
  seen	
  as	
  a	
  threat	
  by	
  the	
  Brazilian	
  military	
  regime.	
  In	
  
1971,	
  Boal	
  was	
  kidnapped	
  off	
  the	
  street,	
  arrested,	
  tortured,	
  and	
  eventually	
  exiled	
  to	
  Argentina,	
  where	
  
he	
  stayed	
  for	
  5	
  years.	
  During	
  those	
  5	
  years,	
  Boal	
  published	
  two	
  books:	
  “Torquemada”	
  (1971)	
  and	
  his	
  
much	
  acclaimed	
  “Theatre	
  of	
  the	
  Oppressed”(1973).	
  Torquemada	
  is	
  a	
  book	
  that	
  talks	
  about	
  the	
  
systematic	
  use	
  of	
  torture	
  in	
  prison.	
  In	
  Theatre	
  of	
  the	
  Oppressed	
  Boal	
  develops	
  a	
  theatrical	
  method	
  
based	
  on	
  “Pedagogy	
  of	
  the	
  Oppressed”,	
  written	
  by	
  Paulo	
  Friere.	
  Friere	
  was	
  a	
  major	
  influence	
  on	
  Boal’s	
  
teachings.	
  Boal's	
  method	
  seeks	
  to	
  transform	
  audiences	
  into	
  active	
  participants	
  in	
  the	
  theatrical	
  
experience.	
  Boal	
  argued	
  that	
  traditional	
  theatre	
  is	
  oppressive	
  since	
  spectators	
  usually	
  do	
  not	
  get	
  a	
  
chance	
  to	
  express	
  themselves,	
  and	
  that	
  a	
  collaboration	
  between	
  both	
  parties	
  allows	
  spectators	
  to	
  
perform	
  actions	
  that	
  are	
  socially	
  liberating.	
  The	
  method,	
  as	
  Boal	
  liked	
  to	
  explain,	
  seeks	
  to	
  transform	
  
spectators	
  into	
  "spect-­‐actors."	
  He	
  saw	
  that	
  the	
  passivity	
  of	
  the	
  spectator	
  could	
  be	
  broken	
  down	
  by	
  the	
  
following	
  steps	
  by	
  which	
  the	
  spectator	
  becomes	
  the	
  spect-­‐actor:	
  1)	
  Knowing	
  the	
  body	
  (by	
  body	
  he	
  
means	
  both	
  the	
  individual	
  'body'	
  and	
  the	
  collective	
  'body'	
  in	
  a	
  Marxist	
  sense)	
  	
  

2)	
  Making	
  the	
  body	
  expressive	
  	
  

3)	
  Using	
  theatre	
  as	
  a	
  language	
  	
  

4)	
  Using	
  theatre	
  as	
  discourse.	
  

Birth	
  of	
  the	
  Spect-­‐Actor	
  

Prior	
  to	
  his	
  experimentation,	
  and	
  following	
  tradition,	
  audiences	
  were	
  invited	
  to	
  discuss	
  a	
  play	
  at	
  the	
  end	
  
of	
  the	
  performance.	
  In	
  so	
  doing,	
  according	
  to	
  Boal,	
  they	
  remained	
  viewers	
  and	
  "reactors"	
  to	
  the	
  action	
  
before	
  them.	
  Boal	
  developed	
  a	
  process	
  whereby	
  audience	
  members	
  could	
  stop	
  a	
  performance	
  and	
  
suggest	
  different	
  actions	
  for	
  the	
  character	
  experiencing	
  oppression,	
  and	
  the	
  actor	
  playing	
  that	
  character	
  
would	
  then	
  carry	
  out	
  the	
  audience	
  suggestions.	
  But	
  in	
  a	
  now	
  legendary	
  development,	
  a	
  woman	
  in	
  the	
  
audience	
  once	
  was	
  so	
  outraged	
  the	
  actor	
  could	
  not	
  understand	
  her	
  suggestion	
  that	
  she	
  came	
  onto	
  the	
  
stage	
  and	
  showed	
  what	
  she	
  meant.	
  For	
  Boal	
  this	
  was	
  the	
  birth	
  of	
  the	
  spect-­‐actor	
  (not	
  spectator)	
  and	
  his	
  
theatre	
  was	
  transformed.	
  He	
  began	
  inviting	
  audience	
  members	
  with	
  suggestions	
  for	
  change	
  onto	
  the	
  
stage	
  to	
  demonstrate	
  their	
  ideas.	
  In	
  so	
  doing,	
  he	
  discovered	
  that	
  through	
  this	
  participation	
  the	
  audience	
  
members	
  became	
  empowered	
  not	
  only	
  to	
  imagine	
  change	
  but	
  to	
  actually	
  practice	
  that	
  change,	
  reflect	
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collectively	
  on	
  the	
  suggestion,	
  and	
  thereby	
  become	
  empowered	
  to	
  generate	
  social	
  action.	
  Theatre	
  
became	
  a	
  practical	
  vehicle	
  for	
  grass-­‐roots	
  activism.	
  	
  

After	
  living	
  in	
  Argentina,	
  Boal	
  traveled	
  to	
  other	
  countries	
  in	
  South	
  America	
  such	
  as	
  Peru	
  and	
  Ecuador,	
  
where	
  he	
  worked	
  with	
  people	
  in	
  small	
  and	
  usually	
  poor	
  communities	
  that	
  dealt	
  with	
  conflicts	
  such	
  as	
  
civil	
  wars	
  and	
  lack	
  of	
  government	
  attention.	
  Boal	
  was	
  of	
  the	
  opinion	
  that	
  only	
  the	
  oppressed	
  are	
  able	
  to	
  
free	
  the	
  oppressed.	
  In	
  Peru,	
  Boal	
  practiced	
  his	
  “Forum	
  theatre”	
  method,	
  in	
  which	
  spectator	
  replaces	
  
actor	
  to	
  determine	
  the	
  solution	
  to	
  a	
  given	
  problem	
  presented	
  by	
  the	
  actor,	
  which	
  can	
  also	
  be	
  a	
  real	
  
problem	
  someone	
  in	
  the	
  community	
  is	
  facing.	
  Boal	
  also	
  lived	
  in	
  Paris,	
  France	
  for	
  a	
  number	
  of	
  years,	
  
where	
  he	
  created	
  several	
  Centers	
  for	
  the	
  Theatre	
  of	
  the	
  Oppressed,	
  directed	
  plays,	
  and	
  also	
  taught	
  
classes	
  at	
  the	
  Sorbonne	
  University.	
  Boal	
  created	
  the	
  first	
  International	
  Festival	
  for	
  the	
  Oppressed	
  in	
  
Paris,	
  in	
  1981.	
  

Back	
  in	
  Brazil	
  

After	
  the	
  fall	
  of	
  the	
  military	
  dictatorship,	
  Boal	
  returned	
  to	
  Brazil	
  after	
  15	
  years	
  of	
  exile	
  in	
  1986.	
  He	
  
established	
  a	
  major	
  Center	
  for	
  the	
  Theatre	
  of	
  the	
  Oppressed	
  in	
  Rio	
  de	
  Jainero	
  (CTO	
  Rio),	
  whose	
  
objective	
  was	
  to	
  study,	
  discuss	
  and	
  express	
  issues	
  concerning	
  citizenship,	
  culture	
  and	
  various	
  forms	
  of	
  
oppression	
  using	
  theatrical	
  language	
  and	
  has	
  formed	
  over	
  a	
  dozen	
  companies	
  which	
  develop	
  
community-­‐based	
  performances.	
  The	
  vehicles	
  for	
  these	
  presentations	
  are	
  primarily	
  Forum	
  Theatre	
  and	
  
Image	
  Theatre.	
  Forum	
  Theatre	
  relies	
  upon	
  presentation	
  of	
  short	
  scenes	
  that	
  represent	
  problems	
  of	
  a	
  
given	
  community	
  such	
  as	
  gender	
  for	
  a	
  conference	
  on	
  women	
  or	
  racial	
  stereotyping	
  for	
  a	
  class	
  on	
  racism.	
  
Audience	
  members	
  interact	
  by	
  replacing	
  characters	
  in	
  scenes	
  and	
  by	
  improvising	
  new	
  solutions	
  to	
  the	
  
problems	
  being	
  presented.	
  Image	
  theatre	
  uses	
  individuals	
  to	
  sculpt	
  events	
  and	
  relationships	
  sometimes	
  
to	
  the	
  accompaniment	
  of	
  a	
  narrative.	
  	
  

Boal	
  at	
  ATHE	
  	
  

In	
  1992,	
  Boal	
  was	
  invited	
  to	
  be	
  the	
  keynote	
  speaker	
  for	
  the	
  National	
  Conference	
  of	
  the	
  Association	
  for	
  
Theatre	
  in	
  Higher	
  Education	
  (ATHE)	
  in	
  Atlanta,	
  Georgia.	
  This	
  is	
  the	
  national	
  association	
  for	
  teachers	
  of	
  
theatre	
  in	
  higher	
  education	
  in	
  the	
  United	
  States,	
  with	
  international	
  connections	
  to	
  Canada,	
  Europe,	
  
South	
  America,	
  Australia,	
  increasingly	
  Asia,	
  and	
  recently	
  Africa.	
  His	
  address,	
  together	
  with	
  three	
  5-­‐hour	
  
long	
  workshops	
  during	
  the	
  conference,	
  infused	
  the	
  participants	
  with	
  both	
  a	
  workable	
  understanding	
  of	
  
how	
  to	
  take	
  the	
  approaches	
  to	
  their	
  schools	
  and	
  communities	
  and	
  a	
  desire	
  to	
  actually	
  use	
  the	
  
techniques.	
  Few	
  other	
  names	
  now	
  appear	
  as	
  often	
  as	
  Boal's	
  in	
  the	
  annual	
  conference	
  program.	
  	
  

Boal	
  as	
  Politician,	
  Elected	
  Councillor	
  in	
  Rio	
  de	
  Jainero	
  

Boal's	
  work	
  in	
  the	
  Centre	
  for	
  the	
  Theatre	
  of	
  the	
  Oppresses	
  in	
  Rio	
  de	
  Jainero	
  made	
  way	
  for	
  the	
  approval	
  
of	
  a	
  new	
  law	
  that	
  protects	
  crime	
  victims	
  and	
  witnesses	
  in	
  Brazil.	
  Boal's	
  group	
  has	
  worked	
  next	
  to	
  
numerous	
  organizations	
  that	
  fight	
  for	
  human	
  rights.	
  In	
  1992,	
  Boal	
  ran	
  for	
  city	
  councilor	
  in	
  Rio	
  de	
  Janeiro	
  
as	
  a	
  theatrical	
  act,	
  and	
  was	
  elected.	
  Boal's	
  support	
  staff	
  was	
  his	
  theatre	
  group,	
  with	
  whom	
  he	
  quickly	
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developed	
  various	
  legislative	
  proposals.	
  His	
  objective	
  was	
  to	
  work	
  out	
  issues	
  citizens	
  might	
  be	
  facing	
  in	
  
their	
  communities	
  through	
  theatre,	
  and	
  also	
  to	
  discuss	
  the	
  laws	
  of	
  the	
  city	
  of	
  Rio	
  with	
  people	
  on	
  the	
  
streets.	
  After	
  having	
  worked	
  to	
  transform	
  spectator	
  into	
  author	
  in	
  Theatre	
  of	
  the	
  Oppressed,	
  Boal	
  
initiates	
  the	
  “Legislative	
  Theatre”	
  movement	
  process,	
  in	
  which	
  voter	
  becomes	
  legislator.	
  Boal	
  is	
  known	
  
to	
  say	
  that	
  he	
  did	
  not	
  create	
  laws	
  arbitrarily	
  while	
  he	
  was	
  city	
  councilor.	
  Instead,	
  he	
  asked	
  people	
  what	
  
they	
  wanted.	
  Other	
  politicians	
  were	
  not	
  very	
  fond	
  of	
  this.	
  Out	
  of	
  40	
  of	
  Boal's	
  proposed	
  laws,	
  only	
  13	
  got	
  
approved	
  during	
  his	
  term	
  as	
  councilor	
  of	
  Rio	
  de	
  Janeiro.	
  

Because	
  of	
  the	
  increased	
  visibility	
  brought	
  about	
  by	
  his	
  winning	
  a	
  seat,	
  he	
  was	
  able	
  to	
  obtain	
  funding	
  to	
  
hold	
  an	
  international	
  festival	
  for	
  the	
  first	
  time	
  in	
  Brazil	
  in	
  July,	
  1993.	
  The	
  Seventh	
  International	
  Festival	
  
of	
  the	
  Theatre	
  of	
  the	
  Oppressed	
  attracted	
  one	
  hundred,	
  fifty	
  Theatre	
  of	
  the	
  Oppressed	
  practitioners	
  
from	
  around	
  the	
  world	
  in	
  an	
  extraordinary	
  confluence	
  of	
  languages,	
  theatre	
  styles,	
  and	
  social	
  issues.	
  The	
  
Eighth	
  such	
  Festival	
  was	
  called	
  the	
  Ripple	
  Effect	
  sponsored	
  by	
  Mixed	
  Company	
  Theatre	
  in	
  Toronto,	
  
Canada,	
  and	
  was	
  held	
  from	
  May	
  29	
  to	
  June	
  8,	
  1997.	
  	
  

Boal’s	
  work	
  in	
  theatre	
  was	
  connected	
  to	
  politics	
  since	
  people	
  were	
  invited	
  to	
  participate	
  and	
  make	
  their	
  
voices	
  matter,	
  making	
  them	
  relevant	
  to	
  the	
  running	
  of	
  their	
  community	
  and	
  society	
  on	
  an	
  ongoing	
  basis	
  
rather	
  than	
  only	
  prior	
  to	
  elections.	
  Another	
  aspect	
  of	
  Boal’s	
  political	
  agenda	
  was	
  the	
  secret	
  voting	
  which	
  
he	
  viewed	
  as	
  immoral.	
  Boal	
  claimed	
  that	
  if	
  a	
  person	
  votes	
  for	
  another	
  person	
  to	
  represent	
  their	
  will,	
  and	
  
then	
  that	
  representative	
  votes	
  secretly,	
  the	
  person	
  voting	
  does	
  not	
  know	
  what	
  the	
  representative	
  voted	
  
for.	
  Thus	
  he	
  voted	
  openly	
  displaying	
  his	
  vote	
  to	
  everyone	
  before	
  putting	
  it	
  in	
  the	
  envelope.	
  Perhaps	
  the	
  
most	
  famous	
  aspect	
  as	
  Boal’s	
  work	
  as	
  politician	
  is	
  the	
  work	
  he	
  did	
  to	
  abolish	
  inequality.	
  In	
  the	
  interview	
  
with	
  Tom	
  Magill,	
  who	
  claimed	
  that	
  Boal	
  was	
  breaking	
  down	
  the	
  boundries	
  of	
  society,	
  Boal	
  claimed:	
  “…	
  I	
  
think	
  that	
  all	
  the	
  barriers	
  have	
  been	
  collapsing	
  already	
  and	
  now	
  what	
  I	
  think	
  we	
  should	
  reinforce	
  are	
  
some	
  barriers	
  instead	
  of	
  collapsing	
  them.	
  	
  Building	
  new	
  walls	
  against	
  racism	
  which	
  is	
  one	
  of	
  the	
  horrible	
  
things	
  that	
  exist	
  in	
  the	
  world.	
  A	
  wall	
  against	
  intolerance	
  which	
  is	
  not	
  accepting	
  and	
  is	
  a	
  form	
  of	
  racism,	
  
not	
  accepting	
  the	
  existence	
  of	
  the	
  other	
  one.	
  	
  The	
  wall	
  against	
  sexism	
  which	
  enslaves	
  half	
  of	
  humanity	
  -­‐	
  
women.	
  	
  A	
  wall	
  against	
  globalisation	
  which	
  makes	
  all	
  of	
  us	
  become	
  clones	
  of	
  ourselves	
  to	
  become	
  
robots,	
  so	
  now	
  is	
  the	
  moment	
  to	
  build	
  barriers,	
  to	
  build	
  walls	
  and	
  to	
  fight	
  against	
  intolerance,	
  against	
  
racism,	
  sexism	
  and	
  globalisation,	
  to	
  fight	
  vigorously	
  against	
  that.	
  	
  And	
  to	
  re-­‐unite	
  people.”	
  (33)	
  

	
  Not	
  only	
  did	
  Boal	
  see	
  theatre	
  as	
  a	
  tool	
  to	
  reach	
  an	
  audience,	
  he	
  wanted	
  the	
  audience	
  to	
  reach	
  him-­‐	
  not	
  
only	
  him	
  but	
  society	
  at	
  large,	
  thus	
  bringing	
  on	
  a	
  change	
  in	
  the	
  issues	
  that	
  society	
  deals	
  with.	
  Boal	
  used	
  
theatre	
  as	
  a	
  tool	
  to	
  make	
  politics	
  transparent,	
  accountable,	
  and	
  to	
  encourage	
  involvement	
  in	
  social	
  
political	
  issues	
  by	
  people	
  who	
  are	
  oppressed.	
  

Boal	
  is	
  also	
  known	
  to	
  quote	
  William	
  Shakespear’s	
  “Hamlet”	
  in	
  which	
  Hamlet	
  argues	
  that	
  theatre	
  is	
  like	
  a	
  
mirror	
  that	
  reflects	
  our	
  virtues	
  and	
  defects	
  equally.	
  Although	
  Boal	
  founds	
  this	
  quote	
  beautiful,	
  he	
  liked	
  
to	
  think	
  of	
  theatre	
  as	
  a	
  mirror	
  in	
  which	
  one	
  can	
  reach	
  in	
  to	
  change	
  reality	
  and	
  to	
  transform	
  it.	
  	
  

Legislative	
  Theatre	
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In	
  1998	
  Boal’s	
  term	
  as	
  councilor	
  ended	
  in	
  1996,	
  but	
  he	
  continued	
  performing	
  legislative	
  theatre	
  acts	
  
with	
  different	
  groups	
  in	
  Brasília,	
  where	
  4	
  more	
  laws	
  got	
  approved	
  even	
  after	
  Boal	
  had	
  left.	
  Though	
  he	
  
lost	
  his	
  bid	
  for	
  re-­‐election	
  in	
  the	
  fall	
  of	
  1996,	
  while	
  in	
  office,	
  Vereador	
  Boal	
  developed	
  a	
  Forum	
  type	
  of	
  
theatre	
  -­‐-­‐	
  which	
  he	
  called	
  Legislative	
  Theatre	
  -­‐-­‐	
  to	
  work	
  at	
  the	
  neighborhood	
  level	
  to	
  identify	
  the	
  key	
  
problems	
  in	
  the	
  city.	
  Using	
  the	
  Forum	
  concept,	
  he	
  employed	
  the	
  dynamics	
  of	
  theatre	
  to	
  discuss	
  what	
  
kinds	
  of	
  legislation	
  needed	
  to	
  be	
  enacted	
  to	
  address	
  community	
  problems.	
  The	
  resulting	
  discussions	
  and	
  
demonstrations	
  became	
  the	
  basis	
  for	
  actual	
  legislation	
  put	
  forward	
  by	
  Boal	
  in	
  the	
  Chamber	
  of	
  
Vereadors.	
  Boal	
  has	
  summarized	
  these	
  discoveries	
  and	
  processes	
  in	
  Legislative	
  Theatre:	
  Using	
  
Performance	
  to	
  make	
  Politics,	
  published	
  by	
  Routledge	
  1998.	
  	
  

Prisoners	
  

Boal	
  also	
  worked	
  with	
  prisoners	
  in	
  Rio	
  and	
  São	
  Paulo.	
  Boal	
  argued	
  that	
  people	
  in	
  prison	
  are	
  not	
  free	
  in	
  
space,	
  but	
  that	
  they	
  are	
  in	
  time,	
  and	
  that	
  the	
  Theatre	
  of	
  the	
  Oppressed	
  strives	
  to	
  create	
  different	
  types	
  
of	
  freedom	
  so	
  that	
  people	
  are	
  able	
  to	
  imagine	
  and	
  think	
  about	
  the	
  past,	
  the	
  present,	
  and	
  invent	
  the	
  
future	
  instead	
  of	
  having	
  to	
  wait	
  for	
  it.	
  All	
  this	
  was	
  in	
  order	
  for	
  prisoners	
  to	
  have	
  "a	
  healthier	
  and	
  more	
  
creative	
  lifestyle."	
  	
  

Boal	
  in	
  Omaha:	
  Pedagogy	
  &	
  Theatre	
  of	
  the	
  Oppressed	
  Conference	
  	
  

1994	
  saw	
  Boal's	
  first	
  arrival	
  in	
  Omaha,	
  Nebraska,	
  as	
  he	
  presented	
  an	
  "introductory"	
  workshop	
  to	
  
students,	
  faculty,	
  and	
  regional	
  social	
  service	
  personnel.	
  In	
  1995	
  Boal	
  keynoted	
  the	
  Pedagogy	
  of	
  the	
  
Oppressed	
  Conference	
  sponsored	
  by	
  the	
  University	
  of	
  Nebraska	
  at	
  Omaha	
  and	
  presented	
  numerous	
  
community	
  and	
  educational	
  workshops	
  demonstrating	
  his	
  theatrical	
  approaches.	
  At	
  this	
  same	
  time,	
  
Boal's	
  third	
  major	
  book,	
  The	
  Rainbow	
  of	
  Desire	
  (Routledge	
  Press),	
  was	
  published,	
  which	
  elaborates	
  a	
  
psycho-­‐therapeutic	
  application	
  of	
  the	
  Boal	
  techniques,	
  especially	
  Image	
  Theatre.	
  	
  

Boal	
  in	
  England	
  	
  

The	
  summer	
  of	
  1997	
  found	
  Boal	
  in	
  England	
  where	
  he	
  worked	
  with	
  the	
  world-­‐renowned	
  Royal	
  
Shakespeare	
  Company.	
  The	
  RSC	
  asked	
  Boal	
  to	
  employ	
  his	
  Rainbow	
  of	
  Desire	
  techniques	
  in	
  working	
  with	
  
them	
  on	
  a	
  production	
  of	
  Hamlet.	
  Typical	
  of	
  Boal,	
  he	
  is	
  not	
  interested	
  in	
  the	
  central	
  story	
  but	
  in	
  the	
  
characters	
  who	
  are	
  usually	
  cut	
  from	
  the	
  play,	
  and	
  thus	
  imagined	
  a	
  text	
  of	
  the	
  marginal	
  characters,	
  the	
  
ones	
  without	
  much	
  power.	
  He	
  says	
  it	
  might	
  be	
  similar	
  to	
  the	
  national	
  dish	
  of	
  Brazil	
  which	
  is	
  based	
  on	
  a	
  
stew	
  made	
  by	
  slaves	
  of	
  the	
  leavings	
  from	
  the	
  masters	
  table.	
  	
  

Boal's	
  International	
  and	
  US	
  Travels	
  	
  

Traveling	
  extensively	
  between	
  Rio,	
  Europe,	
  Africa,	
  Asia,	
  and	
  Australia,	
  and	
  North	
  America,	
  Boal	
  labors	
  
tirelessly	
  to	
  make	
  his	
  processes	
  available	
  to	
  as	
  many	
  people	
  as	
  he	
  can	
  reach.	
  December	
  1998	
  found	
  him	
  
in	
  England	
  offering	
  his	
  remarkable	
  Legislative	
  Theatre	
  not	
  only	
  as	
  a	
  model	
  of	
  public	
  performance,	
  but	
  as	
  
a	
  communication	
  network	
  on	
  the	
  Internet.	
  For	
  this	
  reason,	
  the	
  entire	
  performance	
  day	
  was	
  on-­‐line	
  on	
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the	
  World	
  Wide	
  Web	
  so	
  that	
  people	
  around	
  the	
  world	
  could	
  respond.	
  	
  
	
  
Boal	
  went	
  on	
  a	
  first	
  major	
  tour	
  of	
  the	
  US	
  in	
  February	
  and	
  March,	
  1999,	
  traveling	
  to	
  the	
  following	
  
universities	
  and	
  colleges:	
  New	
  College	
  in	
  Sarasota,	
  FL;	
  Vassar;	
  Dartmouth;	
  Colby	
  College;	
  University	
  of	
  
Georgia;	
  Florida	
  State;	
  and	
  Kansas	
  State.	
  New	
  College,	
  Dartmouth,	
  and	
  Kansas	
  State,	
  and	
  perhaps	
  others	
  
of	
  these,	
  now	
  have	
  student	
  TO	
  companies	
  working	
  regularly	
  on	
  Boal	
  techniques.	
  	
  
	
  
Since	
  then	
  he	
  has	
  toured	
  to	
  the	
  US	
  every	
  spring,	
  anchoring	
  his	
  tours	
  on	
  the	
  annual	
  and	
  then	
  giving	
  
workshops	
  and	
  presentations	
  in	
  many	
  US	
  and	
  Canadian	
  cities	
  –	
  Los	
  Angeles,	
  Santa	
  Barbara,	
  San	
  
Francisco,	
  Seattle,	
  Denver,	
  Omaha,	
  Minneapolis,	
  Chicago,	
  Milwaukee,	
  Toledo,	
  Toronto,	
  New	
  York	
  City,	
  
Boston,	
  Peoria	
  IL,	
  Worcester	
  MA,	
  and	
  Bowling	
  Green	
  OH.	
  	
  

Final	
  Tour	
  

Augusto	
  Boal's	
  final	
  visit	
  to	
  North	
  America	
  occurred	
  in	
  May	
  2008	
  in	
  Omaha,	
  NE.	
  	
  He	
  offered	
  a	
  three-­‐day	
  
Legislative	
  Theatre	
  workshop	
  (May	
  19	
  -­‐	
  21)	
  on	
  the	
  campus	
  of	
  UNO	
  in	
  preparation	
  for	
  a	
  Legislative	
  
Theatre	
  session.	
  	
  It	
  is	
  serendipitous	
  and	
  fortunate	
  that	
  during	
  this	
  14th	
  Annual	
  PTO	
  Conference	
  
arrangements	
  were	
  made	
  for	
  extensive	
  professional	
  video	
  taping	
  of	
  the	
  Legislative	
  Theatre	
  workshop,	
  
the	
  Legislative	
  Session,	
  conference	
  events	
  featuring	
  Boal,	
  and	
  some	
  of	
  the	
  Rainbow	
  into	
  Forum	
  post-­‐
conference	
  workshop.	
  	
  

In	
  2008,	
  Augusto	
  Boal	
  was	
  nominated	
  for	
  the	
  Nobel	
  Peace	
  Prize,	
  and	
  in	
  March	
  2009,	
  he	
  received	
  the	
  
title	
  of	
  "World	
  Theatre	
  Ambassador"	
  from	
  the	
  UNESCO	
  only	
  two	
  months	
  before	
  he	
  died	
  from	
  blood	
  
cancer	
  at	
  the	
  age	
  of	
  78.	
  

2.2. Community	
  Assets:	
  methodologies	
  presented	
  by	
  	
  John	
  L.	
  McKnight	
  &	
  Jody	
  
P.	
  Kretzmann	
  

What	
  is	
  asset-­‐based	
  cultural	
  work?	
  What	
  exactly	
  are	
  community	
  or	
  cultural	
  assets?	
  Where	
  do	
  we	
  find	
  
them	
  and	
  how	
  do	
  we	
  put	
  them	
  to	
  work?	
  If	
  they’re	
  not	
  cash,	
  real	
  estate	
  or	
  equipment	
  –	
  what	
  do	
  they	
  
have	
  to	
  do	
  with	
  the	
  arts	
  anyway?	
  	
  

2.2.1. 	
  	
  A	
  Note	
  on	
  Terminology	
  

Words	
  such	
  as	
  community	
  development	
  and	
  community	
  building	
  have	
  taken	
  on	
  specific	
  meaning	
  
through	
  prolonged	
  and	
  narrow	
  use	
  in	
  other	
  sectors.	
  The	
  term	
  "community	
  development"	
  is	
  largely	
  the	
  
property	
  of	
  nonprofits,	
  government	
  agencies,	
  banks	
  and	
  others	
  who	
  construct	
  housing	
  units,	
  manage	
  
asset	
  portfolios,	
  and	
  “create”	
  jobs,	
  generally	
  in	
  low-­‐income	
  urban	
  settings.	
  Community	
  development	
  
corporations	
  (CDCs)	
  and	
  the	
  community	
  development	
  field	
  have	
  become	
  professionalized	
  to	
  the	
  point	
  
where	
  these	
  central	
  functions	
  define	
  them.	
  There	
  are	
  some	
  people	
  and	
  organizations	
  in	
  this	
  industry	
  
that	
  do	
  remarkable,	
  holistic	
  work	
  including	
  work	
  in	
  culture	
  and	
  the	
  arts.	
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“Community	
  building”	
  is	
  a	
  somewhat	
  less	
  longstanding	
  term	
  of	
  art.	
  To	
  many	
  in	
  urban	
  and	
  town	
  
planning,	
  architecture,	
  real	
  estate	
  and	
  road	
  building	
  it	
  means	
  the	
  ground-­‐up	
  construction	
  of	
  entire	
  new	
  
“communities”	
  or	
  clusters	
  of	
  houses,	
  business	
  properties	
  and	
  civic,	
  social	
  and	
  educational	
  complexes	
  
often	
  in	
  “new”	
  places	
  such	
  as	
  large	
  abandoned	
  industrial	
  sites	
  or	
  farm	
  fields.	
  

In	
  this	
  chapter	
  community	
  development	
  and	
  community	
  building	
  are	
  used	
  interchangeably,	
  stressing	
  
that	
  reference	
  is	
  made	
  to	
  the	
  larger	
  process	
  of	
  addressing	
  the	
  environmental,	
  social,	
  cultural,	
  civic,	
  
physical	
  and	
  economic	
  aspects	
  of	
  human	
  settlement	
  and	
  endeavor.	
  	
  

2.2.2. 	
  Partners	
  in	
  Asset-­‐Based	
  Thinking	
  and	
  Action	
  
In	
  1993,	
  John	
  L.	
  McKnight	
  and	
  John	
  P.	
  (Jody)	
  Kretzmann	
  published	
  a	
  book	
  called	
  "Building	
  Communities	
  
From	
  the	
  Inside	
  Out:	
  Towards	
  Finding	
  and	
  Mobilizing	
  a	
  Community’s	
  Assets"	
  (Center	
  for	
  Urban	
  Affairs	
  
and	
  Policy	
  Research,	
  Northeastern	
  University).	
  Emerging	
  from	
  their	
  research	
  and	
  community	
  organizing	
  
work,	
  the	
  book	
  articulated	
  asset-­‐based	
  organizing	
  and	
  development	
  strategies	
  and	
  provided	
  practical	
  
approaches	
  and	
  tools.	
  The	
  authors	
  set	
  up	
  a	
  language	
  and	
  framework	
  to	
  describe	
  and	
  facilitate	
  this	
  way	
  
of	
  thinking	
  that	
  starts	
  from	
  an	
  analysis	
  of	
  assets,	
  strengths	
  and	
  capacities	
  –	
  to	
  see	
  change	
  and	
  power	
  as	
  
things	
  that	
  most	
  appropriately	
  come	
  from	
  within.	
  This	
  is	
  in	
  contrast	
  to	
  the	
  old	
  approach	
  of	
  working	
  from	
  
deficits,	
  problems	
  and	
  limitations	
  –	
  perpetuating	
  the	
  sense	
  that	
  communities	
  were	
  powerless	
  and	
  had	
  
to	
  depend	
  on	
  outside	
  intervention,	
  resources	
  and	
  problem-­‐solvers.	
  

Community	
  organizers	
  and	
  the	
  progressive	
  wings	
  of	
  the	
  community	
  development	
  and	
  philanthropic	
  
fields	
  got	
  excited	
  about	
  this	
  work.	
  For	
  some	
  it	
  represented	
  a	
  paradigm	
  shift.	
  For	
  others	
  it	
  reinforced	
  
their	
  instincts	
  and	
  gave	
  language	
  and	
  a	
  formal	
  structure	
  to	
  their	
  work.	
  Some	
  community	
  development	
  
funders,	
  in	
  particular	
  the	
  venerable	
  Ford	
  Foundation,	
  adopted	
  this	
  thinking.	
  Ford	
  went	
  so	
  far	
  as	
  to	
  
rename	
  one	
  its	
  three	
  primary	
  program	
  areas,	
  Asset-­‐Building	
  and	
  Community	
  Development.	
  As	
  such,	
  
their	
  focus	
  includes	
  building	
  communities’	
  human	
  and	
  economic	
  assets	
  and	
  capacities.	
  Rather	
  than	
  
naming	
  and	
  organizing	
  programs	
  around	
  problems	
  like	
  hunger,	
  poverty	
  and	
  disease,	
  they	
  believed	
  that	
  
building	
  on	
  strengths	
  is	
  the	
  best	
  way	
  to	
  address	
  difficulties.	
  A	
  decade	
  later	
  Kretzmann	
  and	
  McKnight's	
  
book	
  remains	
  the	
  primary	
  text	
  for	
  this	
  practice.	
  	
  

Around	
  the	
  same	
  time	
  that	
  these	
  two	
  authors	
  were	
  developing	
  their	
  ideas	
  for	
  the	
  community	
  
development	
  sector,	
  practitioners	
  and	
  researchers	
  in	
  youth	
  development	
  were	
  taking	
  a	
  similar	
  
approach.	
  Led	
  by	
  Minneapolis-­‐based	
  Search	
  Institute,	
  asset-­‐based	
  youth	
  development	
  strategies	
  were	
  
developed	
  to	
  focus	
  on	
  uncovering	
  and	
  building	
  the	
  innate	
  strengths	
  and	
  interests	
  of	
  the	
  individual	
  
young	
  person,	
  a	
  shift	
  from	
  fixation	
  on	
  their	
  shortcomings	
  and	
  categorizing	
  them	
  by	
  their	
  deficiencies.	
  	
  

Major	
  corporate	
  enterprises,	
  along	
  with	
  academic	
  researchers	
  and	
  business	
  schools	
  have	
  been	
  on	
  a	
  
similar	
  track	
  for	
  some	
  time	
  as	
  well.	
  Strategic	
  business	
  planning	
  has	
  come	
  to	
  rely	
  on	
  smart	
  analysis	
  of	
  the	
  
assets	
  of	
  an	
  enterprise	
  and	
  its	
  market	
  potential	
  as	
  the	
  way	
  to	
  increase	
  market	
  share	
  and	
  revenues	
  and	
  
to	
  beat	
  out	
  competition	
  –	
  finding	
  and	
  investing	
  in	
  unique	
  qualities	
  that	
  are	
  attractive	
  to	
  consumers.	
  
Focusing	
  limited	
  resources	
  on	
  trying	
  to	
  acquire	
  what	
  one	
  doesn’t	
  have,	
  or	
  do	
  what	
  one	
  doesn’t	
  do,	
  is	
  no	
  
formula	
  for	
  success.	
  The	
  more	
  strategic	
  avenue	
  is	
  to	
  build	
  on	
  or	
  complement	
  existing	
  strengths	
  and	
  core	
  
business	
  activities.	
  The	
  “art,”	
  if	
  you	
  will,	
  is	
  to	
  understand	
  exactly	
  what	
  those	
  are.	
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Urban	
  planners	
  and	
  city	
  leaders	
  have	
  likewise	
  spent	
  enormous	
  resources	
  and	
  efforts	
  identifying	
  things	
  
their	
  cities	
  lack	
  as	
  they	
  try	
  to	
  copy	
  what	
  has	
  seemed	
  to	
  work	
  for	
  others.	
  Thus,	
  the	
  fixation	
  on	
  sports	
  
arenas,	
  convention	
  centers,	
  Wal-­‐Marts	
  and	
  aquariums	
  –	
  even	
  major	
  performing	
  arts	
  centers	
  or	
  
museums.	
  These	
  big-­‐box	
  “solutions”	
  rarely	
  “fix”	
  anything,	
  nor	
  do	
  they	
  bring	
  widespread	
  prosperity	
  or	
  
better	
  public	
  services	
  to	
  their	
  citizens.	
  Instead	
  they	
  result	
  in	
  continued	
  concentration	
  of	
  wealth,	
  
displacement,	
  disintegration	
  of	
  urban	
  fabric	
  and	
  a	
  servitude	
  in	
  which	
  locals	
  become	
  low-­‐wage	
  labor	
  in	
  
service	
  to	
  corporate	
  investors.	
  	
  

Big-­‐box	
  arts	
  presenters,	
  increasingly	
  part	
  of	
  urban	
  fix-­‐it	
  strategies,	
  import	
  lowest-­‐common-­‐denominator	
  
material	
  that	
  sends	
  the	
  message	
  that	
  culture	
  comes	
  from	
  somewhere	
  else	
  and	
  requires	
  big	
  names	
  and	
  
major	
  sponsors	
  to	
  be	
  realized.	
  Focusing	
  on	
  and	
  nurturing	
  the	
  unique	
  and	
  special	
  strengths	
  and	
  assets	
  of	
  
a	
  city	
  or	
  neighborhood	
  ultimately	
  leverages	
  and	
  attracts	
  more	
  resources	
  and	
  creates	
  a	
  more	
  sustainable	
  
and	
  equitable	
  environment.	
  Exchanges	
  with	
  the	
  larger	
  world	
  help	
  in	
  that	
  process	
  but	
  not	
  when	
  they	
  
diminish	
  the	
  cultural	
  practices	
  of	
  the	
  local.	
  

2.2.3	
  Assets	
  Are	
  Value-­‐laden	
  

A	
  community	
  arts	
  center	
  director	
  may	
  look	
  into	
  her	
  impoverished	
  urban	
  community	
  and	
  see	
  immigrant	
  
populations	
  committed	
  to	
  hanging	
  on	
  to	
  traditional	
  cultural	
  practices.	
  In	
  this,	
  she	
  sees	
  fertile	
  ground	
  for	
  
building	
  bridges	
  of	
  communication.	
  She	
  finds	
  artists	
  among	
  these	
  communities	
  who	
  can	
  serve	
  as	
  
ambassadors	
  and	
  teachers,	
  and	
  she	
  sees	
  foods,	
  celebrations	
  and	
  aesthetic	
  practices	
  as	
  vehicles	
  to	
  learn	
  
about	
  and	
  build	
  more	
  substantial	
  dialogues	
  across	
  cultures.	
  This	
  leads	
  to	
  strategies	
  to	
  ease	
  tensions,	
  
facilitate	
  neighborhood	
  and	
  civic	
  life,	
  and	
  assist	
  children	
  in	
  gaining	
  access	
  to	
  better	
  education.	
  These	
  
cultural	
  strengths	
  also	
  provide	
  ground	
  upon	
  which	
  grassroots	
  economic	
  development	
  can	
  take	
  place.	
  

A	
  real-­‐estate	
  developer	
  looking	
  at	
  the	
  same	
  community	
  also	
  sees	
  a	
  collection	
  of	
  assets	
  that	
  can	
  be	
  
leveraged	
  to	
  create	
  change:	
  low-­‐cost	
  land	
  and	
  malleable	
  people	
  with	
  no	
  political	
  power	
  who	
  are	
  
accustomed	
  to	
  being	
  dislocated.	
  He	
  sees	
  existing	
  road,	
  water	
  and	
  sewer	
  infrastructure,	
  tax	
  subsidies	
  
and	
  the	
  prospect	
  of	
  public	
  funds	
  to	
  remediate	
  blight.	
  He	
  also	
  has	
  a	
  vision:	
  a	
  new	
  gated	
  community	
  with	
  
an	
  artificial	
  lake	
  and	
  a	
  hefty	
  profit.	
  These	
  two	
  ways	
  of	
  seeing	
  represent	
  somewhat	
  different	
  values,	
  
visions	
  and	
  assets.	
  

A	
  regional	
  museum	
  can	
  certainly	
  use	
  asset-­‐based	
  approaches	
  to	
  develop	
  its	
  collections	
  or	
  raise	
  money.	
  
Like	
  any	
  enterprise,	
  it	
  will	
  look	
  to	
  its	
  strengths.	
  Where	
  is	
  its	
  collection	
  and	
  curatorial	
  staff	
  already	
  
strong?	
  An	
  inventory	
  of	
  their	
  patrons’	
  holdings	
  and	
  of	
  the	
  community	
  might	
  reveal	
  strengths	
  that	
  can	
  
help	
  them	
  build	
  on	
  what	
  they’ve	
  got.	
  How	
  can	
  the	
  institution’s	
  assets	
  be	
  mined	
  to	
  attract	
  new	
  works	
  to	
  
its	
  collection?	
  Where	
  are	
  its	
  capacities	
  strong	
  with	
  regards	
  to	
  exhibition	
  development,	
  storage,	
  
conservation,	
  touring,	
  interpretation?	
  How	
  can	
  these	
  be	
  leveraged	
  to	
  attract	
  new	
  contributions	
  of	
  
artwork?	
  Is	
  this	
  asset-­‐based	
  cultural	
  development?	
  Yes,	
  but	
  it’s	
  seeing	
  a	
  different	
  set	
  of	
  assets	
  when	
  
looking	
  to	
  the	
  community,	
  and	
  it’s	
  starting	
  from	
  an	
  institutionally	
  driven	
  vision	
  and	
  value	
  system,	
  not	
  a	
  
community-­‐driven	
  vision	
  and	
  value	
  system.	
  

2.2.3. 	
  Opposing	
  Approaches	
  to	
  Cultural	
  Practice:	
  imperialism	
  &	
  empowerment	
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In	
  general	
  two	
  basic	
  and	
  opposing	
  approaches	
  to	
  cultural	
  work	
  are	
  defined.	
  One	
  is	
  referred	
  to	
  as	
  
cultural	
  imperialism,	
  the	
  other	
  cultural	
  empowerment.	
  There	
  are	
  a	
  lot	
  of	
  gray	
  areas	
  and	
  in	
  the	
  practice	
  
of	
  either,	
  there	
  is	
  inevitable	
  dialogue	
  through	
  which	
  the	
  cultural	
  practices	
  of	
  all	
  participating	
  parties	
  
change	
  or	
  evolve	
  as	
  a	
  result	
  of	
  the	
  contact.	
  Cultural	
  imperialism,	
  as	
  the	
  word	
  suggests,	
  is	
  about	
  
assuming	
  superiority	
  and	
  imposing	
  control.	
  It	
  uses	
  a	
  position	
  of	
  power	
  to	
  appropriate	
  from	
  others	
  things	
  
that	
  benefit	
  the	
  dominant	
  culture.	
  It’s	
  about	
  viewing,	
  advocating	
  and	
  advancing	
  the	
  values	
  and	
  
aesthetics	
  of	
  one	
  cultural	
  group	
  over	
  others.	
  While	
  it	
  isn’t	
  strictly	
  unidirectional,	
  it	
  is	
  about	
  power	
  
accruing	
  to	
  the	
  dominant	
  player.	
  

Empowerment	
  is	
  somewhat	
  more	
  elusive.	
  As	
  a	
  term	
  it	
  suggests	
  that	
  one	
  party	
  has	
  power	
  and	
  is	
  granting	
  
it	
  to	
  another.	
  In	
  reality	
  it	
  involves	
  people	
  working	
  together	
  to	
  build,	
  take	
  or	
  somehow	
  accrue	
  power,	
  
and	
  it	
  typically	
  is	
  power	
  leading	
  to	
  self-­‐determination.	
  As	
  a	
  cultural	
  practice	
  it	
  is	
  about	
  seeking	
  equity	
  
and	
  balance	
  to	
  benefit	
  all	
  players.	
  

Applying	
  asset-­‐based	
  approaches	
  in	
  community	
  settings	
  where	
  living	
  cultures	
  are	
  practiced,	
  guided	
  by	
  
values	
  around	
  respect	
  for	
  all	
  people,	
  exemplifies	
  the	
  empowerment	
  model.	
  At	
  a	
  time	
  when	
  many	
  20-­‐	
  to	
  
30-­‐year-­‐old	
  community-­‐based	
  or	
  “alternative”	
  arts	
  organizations	
  are	
  trying	
  to	
  “institutionalize”	
  
themselves	
  for	
  future	
  generations,	
  it’s	
  a	
  good	
  time	
  to	
  examine	
  their	
  values	
  and	
  practices	
  in	
  this	
  context.	
  

Although	
  the	
  language	
  may	
  be	
  unfamiliar,	
  the	
  community-­‐based	
  arts	
  field	
  has	
  many	
  fine	
  examples	
  of	
  
asset-­‐based	
  cultural	
  and	
  community	
  development	
  practice.	
  This	
  means	
  we	
  see	
  and	
  value	
  the	
  multiple	
  
cultures	
  in	
  our	
  communities	
  and	
  the	
  ways	
  they’re	
  expressed.	
  Using	
  our	
  value-­‐laden	
  filters	
  we	
  look	
  for	
  
their	
  strengths	
  and	
  for	
  ways	
  they	
  can	
  contribute	
  to	
  community	
  building	
  and	
  social	
  justice.	
  We	
  actively	
  
work	
  to	
  learn	
  about	
  them	
  and	
  to	
  exchange	
  ideas.	
  In	
  practice	
  we	
  celebrate	
  and	
  nurture	
  the	
  talents	
  of	
  
those	
  we	
  identify	
  as	
  “artists”	
  who	
  come	
  from	
  within	
  these	
  cultural	
  communities	
  –	
  people	
  who	
  regularly	
  
practice	
  and	
  share	
  a	
  form	
  of	
  expression	
  that	
  is	
  indigenous	
  to	
  their	
  place	
  or	
  people	
  –	
  and	
  we	
  honor	
  these	
  
practices	
  by	
  sharing	
  and	
  learning	
  about	
  them	
  through	
  public	
  presentations,	
  classes	
  and	
  the	
  like.	
  	
  

Community	
  arts	
  practitioners	
  carry	
  out	
  these	
  practices	
  against	
  a	
  backdrop	
  of	
  organizing	
  and	
  advocating	
  
for	
  social	
  justice.	
  Most	
  of	
  the	
  cultures	
  and	
  practitioners	
  we	
  embrace	
  are	
  defined	
  in	
  the	
  U.S.	
  as	
  outsiders.	
  
They’re	
  denigrated,	
  excluded	
  or	
  disenfranchised	
  economically,	
  politically	
  and	
  socially.	
  Celebrating	
  
cultural	
  practices	
  that	
  originate	
  from	
  outside	
  the	
  mainstream	
  is	
  itself	
  an	
  act	
  of	
  defiance	
  –	
  an	
  assertion	
  
that	
  they’re	
  as	
  worthy	
  of	
  a	
  platform	
  and	
  recognition	
  as	
  are	
  cultural	
  practices	
  of	
  the	
  heretofore	
  
privileged.	
  This	
  is	
  asset-­‐based	
  cultural	
  practice	
  and	
  this	
  is	
  why	
  it	
  is	
  inherently	
  radical.	
  

2.2.5. 	
  A	
  Tool	
  to	
  Overcome	
  the	
  Idea	
  of	
  Cultural	
  Supremacy?	
  

Many	
  working	
  in	
  the	
  arts	
  mix	
  missionary	
  zeal	
  with	
  an	
  eagerness	
  to	
  learn	
  from	
  and	
  support	
  talents	
  they	
  
recognize	
  in	
  others.	
  Multiculturalism	
  has	
  hammered	
  home	
  the	
  point	
  that	
  culture	
  does	
  not	
  emanate	
  
from	
  a	
  single	
  or	
  narrowly	
  defined	
  source.	
  Urgently	
  needed	
  dialogue	
  has	
  opened	
  on	
  the	
  value	
  and	
  role	
  of	
  
art	
  in	
  societies,	
  the	
  forms	
  culture	
  takes,	
  intrinsic	
  and	
  instrumental	
  impacts	
  of	
  art,	
  and	
  the	
  multiple	
  
relationships	
  people	
  have	
  to	
  art	
  and	
  What	
  I	
  assert	
  is	
  that	
  asset-­‐based	
  cultural	
  practices	
  fly	
  in	
  the	
  face	
  of	
  
the	
  deeply	
  embedded,	
  centuries	
  old	
  notion	
  of	
  Western	
  cultural	
  supremacy	
  and	
  the	
  principles	
  governing	
  
institutions	
  that	
  were	
  established	
  to	
  reinforce	
  it.	
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For	
  today’s	
  nonprofit	
  and	
  civic	
  leaders,	
  adopting	
  an	
  asset-­‐based	
  approach,	
  in	
  management	
  practices	
  
and	
  especially	
  in	
  cultural	
  practices,	
  does	
  not	
  happen	
  overnight.	
  Most	
  in	
  the	
  current	
  generation	
  have	
  
been	
  trained	
  to	
  see	
  problems	
  and	
  shortcomings	
  as	
  the	
  starting	
  point	
  for	
  change-­‐making,	
  fundraising	
  
and	
  organizational	
  development.	
  This	
  is	
  one	
  place	
  most	
  public	
  and	
  private	
  funding	
  agencies	
  were	
  long	
  
complicit	
  in	
  institutionalizing	
  deficit-­‐based	
  models	
  –	
  rewarding	
  an	
  emphasis	
  on	
  problems	
  and	
  lavishing	
  
attention	
  on	
  community	
  and	
  organizational	
  shortcomings.	
  	
  

In	
  this	
  respect,	
  the	
  Hip-­‐Hop	
  generation	
  may	
  be	
  far	
  better	
  equipped	
  to	
  move	
  towards	
  the	
  light	
  instead	
  of	
  
the	
  darkness.	
  As	
  a	
  culture	
  and	
  as	
  a	
  value	
  system,	
  Hip-­‐Hop	
  grew	
  from	
  an	
  asset-­‐based	
  approach,	
  making	
  
new	
  music	
  from	
  old	
  records	
  and	
  discarded	
  turntables,	
  telling	
  stories	
  with	
  skilled	
  combination	
  and	
  
delivery	
  of	
  words,	
  creating	
  dance	
  on	
  a	
  piece	
  of	
  cardboard	
  on	
  the	
  street,	
  and	
  painting	
  enormous	
  colorful	
  
murals	
  with	
  a	
  few	
  cans	
  of	
  liberated	
  spray	
  paint	
  and	
  appropriated	
  canvases.	
  Practitioners	
  from	
  this	
  
cultural	
  milieu	
  use	
  what	
  they	
  have	
  and	
  are	
  masters	
  of	
  creative	
  re-­‐use	
  and	
  remixing.	
  This	
  kind	
  of	
  
creativity	
  is	
  not	
  new	
  to	
  marginalized	
  populations.	
  However,	
  it	
  has	
  not	
  been	
  heralded	
  as	
  an	
  asset	
  in	
  itself	
  
but	
  cited	
  as	
  examples	
  of	
  depravity	
  or	
  evidence	
  of	
  a	
  lack	
  of	
  access	
  to	
  legitimate	
  culture.	
  

The	
  community-­‐based	
  arts	
  field,	
  which	
  is	
  largely	
  artist-­‐led,	
  is	
  asset-­‐rich	
  when	
  it	
  comes	
  to	
  leading	
  this	
  
kind	
  of	
  change.	
  Artists	
  are	
  the	
  original	
  masters	
  of	
  asset-­‐based	
  thinking	
  and	
  action.	
  In	
  taking	
  raw	
  
materials	
  and	
  imaginatively	
  enhancing	
  them	
  or	
  adapting	
  them	
  to	
  other	
  uses,	
  artists	
  enhance	
  value	
  and	
  
change	
  meaning.	
  These	
  fundamental	
  skills	
  can	
  so	
  enrich	
  asset-­‐based	
  practices	
  across	
  sectors!	
  Beginning	
  
with	
  any	
  manner	
  of	
  materials,	
  including	
  things	
  that	
  may	
  have	
  been	
  discarded	
  by	
  others,	
  artists	
  create	
  
beauty,	
  profound	
  meaning,	
  and	
  worth	
  well	
  beyond	
  the	
  cost	
  of	
  the	
  ingredients.	
  They	
  transform	
  words,	
  
sounds,	
  images,	
  movements,	
  and	
  objects,	
  even	
  entire	
  city	
  blocks.	
  And,	
  in	
  so	
  many	
  ways,	
  they	
  transform	
  
people	
  and	
  communities.	
  

And	
  still	
  they	
  struggle	
  for	
  recognition	
  and	
  financial	
  support	
  in	
  spite	
  of	
  work	
  that	
  is	
  so	
  profound	
  and	
  
important	
  because	
  their	
  core	
  practice	
  –	
  seeing,	
  acknowledging	
  and	
  lifting	
  up	
  the	
  cultural	
  assets	
  of	
  
disenfranchised	
  people	
  and	
  groups	
  –	
  challenges	
  the	
  status	
  quo	
  of	
  cultural	
  and	
  economic	
  privilege	
  that	
  is	
  
presently	
  on	
  an	
  aggressive	
  forward	
  march.	
  

2.2.6	
  	
  Cultural	
  and	
  Social	
  Change	
  	
  

As	
  a	
  pleasant	
  surprise	
  to	
  those	
  in	
  the	
  arts	
  who	
  were	
  aware	
  of	
  the	
  Kretzmann	
  McKnight	
  work,	
  artists	
  and	
  
arts	
  organizations	
  factor	
  prominently	
  in	
  their	
  framework	
  as	
  community	
  assets,	
  an	
  unusual	
  
acknowledgement	
  from	
  the	
  community	
  development	
  field.	
  Most	
  politically	
  left-­‐leaning	
  social-­‐change	
  
workers	
  have,	
  at	
  best,	
  ignored	
  the	
  arts,	
  or	
  at	
  worst	
  considered	
  them	
  part	
  of	
  the	
  dreaded	
  establishment	
  
and	
  a	
  drain	
  on	
  resources	
  needed	
  for	
  more	
  important	
  work.	
  This	
  dichotomy	
  set	
  up	
  a	
  tension	
  that	
  only	
  
favored	
  reactionary	
  interests	
  as	
  it	
  prevented	
  committed	
  activists	
  from	
  different	
  fields	
  from	
  working	
  
together.	
  

In	
  some	
  corners	
  of	
  the	
  Left	
  there’s	
  a	
  long	
  and	
  wonderful	
  tradition	
  of	
  working	
  with	
  artists.	
  Labor	
  
organizers	
  allied	
  with	
  musicians,	
  muralists	
  and	
  poets.	
  Environmental	
  movements	
  joined	
  with	
  –	
  and	
  were	
  
motivated	
  by	
  –	
  photographers,	
  writers,	
  singers	
  and	
  filmmakers.	
  But	
  essentially	
  these	
  artists	
  served	
  to	
  
publicize	
  events	
  inform	
  audiences	
  and	
  rally	
  the	
  troops	
  –	
  just	
  as	
  other	
  artists	
  did	
  for	
  the	
  government,	
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military	
  or	
  church.	
  These	
  progressive-­‐artist	
  alliances	
  were	
  productive	
  but	
  by	
  and	
  large	
  didn’t	
  translate	
  to	
  
deeper	
  understanding	
  and	
  integration	
  of	
  culture	
  into	
  these	
  movements.	
  	
  

Institutional	
  arts	
  have	
  largely	
  aligned	
  with	
  ruling-­‐class	
  interests	
  for	
  whose	
  discretionary	
  financial	
  
support	
  they’re	
  beholden.	
  As	
  a	
  social-­‐change	
  activist	
  who	
  felt	
  the	
  arts	
  were	
  vital	
  and	
  effective	
  in	
  making	
  
change	
  on	
  many	
  levels.	
  Simply	
  saying	
  the	
  word	
  "art"	
  in	
  mixed	
  company	
  could	
  cause	
  comrades	
  to	
  either	
  
walk	
  away	
  or	
  go	
  on	
  a	
  tirade	
  about	
  bourgeois	
  values	
  and	
  self-­‐indulgence.	
  And	
  sometimes	
  they	
  were	
  
right.	
  The	
  idea	
  of	
  art	
  as	
  simply	
  decorative,	
  entertaining	
  or	
  potentially	
  enlightening	
  for	
  the	
  already	
  
educated	
  is	
  still	
  predominant	
  in	
  this	
  sector.	
  	
  

It	
  remains	
  a	
  challenge	
  to	
  have	
  a	
  serious	
  discussion	
  about	
  the	
  importance	
  of	
  culture	
  and	
  cultural	
  change.	
  
Corporate	
  executives	
  trying	
  to	
  exploit	
  global	
  workforces	
  or	
  alter	
  the	
  work	
  ethic	
  of	
  an	
  older	
  industry	
  are	
  
much	
  more	
  enthusiastic	
  and	
  astute	
  discussion	
  partners.	
  In	
  fact,	
  corporate	
  human-­‐resource-­‐
development	
  departments	
  have	
  become	
  major	
  employers	
  of	
  artists.	
  	
  

Asset-­‐based	
  practice	
  is	
  a	
  discipline	
  –	
  an	
  art	
  in	
  itself.	
  And	
  it	
  is	
  where	
  cultural	
  practice	
  intersects	
  with	
  
progressive	
  community	
  organizing	
  and	
  development.	
  It	
  requires	
  honing	
  the	
  skills	
  to	
  recognize	
  attributes	
  
–	
  cultural	
  or	
  otherwise	
  –	
  that	
  contribute	
  to	
  community	
  building.	
  As	
  cultural	
  intermediaries	
  we	
  enter	
  the	
  
conversation	
  laden	
  with	
  our	
  own	
  values	
  and	
  goals,	
  and	
  we	
  learn	
  skills	
  that	
  –	
  partnered	
  with	
  organizers	
  
and	
  advocates	
  sharing	
  similar	
  values	
  –	
  can	
  bring	
  new	
  levels	
  of	
  effectiveness	
  to	
  the	
  social-­‐justice	
  
enterprise.	
  Seeing	
  assets,	
  rather	
  than	
  deficits	
  in	
  one	
  another,	
  provides	
  highly	
  productive	
  ground	
  on	
  
which	
  to	
  build.	
  

2.3.	
  Community	
  Cultural	
  Development	
  as	
  a	
  catalyst	
  for	
  social	
  and	
  cultural	
  
dialogue;	
  methodologies	
  presented	
  by	
  A.	
  Goldbard	
  &	
  D.	
  Adams	
  

Creative	
  Community:	
  The	
  Art	
  of	
  Cultural	
  Development	
  was	
  commissioned	
  from	
  Arlene	
  Goldbard	
  and	
  Don	
  
Adams	
  by	
  the	
  Rockefeller	
  Foundation	
  in	
  2001.	
  The	
  book	
  traces	
  the	
  history,	
  methods,	
  values	
  and	
  theories	
  
of	
  community	
  cultural	
  development	
  practice	
  as	
  a	
  response	
  to	
  destructive	
  social	
  forces,	
  defining	
  
“community	
  arts,”	
  “community	
  animation”	
  and	
  other	
  key	
  concepts,	
  then	
  looking	
  at	
  cultural	
  responses	
  to	
  
social	
  conditions,	
  global	
  proliferation	
  of	
  mass	
  media,	
  mass	
  migrations,	
  recognition	
  of	
  cultural	
  minorities	
  
and	
  the	
  effects	
  of	
  globalization.	
  “Creative	
  Community”	
  has	
  been	
  widely	
  used	
  as	
  a	
  text	
  in	
  training	
  
community	
  artists.	
  Below	
  is	
  a	
  summary	
  of	
  the	
  aspects	
  of	
  community	
  art	
  as	
  presented	
  by	
  “Creative	
  
Community”.	
  

2.3.1.	
  Community	
  defined	
  

The	
  notion	
  of	
  who	
  the	
  community	
  is	
  defies	
  simple	
  answers.	
  As	
  distinguished	
  from	
  a	
  generalized	
  
audience	
  or	
  a	
  general	
  public,	
  "community"	
  often	
  comes	
  to	
  mean	
  people	
  with	
  a	
  locality	
  in	
  common.	
  A	
  
community	
  is	
  not	
  necessarily	
  limited	
  in	
  space,	
  but	
  because	
  public	
  art	
  is	
  tied	
  to	
  a	
  site,	
  it	
  is	
  more	
  difficult	
  
to	
  float	
  free	
  of	
  that	
  site.	
  When	
  one	
  wants	
  to	
  involve	
  the	
  community,	
  as	
  public-­‐art	
  professionals	
  now	
  talk	
  
about	
  doing,	
  the	
  obvious	
  one	
  is	
  the	
  group	
  of	
  people	
  directly	
  impacted	
  on	
  a	
  daily	
  basis.	
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2.3.2.	
  	
  Community	
  Cultural	
  Development	
  (CCD)	
  	
  

"Community	
  cultural	
  development	
  describes	
  a	
  range	
  of	
  initiatives	
  undertaken	
  by	
  artists	
  in	
  collaboration	
  
with	
  other	
  community	
  members	
  to	
  express	
  identity,	
  concerns	
  and	
  aspirations	
  through	
  the	
  arts	
  and	
  
communications	
  media,	
  while	
  building	
  cultural	
  capacity	
  and	
  contributing	
  to	
  social	
  change.”	
  (34)	
  

The	
  work	
  of	
  CCD	
  always	
  engages	
  community	
  members	
  in	
  participatory	
  art	
  making	
  that	
  are	
  often	
  issue-­‐
focused.	
  It	
  generally	
  involves	
  more	
  than	
  a	
  single	
  art	
  form.	
  It	
  frequently	
  engages	
  collaborating	
  
practitioners	
  in	
  non-­‐arts	
  fields	
  —	
  people	
  from	
  government,	
  social	
  service,	
  urban	
  planning,	
  medicine	
  —	
  
according	
  to	
  the	
  needs	
  of	
  the	
  community	
  and	
  the	
  nature	
  of	
  their	
  aspirations.	
  CCD	
  practitioners	
  
recognize	
  the	
  transformative	
  interdependence	
  of	
  quality	
  process	
  and	
  quality	
  product;	
  they	
  are	
  
inextricable.	
  

Community	
  cultural	
  development	
  is	
  deeply	
  concerned	
  with:	
  

• Democracy	
  —	
  All	
  people’s	
  voices	
  must	
  be	
  heard	
  and	
  dialogue	
  between	
  and	
  among	
  groups	
  is	
  
foundational.	
  

• Social	
  justice	
  —	
  Equitable	
  access	
  to	
  resources	
  for	
  all	
  people	
  and	
  equitable	
  treatment	
  of	
  all	
  
people	
  is	
  essential,	
  whether	
  the	
  arena	
  is	
  environmental	
  equity,	
  racial	
  equity,	
  economic	
  equity,	
  
legal	
  equity,	
  gender	
  equity	
  or	
  countless	
  others.	
  

• Diversity	
  —	
  Communities,	
  places	
  and	
  cultures	
  are	
  unique	
  and	
  shape	
  people	
  and	
  their	
  behaviors	
  
and	
  relationships;	
  diversity	
  is	
  essential	
  for	
  democracy;	
  and	
  its	
  opposite	
  —	
  the	
  uniform,	
  the	
  
generic,	
  the	
  monolithic	
  —	
  is	
  a	
  dangerous	
  social	
  state	
  to	
  be	
  avoided.	
  Administrators	
  of	
  public	
  art	
  
programs	
  once	
  came	
  to	
  decisions	
  about	
  the	
  public	
  environment	
  using	
  only	
  the	
  help	
  of	
  art	
  
experts.	
  Now,	
  they	
  have	
  become	
  advocates	
  for	
  involving	
  members	
  of	
  the	
  community	
  in	
  the	
  
public	
  art	
  process-­‐for	
  many	
  reasons.	
  Whether	
  it's	
  a	
  public	
  sculpture,	
  an	
  environmental	
  
installation,	
  a	
  mural,	
  a	
  performance	
  or	
  a	
  media	
  project,	
  theatre	
  groups,	
  presenters	
  now	
  agree	
  
that	
  when	
  people's	
  lives	
  are	
  being	
  impacted	
  by	
  something,	
  they	
  deserve	
  to	
  have	
  a	
  say	
  before	
  
that	
  impact	
  occurs.	
  Community	
  involvement	
  can	
  also	
  increase	
  support,	
  not	
  only	
  for	
  a	
  single	
  
artwork,	
  but	
  for	
  the	
  public	
  art	
  program	
  as	
  a	
  whole.	
  

2.3.3.	
  	
  Looking	
  For	
  Support	
  

Most	
  public	
  art	
  programs	
  seek	
  support	
  from	
  the	
  community	
  by	
  keeping	
  information	
  flowing	
  about	
  what	
  
is	
  going	
  on.	
  The	
  presenter	
  showcases	
  the	
  work-­‐in-­‐progress	
  to	
  community	
  boards	
  and	
  neighborhood	
  
organizations,	
  and	
  recruits	
  the	
  local	
  media	
  to	
  spread	
  the	
  word.	
  The	
  more	
  people	
  there	
  are	
  who	
  know	
  
what	
  is	
  going	
  on,	
  the	
  more	
  chance	
  there	
  is	
  that	
  people	
  will	
  not	
  mind	
  the	
  art	
  coming	
  and	
  perhaps	
  will	
  
even	
  greet	
  it	
  with	
  enthusiasm.	
  Cee	
  Scott	
  Brown,	
  former	
  executive	
  director	
  of	
  Creative	
  Time	
  in	
  New	
  York,	
  
gave	
  another	
  reason	
  for	
  involvement	
  in	
  order	
  to	
  achieve	
  support:	
  "If	
  they're	
  not	
  involved,	
  they're	
  not	
  
engaged.	
  If	
  they're	
  not	
  part	
  of	
  the	
  process,	
  they're	
  going	
  to	
  hate	
  it,	
  they're	
  going	
  to	
  destroy	
  it."	
  Besides	
  
practical	
  reasons	
  for	
  advocating	
  community	
  involvement,	
  it	
  is	
  believed	
  that	
  respect	
  for	
  community	
  can	
  
affect	
  its	
  self-­‐worth.	
  Dorothy	
  Desir-­‐Davis,	
  an	
  independent	
  curator	
  formerly	
  with	
  The	
  Studio	
  Museum	
  in	
  
Harlem,	
  New	
  York,	
  said,	
  "For	
  various	
  economic	
  and	
  political	
  reasons	
  in	
  black	
  and	
  Latino	
  communities,	
  
people	
  never	
  see	
  enough	
  positive	
  images	
  of	
  themselves.	
  They	
  never	
  have	
  enough	
  of	
  a	
  sense	
  of	
  their	
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creative	
  ability	
  and	
  whatever	
  empowerment	
  accompanies	
  that."	
  She	
  believes	
  public	
  art	
  by	
  and	
  about	
  
community	
  people	
  can	
  help	
  change	
  that.(34)	
  

2.3.4.	
  	
  Advice	
  and	
  Consent	
  process	
  

A	
  common	
  process	
  is	
  the	
  formation	
  of	
  advisory	
  committees	
  for	
  each	
  project,	
  made	
  up	
  of	
  arts	
  
professionals,	
  commissioning	
  agents	
  and	
  community	
  representatives.	
  A	
  community	
  representative	
  can	
  
mean	
  anyone,	
  from	
  a	
  member	
  arts	
  or	
  civic	
  group	
  in	
  the	
  area	
  to	
  someone	
  who	
  will	
  be	
  directly	
  impacted	
  
by	
  the	
  work	
  when	
  it	
  is	
  in	
  place.	
  

Once	
  chosen,	
  committee	
  members	
  advise	
  the	
  public	
  art	
  program	
  about	
  what	
  they	
  believe	
  would	
  be	
  
most	
  appropriate	
  for	
  the	
  designated	
  location.	
  "The	
  first	
  thing	
  that	
  any	
  public	
  art	
  commission	
  should	
  
do,"	
  said	
  Harriet	
  F.	
  Senie,	
  critic	
  and	
  author,	
  "is	
  take	
  a	
  very	
  hard	
  look	
  at	
  the	
  community,	
  and	
  think	
  about	
  
what	
  that	
  community	
  needs	
  at	
  that	
  point	
  in	
  time.	
  Listen	
  to	
  what	
  they	
  say	
  they	
  want,"	
  she	
  insisted.	
  (35)	
  
Equally	
  important	
  with	
  regard	
  to	
  input,	
  says	
  James	
  Clark,	
  is	
  the	
  social	
  and	
  political	
  context	
  of	
  the	
  chosen	
  
site.	
  "The	
  approach	
  we	
  use,"	
  he	
  said,	
  "is	
  to	
  understand	
  the	
  construction	
  of	
  the	
  public	
  at	
  each	
  site	
  and	
  
identify	
  the	
  stakeholders.	
  Don't	
  take	
  for	
  granted	
  that	
  elected	
  officials	
  are	
  it.	
  Try	
  to	
  discover	
  who	
  has	
  
strong	
  feelings	
  about	
  the	
  site,	
  about	
  public	
  art	
  in	
  general;	
  we	
  try	
  to	
  unearth	
  that."(36)	
  

Getting	
  input	
  from	
  people	
  rather	
  than	
  simply	
  approval	
  or	
  support	
  raises	
  the	
  stakes	
  in	
  community	
  
involvement	
  because	
  it	
  raises	
  expectations	
  that	
  input	
  will	
  be	
  considered;	
  but	
  more	
  than	
  that,	
  acted	
  on.	
  
However,	
  when	
  a	
  neighborhood	
  has	
  more	
  than	
  one	
  group	
  representing	
  it,	
  some	
  may	
  be	
  pleased	
  and	
  
some	
  unhappy	
  about	
  any	
  public	
  art	
  project.	
  According	
  to	
  Penny	
  Bach,	
  in	
  the	
  '80s,	
  when	
  Jody	
  Pinto's	
  
"Fingerspan"	
  was	
  about	
  to	
  be	
  installed	
  in	
  Fairmount	
  Park	
  in	
  Philadelphia,	
  even	
  though	
  members	
  of	
  the	
  
neighborhood	
  group	
  had	
  approved	
  and	
  even	
  helped	
  her	
  find	
  a	
  site,	
  others	
  in	
  the	
  group	
  had	
  become	
  
unhappy	
  because	
  they	
  didn't	
  want	
  outsiders	
  coming	
  to	
  "their"	
  part	
  of	
  the	
  public	
  park.	
  The	
  city's	
  Park	
  
Commission	
  had	
  to	
  override	
  them	
  and	
  say,	
  "We	
  have	
  to	
  speak	
  for	
  all	
  the	
  people.	
  We're	
  going	
  to	
  
approve	
  this	
  because	
  we	
  know	
  it's	
  good	
  for	
  the	
  park,"	
  Bach	
  explained.	
  (37)	
  	
  

Usually	
  involvement	
  in	
  the	
  public	
  art	
  process	
  is	
  limited	
  to	
  getting	
  information	
  and	
  support	
  from	
  a	
  
community.	
  But	
  many	
  artists	
  and	
  some	
  public	
  art	
  programs	
  prefer	
  to	
  involve	
  the	
  community	
  more	
  
closely,	
  in	
  the	
  actual	
  making	
  of	
  the	
  piece.	
  Such	
  a	
  concept	
  of	
  participation-­‐decision-­‐making,	
  planning	
  and	
  
design-­‐points	
  to	
  a	
  much	
  more	
  active	
  community	
  than	
  one	
  that	
  puts	
  facts	
  and	
  dreams	
  into	
  a	
  pot	
  to	
  be	
  
cooked	
  by	
  an	
  artist.	
  Getting	
  information	
  and	
  support	
  from	
  a	
  community	
  are	
  much	
  more	
  participatory	
  
than	
  public	
  art	
  has	
  been	
  in	
  the	
  past,	
  but	
  still	
  a	
  far	
  cry	
  from	
  what	
  theorists	
  consider	
  complete	
  
participation.	
  Public	
  art	
  in	
  the	
  past	
  has	
  been	
  used	
  to	
  inform	
  and	
  educate	
  the	
  public.	
  Now	
  the	
  public	
  is	
  
being	
  asked	
  to	
  inform	
  and	
  educate	
  the	
  public	
  art	
  process.	
  But	
  that	
  process	
  is	
  still	
  in	
  the	
  end	
  controlled	
  
by	
  the	
  professionals-­‐the	
  artists,	
  administrators	
  and	
  art	
  experts	
  who	
  make	
  the	
  decisions	
  and	
  create	
  the	
  
involvement	
  with	
  the	
  community.	
  

2.3.4.	
  	
  Influencing	
  factors	
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Three	
  initiatives	
  have	
  become	
  visible	
  and	
  influential	
  for	
  the	
  field	
  in	
  the	
  last	
  ten	
  years,	
  indicating	
  an	
  
upsurge	
  of	
  interest	
  and	
  participation	
  in	
  CCD	
  work:	
  

• The	
  Animating	
  Democracy	
  Initiative	
  (from	
  Americans	
  for	
  the	
  Arts,	
  funded	
  by	
  the	
  Ford	
  
Foundation),	
  which	
  ended	
  its	
  initial	
  phase	
  in	
  2003,	
  fostered	
  art-­‐based	
  civic	
  dialogue	
  with	
  32	
  new	
  
projects,	
  publications,	
  profiles,	
  training,	
  interdisciplinary	
  critical	
  writing	
  and	
  discussion,	
  a	
  rich	
  
Internet	
  site,	
  and	
  more.	
  Perhaps	
  most	
  important,	
  ADI	
  created	
  a	
  number	
  of	
  cross-­‐disciplinary,	
  
face-­‐to-­‐face	
  convenings	
  where	
  roughly	
  the	
  same	
  group	
  of	
  CCD	
  participants	
  met	
  to	
  delve	
  deeply	
  
into	
  the	
  work	
  and	
  related	
  social	
  issues.	
  At	
  the	
  final	
  meeting	
  in	
  Michigan	
  in	
  2003,	
  the	
  200	
  
participants	
  facilitated	
  the	
  meeting	
  themselves	
  and	
  resolved	
  to	
  meet	
  again	
  under	
  their	
  own	
  
steam.	
  In	
  this	
  case,	
  a	
  bonded	
  network	
  was	
  created	
  in	
  the	
  field	
  and	
  civic	
  dialogue	
  was	
  stimulated	
  
across	
  the	
  U.S.	
  

• Rockefeller's	
  PACT	
  (Partnerships	
  Affirming	
  Community	
  Transforming)	
  program,	
  which	
  went	
  on	
  
hiatus	
  in	
  2004,	
  has	
  funded	
  97	
  CCD	
  projects;	
  has	
  supported	
  one	
  national	
  convening	
  of	
  PACT	
  
grantees	
  and	
  one	
  international	
  gathering	
  of	
  artists,	
  activists,	
  scholars	
  and	
  others	
  involved	
  in	
  the	
  
CCD	
  field	
  all	
  over	
  the	
  world;	
  and	
  has	
  supported	
  the	
  production	
  of	
  two	
  landmark	
  publications.	
  In	
  
its	
  most	
  recent	
  RFP	
  (for	
  2003),	
  PACT	
  sought	
  projects	
  that	
  would	
  address	
  further	
  development	
  of	
  
the	
  CCD	
  field.	
  The	
  number	
  of	
  applications	
  received	
  topped	
  500,	
  an	
  indicator	
  of	
  participation	
  and	
  
need	
  in	
  the	
  field.	
  

• The	
  Community	
  Arts	
  Network	
  became	
  a	
  central	
  meeting	
  place	
  in	
  cyberspace	
  for	
  the	
  field.	
  
Online	
  usage	
  increased	
  from	
  about	
  4,000	
  visits	
  a	
  month	
  in	
  2001	
  to	
  29,000	
  visits	
  a	
  month	
  in	
  
2004.	
  Essays	
  in	
  the	
  archive	
  topped	
  300;	
  its	
  growing	
  list	
  of	
  links	
  to	
  CCD	
  projects	
  on	
  the	
  Web	
  
number	
  over	
  600;	
  1,300	
  individuals	
  receive	
  its	
  monthly	
  e-­‐mail	
  newsletter.	
  CAN	
  received	
  about	
  
900	
  visits	
  every	
  day,	
  especially	
  from	
  students	
  and	
  interested	
  non-­‐arts	
  researchers	
  —	
  an	
  
indicator	
  of	
  broad	
  public	
  interest	
  and	
  the	
  importance	
  of	
  an	
  accessible,	
  free	
  online	
  resource.	
  

At	
  the	
  university	
  level,	
  there	
  are	
  several	
  instances	
  of	
  significant	
  programs	
  that	
  help	
  faculty	
  and	
  students	
  
create	
  partnerships	
  with	
  community	
  groups.	
  	
  

2.3.5.	
  National	
  Recognition/Engaging	
  in	
  Policy-­‐Making	
  

In	
  addition	
  to	
  national	
  awards	
  in	
  the	
  arts	
  and	
  local	
  awards,	
  leaders	
  of	
  the	
  community	
  cultural	
  
development	
  field	
  are	
  receiving	
  national	
  attention	
  and	
  accolades	
  for	
  leadership	
  and	
  social	
  activism.	
  
Programs	
  citing	
  CAN	
  Gathering	
  participants	
  include:	
  The	
  Ford	
  Foundation's	
  Leadership	
  for	
  a	
  Changing	
  
World,	
  the	
  Guggenheim	
  Fellows	
  Program,	
  the	
  National	
  Council	
  on	
  Aging	
  and	
  the	
  Federal	
  Administration	
  
on	
  Aging,	
  the	
  Rockefeller	
  Foundation's	
  Next	
  Generation	
  Leadership	
  program	
  and	
  the	
  MacArthur	
  
Foundation	
  Fellows	
  Program.	
  	
  

Awards	
  such	
  as	
  these	
  bring	
  awareness	
  to	
  the	
  field	
  and	
  individuals	
  can	
  use	
  this	
  attention	
  to	
  position	
  the	
  
ideas	
  of	
  the	
  field	
  in	
  national	
  conversations.	
  But	
  as	
  important	
  is	
  the	
  increasing	
  participation	
  of	
  CCD	
  
practitioners	
  in	
  policy-­‐making	
  for	
  their	
  own	
  communities.	
  

It	
  should	
  be	
  noted	
  that	
  originally	
  CCD	
  was	
  mostly	
  based	
  in	
  deprived	
  urban	
  areas	
  and	
  concerned	
  with	
  
unleashing	
  the	
  creative	
  energies	
  of	
  people	
  who	
  for	
  one	
  reason	
  or	
  another	
  lacked	
  a	
  'voice'.	
  As	
  has	
  been	
  
well	
  described,	
  community	
  arts	
  was	
  seen	
  at	
  the	
  time	
  as	
  a	
  radical	
  'movement',	
  not,	
  as	
  it	
  later	
  became,	
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simply	
  a	
  matter	
  of	
  local	
  authority	
  provision.	
  There	
  was	
  actually	
  some	
  determined	
  resistance	
  from	
  many	
  
community	
  artists	
  to	
  the	
  idea	
  of	
  community	
  arts	
  being	
  institutionalised	
  through	
  education	
  and	
  some	
  
(understandable)	
  pressure	
  from	
  the	
  artists	
  involved	
  that	
  any	
  training	
  offered	
  should	
  be	
  done	
  from	
  
within	
  their	
  own	
  ranks	
  as	
  documented	
  by	
  the	
  David	
  Harding	
  the	
  founder	
  of	
  the	
  U.K.	
  Contextual	
  Art	
  
University	
  course.	
  

	
  

2.3.6.	
  A	
  Shared	
  Body	
  of	
  Theory,	
  Methodology	
  and	
  Practice	
  

The	
  CCD	
  field	
  is	
  documenting	
  its	
  work.	
  Stories,	
  case	
  studies	
  and	
  testimonials	
  are	
  available	
  by	
  the	
  
hundreds.	
  Practitioners	
  are	
  learning	
  to	
  evaluate	
  their	
  work.	
  The	
  field	
  has	
  primarily	
  used	
  story	
  or	
  
anecdote	
  as	
  its	
  evaluation	
  technique,	
  telling	
  of	
  the	
  young	
  person	
  who	
  discovered	
  her	
  latent	
  leadership	
  
qualities	
  during	
  a	
  community	
  art-­‐making	
  process,	
  or	
  of	
  the	
  homeless	
  person	
  who	
  discovered	
  his	
  voice	
  in	
  
exposing	
  the	
  mendacity	
  of	
  law-­‐enforcement	
  agents	
  through	
  participation	
  in	
  a	
  theater	
  piece.	
  Stories	
  
tend	
  to	
  reflect	
  a	
  single	
  individual,	
  or	
  a	
  single	
  group,	
  at	
  a	
  single	
  moment	
  in	
  time.	
  There	
  had	
  been	
  
relatively	
  little	
  quantitative	
  evidence	
  about	
  the	
  long-­‐term	
  impact	
  of	
  cultural	
  projects,	
  but	
  practitioners	
  
are	
  becoming	
  increasingly	
  systematic	
  about	
  collecting	
  evidence.	
  	
  

Sharing	
  Information	
  

Until	
  very	
  recently,	
  there	
  had	
  been	
  relatively	
  few	
  books	
  available	
  about	
  community	
  cultural	
  
development.	
  There	
  were	
  some	
  under	
  different	
  rubrics	
  from	
  earlier	
  in	
  the	
  century	
  (Robert	
  Gard,	
  Percy	
  
Mackaye).	
  There	
  were	
  books	
  about	
  “socio-­‐cultural	
  animation”	
  published	
  by	
  the	
  Council	
  of	
  Europe	
  in	
  the	
  
1970s,	
  but	
  these	
  are	
  no	
  longer	
  available.	
  Recently,	
  however,	
  we	
  are	
  seeing	
  more.	
  For	
  example:	
  Arlene	
  
Goldbard,	
  Arnold	
  Aprill,	
  Caron	
  Atlas,	
  Norma	
  Bowles,	
  Linda	
  Burnham	
  and	
  Steven	
  Durland,	
  Ron	
  Chew,	
  
William	
  Cleveland,	
  Dudley	
  Cocke,	
  Jan	
  Cohen-­‐Cruz,	
  Susan	
  Perlstein	
  and	
  Barbara	
  Schaffer	
  Bacon.	
  	
  There	
  
are	
  numerous	
  other	
  seminal,	
  recent	
  books	
  and	
  works	
  in	
  all	
  media	
  and	
  on	
  the	
  Web	
  that	
  inform	
  the	
  CCD	
  
field,	
  including	
  works	
  that	
  are	
  indirectly	
  related	
  (for	
  example,	
  "Pedagogy	
  of	
  the	
  Oppressed,"	
  Freire,	
  
1972,	
  "Bowling	
  Alone,"	
  Putnam,	
  2000,	
  or	
  "The	
  Creative	
  City,"	
  Landry,	
  2000).	
  CAN	
  is	
  developing	
  a	
  
bibliography	
  database	
  for	
  the	
  fied.	
  While	
  Americans	
  for	
  the	
  Arts	
  and	
  Arts	
  Extension	
  Service	
  both	
  publish	
  
and	
  sell	
  materials	
  related	
  to	
  the	
  field,	
  there	
  is	
  no	
  commercial	
  bookseller	
  or	
  publisher	
  concentrating	
  on	
  
this	
  work	
  in	
  a	
  serious	
  way.	
  

Most	
  fields	
  have	
  at	
  least	
  one,	
  if	
  not	
  multiple,	
  journals.	
  Five	
  years	
  ago,	
  API	
  began	
  trying	
  to	
  fill	
  this	
  need	
  
for	
  the	
  field	
  of	
  community	
  cultural	
  development	
  with	
  the	
  establishment	
  of	
  the	
  Community	
  Arts	
  
Network.	
  It	
  was	
  preceded	
  by	
  API's	
  High	
  Performance	
  magazine	
  (1978-­‐1998),	
  which	
  covered	
  community	
  
arts	
  for	
  its	
  final	
  ten	
  years.	
  

2.3.7.	
  	
  Training	
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The	
  wealth	
  of	
  training	
  for	
  the	
  new	
  or	
  aspiring	
  practitioner	
  in	
  community	
  cultural	
  development	
  in	
  the	
  
U.S.	
  is	
  a	
  strong	
  indicator	
  of	
  the	
  importance	
  of	
  the	
  field.	
  There	
  are	
  at	
  least	
  55	
  college/university	
  
experiential	
  training	
  programs	
  available	
  in	
  the	
  U.S.	
  and	
  U.K.	
  —	
  degree	
  programs,	
  certificate	
  programs	
  
and	
  workshops	
  where	
  students	
  both	
  study	
  academically	
  and	
  work	
  in	
  the	
  community.	
  “Training”	
  in	
  
community	
  cultural	
  development	
  must	
  be	
  more	
  than	
  formal	
  study.	
  Mentoring	
  is	
  mentioned	
  frequently	
  
—	
  both	
  as	
  a	
  way	
  for	
  new	
  practitioners	
  to	
  learn	
  from	
  the	
  experience	
  of	
  the	
  veteran,	
  and	
  for	
  the	
  veteran	
  
to	
  learn	
  from	
  the	
  fresh	
  visions	
  of	
  the	
  newcomer.	
  Just	
  as	
  important	
  is	
  the	
  training	
  of	
  a	
  new	
  generation	
  of	
  
administrators	
  to	
  take	
  over	
  the	
  elder	
  organizations	
  as	
  the	
  founders	
  retire.	
  	
  

2.3.8.	
  	
  Community	
  Cultural	
  Development's	
  effects	
  

A	
  better	
  physical	
  community	
  

The	
  physical	
  community	
  is	
  important	
  to	
  the	
  physical,	
  emotional	
  and	
  spiritual	
  well-­‐being	
  of	
  the	
  people	
  
who	
  live	
  there.	
  Community	
  artists	
  work	
  with	
  planners,	
  help	
  citizens	
  create	
  powerful	
  visual	
  symbols	
  of	
  
their	
  identity	
  (the	
  deepest	
  form	
  of	
  "public	
  art"),	
  work	
  as	
  architects	
  or	
  landscape	
  designers,	
  collaborate	
  
on	
  public	
  works	
  projects,	
  and	
  work	
  as	
  activists	
  on	
  issues	
  ranging	
  from	
  safe	
  streets	
  to	
  public	
  gathering	
  
places.	
  If	
  a	
  physical	
  place	
  reflects	
  a	
  clear	
  identity	
  to	
  residents	
  and	
  visitors,	
  if	
  it	
  includes	
  places	
  for	
  people	
  
to	
  come	
  together	
  and	
  celebrate,	
  mourn	
  and	
  discuss	
  common	
  concerns,	
  if	
  it	
  is	
  beautiful	
  as	
  well	
  as	
  safe	
  
and	
  interesting,	
  then	
  its	
  residents	
  will	
  experience	
  a	
  deeper	
  sense	
  of	
  their	
  own	
  humanity.	
  

A	
  participatory	
  community	
  

For	
  people	
  to	
  be	
  fulfilled,	
  especially	
  in	
  a	
  democracy,	
  they	
  must	
  have	
  the	
  opportunity	
  to	
  freely	
  and	
  
deeply	
  investigate	
  ideas	
  and	
  share	
  these	
  ideas.	
  Community-­‐arts	
  workers	
  create	
  settings	
  in	
  which	
  this	
  
free	
  interchange	
  occurs,	
  and	
  create	
  techniques	
  that	
  blur	
  —	
  or	
  erase	
  altogether	
  —	
  the	
  line	
  between	
  
creator	
  and	
  consumer.	
  

A	
  multi-­‐cultured	
  community	
  

Just	
  as	
  healthy	
  ecosystems	
  benefit	
  from	
  diversity,	
  the	
  coexistence	
  of	
  a	
  variety	
  of	
  organizational	
  
approaches	
  can	
  be	
  advantageous	
  in	
  building	
  healthy	
  communities.	
  Thus	
  recognition	
  of	
  the	
  urgent	
  need	
  
for	
  intercultural	
  investigation,	
  for	
  the	
  understanding	
  and	
  prizing	
  of	
  cultures	
  different	
  from	
  our	
  own	
  is	
  an	
  
inherent	
  trait.	
  On	
  a	
  grand	
  scale,	
  most	
  of	
  the	
  Western	
  world's	
  societies	
  developed	
  through	
  the	
  
immigration	
  and	
  migration	
  of	
  vast	
  numbers	
  of	
  cultural	
  groups,	
  as	
  well	
  as	
  the	
  violent	
  dislocation	
  of	
  the	
  
original	
  peoples.	
  But	
  it	
  is	
  also	
  important	
  in	
  any	
  society	
  or	
  community	
  in	
  which	
  there	
  are	
  distinct	
  groups	
  
of	
  people,	
  whether	
  ethnic,	
  "newcomers"	
  and	
  "old-­‐timers,"	
  an	
  especially	
  large	
  percentage	
  of	
  people	
  in	
  a	
  
particular	
  age	
  group,	
  part-­‐timers	
  and	
  year-­‐rounders,	
  gay	
  people	
  and	
  straight	
  people.	
  

Rachel	
  Davis-­‐Dubois	
  was	
  an	
  educator	
  in	
  New	
  York	
  working	
  in	
  the	
  1930s-­‐50s.	
  Her	
  lifelong	
  devotion	
  was	
  
to	
  multicultural	
  education,	
  K-­‐12.	
  Even	
  more	
  than	
  this,	
  she	
  articulated	
  the	
  notion	
  of	
  "cultural	
  
democracy"	
  as	
  the	
  third	
  leg	
  of	
  the	
  American	
  stool,	
  along	
  with	
  political	
  and	
  economic	
  democracy	
  —	
  but	
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the	
  leg	
  that	
  had	
  not	
  yet	
  been	
  attended	
  to.	
  She	
  believed	
  that	
  the	
  American	
  dream	
  could	
  not	
  be	
  realized	
  
without	
  equal	
  emphasis	
  on	
  cultural	
  democracy.	
  In	
  1943	
  she	
  said:	
  “The	
  melting	
  pot	
  idea,	
  or	
  "come-­‐let-­‐us-­‐
do-­‐something-­‐for-­‐you"	
  attitude	
  on	
  the	
  part	
  of	
  the	
  old-­‐stock	
  American	
  was	
  wrong.	
  For	
  half	
  the	
  melting	
  
pot	
  to	
  rejoice	
  in	
  being	
  made	
  better	
  while	
  the	
  other	
  half	
  rejoiced	
  in	
  being	
  better	
  allowed	
  for	
  neither	
  
cultural	
  element	
  to	
  be	
  its	
  true	
  self.	
  …	
  The	
  welfare	
  of	
  the	
  group	
  …	
  means	
  [articulating]	
  a	
  creative	
  use	
  of	
  
differences.	
  Democracy	
  is	
  the	
  only	
  atmosphere	
  in	
  which	
  this	
  can	
  happen,	
  whether	
  between	
  individuals,	
  
within	
  families,	
  among	
  groups	
  in	
  a	
  country,	
  or	
  among	
  countries.	
  This	
  kind	
  of	
  sharing	
  we	
  have	
  called	
  
cultural	
  democracy.	
  Political	
  democracy	
  —	
  the	
  right	
  of	
  all	
  to	
  vote	
  —	
  we	
  have	
  inherited.	
  …	
  Economic	
  
democracy	
  —	
  the	
  right	
  of	
  all	
  to	
  be	
  free	
  from	
  want	
  —	
  we	
  are	
  beginning	
  to	
  envisage.	
  …	
  But	
  cultural	
  
democracy	
  —	
  a	
  sharing	
  of	
  values	
  among	
  numbers	
  of	
  our	
  various	
  cultural	
  groups	
  —	
  we	
  have	
  scarcely	
  
dreamed	
  of.	
  Much	
  less	
  have	
  we	
  devised	
  social	
  techniques	
  for	
  creating	
  it.”	
  (38)	
  	
  

A	
  human	
  community	
  

This	
  is	
  the	
  scale	
  and	
  wholeness,	
  of	
  people	
  whose	
  ideas	
  tie	
  the	
  fulfillment,	
  even	
  the	
  very	
  survival	
  of	
  
humankind,	
  to	
  the	
  interrelatedness	
  of	
  life	
  and	
  its	
  many	
  functions.	
  In	
  the	
  first	
  half	
  of	
  the	
  20th	
  century,	
  
Alfred	
  Arvold,	
  who	
  worked	
  for	
  both	
  the	
  Drama	
  and	
  Extension	
  departments	
  at	
  North	
  Dakota	
  State	
  
University,	
  was	
  passionate	
  that	
  a	
  community	
  is	
  an	
  organic	
  whole,	
  and	
  that	
  the	
  arts	
  must	
  not	
  be	
  broken	
  
off	
  from	
  the	
  ongoing	
  life	
  of	
  the	
  community.	
  To	
  this	
  end,	
  he	
  promulgated	
  the	
  notion	
  of	
  the	
  community	
  
center	
  where	
  there	
  would	
  be	
  a	
  wonderful	
  jumble	
  of	
  activity	
  —	
  it	
  would	
  be	
  a	
  recreation	
  center,	
  science	
  
center,	
  arts	
  center,	
  government	
  center,	
  where	
  sometimes	
  you	
  couldn’t	
  tell	
  where	
  one	
  began	
  and	
  the	
  
other	
  left	
  off.	
  In	
  1917	
  he	
  wrote,	
  "A	
  community	
  center	
  is	
  a	
  place,	
  a	
  neighborhood	
  laboratory,	
  so	
  to	
  speak,	
  
where	
  people	
  meet	
  in	
  their	
  own	
  way	
  to	
  analyze	
  whatever	
  interests	
  they	
  have	
  in	
  common	
  and	
  
participate	
  in	
  such	
  forms	
  of	
  recreation	
  as	
  are	
  healthful	
  and	
  enjoyable.	
  The	
  fundamental	
  principle	
  back	
  of	
  
the	
  community	
  center	
  is	
  the	
  democratization	
  of	
  all	
  art	
  so	
  the	
  common	
  people	
  can	
  appreciate	
  it,	
  science	
  
so	
  that	
  they	
  can	
  use	
  it,	
  government	
  so	
  that	
  they	
  can	
  take	
  a	
  part	
  in	
  it,	
  and	
  recreation	
  so	
  they	
  can	
  enjoy	
  it.	
  
In	
  other	
  words,	
  its	
  highest	
  aim	
  is	
  to	
  make	
  the	
  common	
  interests	
  the	
  great	
  interests.	
  To	
  give	
  a	
  human	
  
expression	
  in	
  every	
  locality	
  to	
  the	
  significant	
  meaning	
  of	
  these	
  terms	
  —	
  "come	
  let’s	
  reason	
  and	
  play	
  
together"	
  —	
  is	
  in	
  reality	
  the	
  ultimate	
  object	
  of	
  the	
  community	
  center.(39)	
  

In	
  the	
  early	
  1950s,	
  Baker	
  Brownell	
  (journalist,	
  philosopher	
  at	
  Northwestern	
  University,	
  community	
  
developer	
  most	
  notably	
  in	
  Montana),	
  said	
  that	
  a	
  human	
  community	
  must	
  be	
  of	
  a	
  scale	
  small	
  enough	
  
that	
  people	
  can	
  know	
  one	
  another	
  as	
  whole	
  persons,	
  not	
  as	
  performers	
  of	
  single	
  roles.	
  People	
  who	
  
know	
  one	
  another	
  as	
  whole	
  persons	
  will	
  trust	
  one	
  another	
  with	
  their	
  ideas,	
  and	
  will	
  be	
  able	
  to	
  listen	
  to	
  
the	
  ideas	
  of	
  others.	
  Brownell	
  advocated	
  the	
  creation	
  of	
  community	
  dramas	
  as	
  part	
  of	
  the	
  community	
  
planning	
  process	
  —	
  dramas	
  written	
  collectively,	
  whose	
  script	
  is	
  based	
  on	
  what	
  residents	
  have	
  learned	
  of	
  
the	
  community’s	
  several	
  histories,	
  and	
  which	
  use	
  that	
  history	
  to	
  pose	
  crucial	
  questions	
  about	
  the	
  future.	
  
But	
  more	
  important,	
  Brownell	
  saw	
  a	
  commitment	
  to	
  wholeness,	
  a	
  commitment	
  to	
  the	
  arts,	
  as	
  the	
  way	
  
to	
  reclaim	
  a	
  society’s	
  soul.	
  He	
  believed	
  "art"	
  to	
  be	
  a	
  verb	
  —	
  everyone	
  is	
  latently	
  creative,	
  but	
  the	
  art	
  
system,	
  too	
  often,	
  reinforces	
  passivity,	
  and	
  the	
  way	
  of	
  passivity	
  is	
  the	
  way	
  of	
  death.	
  (Brownell,	
  Baker,	
  
"Art	
  Is	
  Action,"	
  originally	
  published	
  1939;	
  reprinted	
  Books	
  for	
  Libraries	
  Press,	
  1969.)	
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A	
  civic	
  community	
  

What	
  is	
  civic	
  dialogue?	
  What	
  are	
  public	
  values?	
  What	
  does	
  it	
  mean	
  to	
  be	
  a	
  citizen?	
  From	
  the	
  first	
  years	
  
of	
  the	
  20th	
  century,	
  	
  Percy	
  MacKaye,	
  an	
  actor	
  from	
  a	
  long	
  line	
  of	
  theater	
  people	
  articulated	
  the	
  
responsibility	
  of	
  the	
  artist	
  to	
  explicitly	
  think	
  of	
  himself	
  or	
  herself	
  as	
  building	
  civic	
  infrastructure:	
  The	
  
Civic	
  Theater	
  idea,	
  as	
  a	
  distinctive	
  issue,	
  implies	
  the	
  conscious	
  awakening	
  of	
  a	
  people	
  to	
  self-­‐
government	
  in	
  the	
  activities	
  of	
  its	
  leisure.	
  To	
  this	
  end,	
  organization	
  of	
  the	
  arts	
  of	
  the	
  theater,	
  
participation	
  by	
  the	
  people	
  in	
  the	
  arts,	
  not	
  mere	
  spectatorship,	
  a	
  new	
  resulting	
  technique,	
  leadership	
  by	
  
means	
  of	
  a	
  permanent	
  staff	
  of	
  arts	
  (not	
  of	
  merchants	
  in	
  art),	
  elimination	
  of	
  profit	
  by	
  endowment	
  and	
  
public	
  support,	
  dedication	
  in	
  the	
  service	
  to	
  the	
  whole	
  community:	
  these	
  are	
  chief	
  among	
  its	
  essentials,	
  
and	
  these	
  imply	
  a	
  new	
  and	
  nobler	
  scope	
  for	
  the	
  art	
  of	
  theater	
  itself.(40)	
  	
  

MacKaye	
  was	
  one	
  of	
  the	
  first	
  to	
  articulate	
  the	
  role	
  that	
  pageants	
  could	
  play	
  in	
  what	
  we	
  now	
  call	
  
"community-­‐	
  building."	
  In	
  1909,	
  for	
  instance,	
  Boston	
  instituted	
  the	
  "Boston-­‐1915	
  Committee,"	
  which	
  
convened	
  task	
  forces	
  to	
  consider	
  such	
  issues	
  as	
  immigration,	
  housing,	
  transportation,	
  education,	
  
political	
  corruption	
  and	
  public	
  health.	
  As	
  part	
  of	
  the	
  reflecting/planning	
  process,	
  "Cave	
  Life	
  to	
  City	
  Life"	
  
was	
  performed,	
  involving	
  thousands	
  of	
  citizens;	
  its	
  intent	
  was	
  to	
  help	
  Bostonians	
  understand	
  the	
  
"Boston	
  state	
  of	
  mind"	
  as	
  an	
  essential	
  context	
  to	
  reform	
  and	
  planning.	
  [Prevots,	
  p.	
  31]	
  In	
  "The	
  Masque	
  
of	
  St.	
  Louis,"	
  7,500	
  citizen-­‐actors	
  attempted	
  to	
  capture	
  the	
  meaning	
  of	
  that	
  city.	
  The	
  largest	
  city	
  in	
  every	
  
state	
  was	
  asked	
  to	
  send	
  envoys	
  who	
  "represent	
  the	
  best,	
  things	
  in	
  the	
  progress	
  and	
  development"	
  of	
  
that	
  city;	
  these	
  individuals	
  both	
  participated	
  in	
  the	
  pageant	
  and	
  the	
  subsequence	
  Conference	
  of	
  Cities,	
  
which	
  addressed	
  such	
  issues	
  as	
  "Municipal	
  Recreation:	
  A	
  School	
  of	
  Democracy"	
  and	
  "Humanizing	
  City	
  
Government."	
  [Prevots,	
  p.	
  21]	
  Participants	
  included	
  Jane	
  Addams	
  of	
  Hull	
  House,	
  Frederick	
  Law	
  
Olmstead,	
  sculptor	
  Lorado	
  Taft,	
  playwright	
  George	
  Pierce	
  Baker	
  —	
  artists	
  and	
  social	
  reformers.	
  Today,	
  
we	
  struggle	
  with	
  public	
  entities	
  to	
  recognize	
  the	
  arts,	
  and	
  artists,	
  as	
  a	
  public	
  good.	
  We	
  ask	
  the	
  question:	
  
What	
  can	
  my	
  community	
  do	
  for	
  me?	
  Yet,	
  more	
  and	
  more,	
  community-­‐based	
  artists	
  are	
  asking,	
  in	
  the	
  
tradition	
  of	
  Percy	
  MacKaye,	
  What	
  can	
  I	
  do	
  for	
  my	
  community?	
  

Neighbourhood	
  revitalization	
  Cultural	
  participation	
  &	
  property	
  value	
  

"Downside	
  Up,"	
  an	
  April,	
  2003	
  report	
  commissioned	
  by	
  the	
  Ford	
  Foundation,	
  looked	
  at	
  organizations	
  
with	
  one	
  foot	
  each	
  in	
  the	
  arts	
  and	
  in	
  community	
  development.	
  It	
  helped	
  launch	
  the	
  Foundation	
  
Initiative,	
  known	
  as	
  the	
  Role	
  of	
  Arts	
  and	
  Culture	
  in	
  Community	
  Development.	
  Stern	
  contends	
  that	
  
church-­‐basement	
  theater	
  groups	
  are	
  as	
  important	
  as	
  major	
  institutions.	
  He	
  wrote,	
  in	
  "Performing	
  
Miracles,"	
  for	
  the	
  Center	
  for	
  an	
  Urban	
  Future,	
  "A	
  small	
  organization	
  using	
  an	
  old	
  church	
  or	
  a	
  rowhouse	
  
can	
  have	
  a	
  larger	
  impact	
  than	
  one	
  that	
  spends	
  its	
  energy	
  building	
  a	
  shiny	
  new	
  theater	
  or	
  exhibition	
  
space."	
  "We	
  learned	
  that	
  culture	
  does	
  have	
  a	
  powerful	
  effect	
  on	
  neighborhood	
  revitalization	
  -­‐	
  but	
  it	
  is	
  
one	
  that	
  has	
  little	
  to	
  do	
  with	
  tourists,	
  jobs	
  or	
  even	
  revenue,"	
  he	
  continued.(41)	
  

Stern	
  found	
  the	
  presence	
  of	
  small	
  arts	
  groups	
  in	
  neighborhoods	
  increased	
  levels	
  of	
  cultural	
  
participation.	
  And	
  further,	
  that	
  in	
  areas	
  with	
  higher	
  levels	
  of	
  participation	
  -­‐	
  in	
  both	
  poor	
  and	
  middle-­‐
class	
  neighborhoods	
  -­‐	
  there	
  was	
  positive	
  impact	
  on	
  school	
  truancy,	
  youth	
  delinquency,	
  civic	
  
engagement,	
  teen	
  pregnancy	
  and	
  a	
  host	
  of	
  other	
  factors	
  associated	
  with	
  community	
  well-­‐being.	
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Stern	
  also	
  found	
  positive	
  relationships	
  between	
  arts	
  participation,	
  population	
  stability	
  and	
  real-­‐estate	
  
values.	
  He	
  concluded,	
  "a	
  low-­‐income	
  neighborhood's	
  chance	
  of	
  experiencing	
  population	
  growth	
  more	
  
than	
  doubled	
  if	
  it	
  had	
  a	
  higher-­‐than-­‐average	
  cultural	
  participation	
  rate."	
  And,	
  further,	
  that	
  
"Neighborhoods	
  with	
  high	
  levels	
  of	
  cultural	
  engagement	
  were	
  much	
  more	
  likely	
  to	
  remain	
  diverse	
  over	
  
time."…"Whatever	
  the	
  direct	
  contribution	
  these	
  groups	
  were	
  making	
  to	
  their	
  local	
  economies	
  was	
  quite	
  
small,"	
  he	
  wrote.	
  "Nonetheless,	
  these	
  same	
  community	
  cultural	
  programs	
  seemed	
  to	
  have	
  a	
  substantial	
  
impact	
  on	
  the	
  economic	
  fortunes	
  of	
  their	
  respective	
  neighborhoods…Culture	
  stimulates	
  revitalization	
  
not	
  through	
  direct	
  economic	
  impact,	
  but	
  by	
  building	
  the	
  social	
  connections	
  between	
  people	
  ...	
  it	
  
increases	
  the	
  inclination	
  and	
  ability	
  of	
  residents	
  to	
  make	
  positive	
  changes	
  in	
  their	
  community,	
  and	
  it	
  
increases	
  the	
  connections	
  between	
  neighborhoods	
  of	
  different	
  ethnic	
  and	
  economic	
  compositions,"	
  he	
  
concluded.	
  

Stern	
  cited	
  evidence	
  that	
  80	
  percent	
  of	
  participants	
  in	
  community	
  cultural	
  activities	
  travel	
  outside	
  their	
  
own	
  neighborhoods	
  to	
  attend	
  events	
  -­‐	
  a	
  fact	
  that,	
  he	
  says,	
  separates	
  culture	
  from	
  other	
  forms	
  of	
  civic	
  
engagement.	
  It	
  reduces	
  social	
  isolation	
  and	
  builds	
  connections	
  across	
  divides	
  of	
  ethnicity	
  and	
  social	
  
class.	
  Stern	
  concludes:	
  "Community	
  arts	
  organizations	
  are	
  successes	
  when	
  they	
  stimulate	
  broader	
  civic	
  
engagement,	
  expand	
  residents'	
  sense	
  of	
  collective	
  efficacy,	
  and	
  strengthen	
  the	
  bridges	
  between	
  
neighborhoods.”(42)	
  

Social	
  activity,	
  economic	
  activity,	
  and	
  the	
  promotion	
  of	
  neighborhood	
  stability	
  

A	
  March	
  2003	
  study,	
  by	
  Chicago	
  researchers	
  Diane	
  Grams	
  and	
  Michael	
  Warr,	
  also	
  looked	
  beyond	
  the	
  art	
  
"product"	
  and	
  examined	
  the	
  social	
  and	
  economic	
  activity	
  that	
  goes	
  on	
  around	
  the	
  art	
  activity.	
  
Commissioned	
  by	
  the	
  Richard	
  H.	
  Driehaus	
  and	
  John	
  D.	
  and	
  Catherine	
  T.	
  MacArthur	
  Foundations,	
  their	
  
study	
  focused	
  on	
  small	
  budget	
  arts	
  organizations	
  in	
  ten	
  Chicago	
  neighborhoods.	
  Grams	
  and	
  Warr	
  found	
  
that	
  small	
  community-­‐based	
  arts	
  organizations	
  leveraged	
  a	
  variety	
  of	
  relationships,	
  capacities	
  and	
  
activities	
  in	
  unusually	
  effective	
  ways.	
  They	
  found	
  that	
  the	
  groups	
  have	
  three	
  overarching	
  results:	
  They	
  
build	
  social	
  relationships,	
  they	
  enable	
  problem	
  solving	
  and	
  they	
  provide	
  access	
  to	
  resources.	
  The	
  study	
  
concluded	
  that	
  the	
  presence	
  and	
  work	
  of	
  these	
  groups	
  promote	
  neighborhood	
  stability,	
  enable	
  a	
  sense	
  
of	
  belonging,	
  create	
  new	
  productive	
  uses	
  of	
  underutilized	
  spaces,	
  create	
  new	
  links	
  to	
  nonlocal	
  
resources,	
  provide	
  space	
  for	
  cross-­‐cultural	
  dialogue	
  and	
  provide	
  a	
  safe	
  haven	
  and	
  opportunities	
  to	
  learn	
  
new	
  skills.	
  They	
  also	
  found	
  that	
  these	
  arts	
  programs	
  engage	
  neighbors	
  in	
  creative	
  problem	
  solving,	
  
engage	
  youth	
  as	
  citizens,	
  develop	
  leadership	
  and	
  decision-­‐making	
  skills,	
  build	
  cultural	
  identities	
  and	
  
positive	
  relationships	
  among	
  neighborhood	
  groups,	
  build	
  knowledge	
  across	
  cultural	
  boundaries	
  and	
  
build	
  knowledge,	
  understanding	
  and	
  engagement	
  in	
  democratic	
  processes.	
  (43)	
  

Harvard	
  researcher	
  and	
  author	
  of	
  the	
  well-­‐known	
  "Bowling	
  Alone,"	
  Robert	
  Putnam,	
  arrived	
  at	
  similar	
  
conclusions	
  in	
  his	
  September	
  2003	
  book,	
  "Better	
  Together."	
  He	
  and	
  co-­‐author	
  Lewis	
  Feldstein,	
  take	
  
traditional	
  arts	
  institutions	
  and	
  practice	
  to	
  task.	
  "Traditionally,	
  arts	
  institutions	
  have	
  done	
  far	
  more	
  
bonding	
  than	
  bridging	
  ...	
  the	
  system	
  of	
  financing	
  and	
  presenting	
  the	
  arts	
  traditionally	
  has	
  reinforced	
  
entrenched	
  patterns	
  of	
  exclusion,"	
  they	
  wrote.	
  At	
  the	
  same	
  time	
  they	
  countered,	
  "We	
  believe	
  that	
  the	
  
arts	
  represent	
  perhaps	
  the	
  most	
  significant	
  underutilized	
  forum	
  for	
  rebuilding	
  community	
  in	
  America."	
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They	
  illustrated	
  several	
  outstanding	
  examples	
  of	
  community-­‐based	
  arts	
  programs	
  that	
  they	
  say	
  do	
  just	
  
that.	
  They	
  believe	
  that	
  the	
  arts	
  can	
  create	
  "safe"	
  space	
  around	
  potentially	
  hot	
  issues	
  and	
  provide.	
  (44)	
  

A	
  November	
  2002	
  report,	
  issued	
  by	
  New	
  York's	
  Center	
  for	
  an	
  Urban	
  Future,	
  "The	
  Creative	
  Engine,"	
  by	
  
Neil	
  Scott	
  Kleiman,	
  saw	
  similar	
  potential	
  for	
  synergy	
  and	
  called	
  for	
  integrating	
  cultural	
  and	
  business	
  
development.	
  They	
  found	
  that	
  the	
  two	
  have	
  worked	
  best	
  side	
  by	
  side	
  but	
  that	
  there's	
  rarely	
  
coordination.	
  "In	
  our	
  survey	
  of	
  over	
  150	
  economic	
  and	
  community	
  development	
  organizations,	
  only	
  six	
  
were	
  involved	
  in	
  efforts	
  that	
  directly	
  linked	
  the	
  arts	
  with	
  business,"	
  Kleiman	
  wrote.	
  (45)	
  

The	
  Kleiman	
  study	
  found	
  that	
  arts	
  and	
  culture	
  have	
  been	
  primary	
  components	
  of	
  growth	
  in	
  New	
  York	
  
City	
  and	
  concluded	
  that	
  "nurturing	
  the	
  cultural	
  sector	
  means	
  focusing	
  on	
  the	
  thousands	
  of	
  small	
  
organizations	
  that	
  feed	
  cultural	
  economic	
  development	
  at	
  the	
  neighborhood	
  level,	
  as	
  well	
  as	
  on	
  major	
  
institutions."	
  (46)	
  

Community	
  pride	
  

The	
  Ford	
  Foundation's	
  Asset	
  Building	
  and	
  Community	
  Development	
  Program,	
  together	
  with	
  a	
  team	
  of	
  
leaders	
  and	
  thinkers	
  in	
  the	
  culture	
  and	
  community-­‐development	
  fields,	
  took	
  a	
  look	
  at	
  innovative	
  
community	
  development	
  strategies	
  between	
  March	
  2002	
  and	
  May	
  2003.	
  Known	
  as	
  The	
  Listening	
  Tour	
  
Project,	
  they	
  arrived	
  at	
  similar	
  conclusions.	
  In	
  their	
  report,	
  "Downside	
  Up,"	
  the	
  project	
  team	
  observed	
  
that	
  art	
  and	
  culture	
  organizations	
  support	
  community	
  involvement	
  and	
  participation,	
  increase	
  the	
  
potential	
  for	
  people	
  to	
  understand	
  themselves	
  and	
  change	
  how	
  they	
  see	
  the	
  world	
  and	
  bolster	
  
community	
  pride	
  and	
  identity.	
  They	
  also	
  saw	
  that	
  the	
  arts	
  serve	
  to	
  improve	
  derelict	
  buildings,	
  preserve	
  
cultural	
  heritage,	
  transmit	
  cultural	
  values	
  and	
  history,	
  bridge	
  cultural,	
  ethnic	
  and	
  racial	
  boundaries	
  and	
  
stimulate	
  economic	
  development.	
  
The	
  Listening	
  Tour	
  also	
  found	
  that	
  practitioners	
  "in	
  distressed	
  communities	
  have	
  successfully	
  used	
  arts	
  
and	
  culture	
  as	
  community-­‐development	
  approaches	
  but	
  that	
  community	
  development	
  and	
  arts	
  
organizations	
  were	
  most	
  often	
  disparate	
  and	
  isolated	
  from	
  one	
  another.	
  They	
  found	
  that	
  an	
  important	
  
"synergistic	
  relationship"	
  exists	
  between	
  what	
  are	
  often	
  regarded	
  as	
  different	
  worlds.	
  (47)	
  

2.4.	
  The	
  Ford	
  Foundation	
  study	
  &	
  civic	
  dialogue	
  

Animating	
  Democracy	
  was	
  jointly	
  developed	
  by	
  Americans	
  for	
  the	
  Arts	
  and	
  the	
  Ford	
  Foundation	
  through	
  
a	
  field	
  study	
  and	
  subsequent	
  four-­‐year	
  Initiative.	
  
In	
  1996,	
  the	
  Ford	
  Foundation	
  awarded	
  a	
  grant	
  to	
  Americans	
  for	
  the	
  Arts	
  to	
  profile	
  a	
  representative	
  
selection	
  of	
  artists	
  and	
  arts	
  and	
  cultural	
  organizations	
  whose	
  work,	
  through	
  its	
  aesthetics	
  and	
  processes,	
  
engages	
  the	
  public	
  in	
  dialogue	
  on	
  key	
  issues.	
  

This	
  study's	
  resulting	
  report,	
  Animating	
  Democracy:	
  The	
  Artistic	
  Imagination	
  as	
  a	
  Force	
  in	
  Civic	
  Dialogue	
  
(1999),	
  maps	
  activity	
  of	
  the	
  last	
  couple	
  decades,	
  identifies	
  issues	
  and	
  trends,	
  and	
  suggests	
  opportunities	
  
for	
  leaders	
  in	
  the	
  field,	
  policy	
  makers,	
  and	
  funders	
  to	
  work	
  together	
  to	
  strengthen	
  activity	
  in	
  this	
  lively	
  
arena.	
  The	
  study	
  reveals	
  pivotal	
  and	
  innovating	
  roles	
  that	
  the	
  arts	
  can	
  play	
  in	
  the	
  renewal	
  of	
  civic	
  
dialogue	
  as	
  well	
  as	
  challenges	
  faced	
  by	
  arts	
  and	
  cultural	
  organizations	
  as	
  they	
  engage	
  in	
  this	
  work.	
  The	
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study	
  led	
  to	
  the	
  development	
  of	
  a	
  four-­‐year	
  Animating	
  Democracy	
  Initiative	
  to	
  support	
  this	
  arena	
  of	
  
activity.	
  

Both	
  the	
  study	
  and	
  the	
  Initiative	
  were	
  premised	
  on	
  the	
  idea	
  that	
  a	
  democracy	
  is	
  animated	
  when	
  an	
  
informed	
  public	
  is	
  engaged	
  in	
  the	
  issues	
  affecting	
  people's	
  daily	
  lives.	
  In	
  the	
  workings	
  of	
  democracy,	
  
civic	
  dialogue	
  plays	
  an	
  essential	
  role,	
  giving	
  voice	
  to	
  multiple	
  perspectives	
  and	
  enabling	
  people	
  to	
  
develop	
  more	
  multifaceted,	
  humane,	
  and	
  realistic	
  views	
  of	
  issues	
  and	
  each	
  other.	
  Yet	
  opportunities	
  for	
  
civic	
  dialogue	
  in	
  this	
  country	
  have	
  diminished	
  in	
  recent	
  years.	
  In	
  the	
  renewal	
  of	
  civic	
  dialogue,	
  the	
  arts	
  
can	
  play	
  a	
  pivotal	
  role	
  in	
  many	
  ways.	
  In	
  fact,	
  American	
  artists	
  and	
  arts	
  and	
  cultural	
  institutions	
  have	
  long	
  
engaged	
  civic	
  issues	
  through	
  a	
  wide	
  spectrum	
  of	
  activity.	
  At	
  one	
  end	
  of	
  the	
  spectrum,	
  topical	
  art	
  
articulates	
  or	
  comments	
  on	
  social	
  issues;	
  at	
  the	
  other	
  end,	
  artists	
  and	
  arts/cultural	
  institutions	
  use	
  the	
  
arts	
  to	
  engage	
  people	
  in	
  action	
  to	
  affect	
  change.	
  

At	
  the	
  center	
  of	
  this	
  spectrum,	
  there	
  is	
  a	
  realm	
  of	
  artistic	
  activity	
  that	
  consciously	
  incorporates	
  civic	
  
dialogue	
  as	
  part	
  of	
  an	
  aesthetic	
  strategy,	
  referred	
  to	
  as	
  arts-­‐based	
  civic	
  dialogue	
  (48).	
  By	
  exploring	
  
multiple	
  perspectives	
  on	
  critical	
  concerns,	
  arts-­‐based	
  civic	
  dialogue	
  projects	
  seek	
  to	
  engage	
  more	
  
diverse	
  publics	
  in	
  discussion	
  and	
  reflection	
  on	
  challenging	
  issues.	
  At	
  the	
  same	
  time,	
  this	
  intersection	
  of	
  
artistic	
  imagination	
  with	
  the	
  civic	
  realm	
  offers	
  fertile	
  ground	
  for	
  both	
  aesthetic	
  and	
  programmatic	
  
innovation.	
  

Beyond	
  the	
  basic	
  role	
  of	
  producer,	
  presenter,	
  or	
  exhibitor,	
  arts	
  and	
  cultural	
  institutions	
  are	
  playing	
  a	
  key	
  
part	
  in	
  this	
  work	
  as	
  catalysts,	
  conveners,	
  or	
  forums	
  for	
  civic	
  dialogue.	
  In	
  exercising	
  this	
  civic	
  role,	
  they	
  
are	
  expanding	
  opportunity	
  for	
  both	
  democratic	
  participation	
  and	
  aesthetic	
  experience,	
  engaging	
  a	
  
broader,	
  more	
  diverse	
  public	
  in	
  giving	
  voice	
  to	
  critical	
  issues	
  of	
  our	
  time.	
  

2.3.12.	
  The	
  Lab	
  Initiative	
  and	
  its	
  effects	
  

	
  
Between	
  the	
  years	
  2000-­‐2004,	
  the	
  Animating	
  Democracy	
  Lab	
  (49)	
  provided	
  grants	
  and	
  advisory	
  support	
  
to	
  32	
  cultural	
  organizations	
  across	
  the	
  U.S.	
  to	
  implement	
  projects	
  that	
  experimented	
  with	
  or	
  deepened	
  
existing	
  approaches	
  to	
  arts-­‐	
  and	
  humanities-­‐based	
  civic	
  dialogue.	
  Investigation	
  through	
  these	
  diverse	
  
projects,	
  individually	
  and	
  collectively,	
  aimed	
  to	
  advance	
  field	
  learning	
  about	
  the	
  philosophical,	
  practical,	
  
and	
  social	
  dimensions	
  of	
  this	
  work.	
  As	
  part	
  of	
  the	
  Lab	
  design,	
  project	
  leaders	
  came	
  together	
  periodically	
  
in	
  Learning	
  Exchanges	
  to	
  share	
  and	
  build	
  knowledge	
  to	
  help	
  projects	
  meet	
  their	
  full	
  potential	
  for	
  success	
  
and	
  extend	
  their	
  learning	
  to	
  the	
  broader	
  field.	
  

The	
  Lab’s	
  effects	
  were	
  felt	
  by	
  local	
  communities	
  and	
  the	
  field	
  in	
  several	
  key	
  ways:	
  

• Projects	
  across	
  the	
  country	
  contributed	
  in	
  meaningful,	
  creative,	
  and	
  often	
  catalytic	
  ways	
  to	
  civic	
  
discourse	
  about	
  a	
  range	
  of	
  critical	
  issues	
  including	
  race,	
  gentrification,	
  shifting	
  demographics	
  in	
  
the	
  U.S.,	
  human	
  genomics,	
  and	
  others.	
  

• Civic	
  intent	
  prompted	
  development	
  of	
  new	
  artistic	
  work	
  and	
  programming	
  approaches,	
  
including	
  innovative	
  artistic	
  work	
  integrating	
  art	
  and	
  dialogue.	
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• A	
  cadre	
  of	
  artists,	
  curators,	
  presenters,	
  cultural	
  organizers	
  and	
  civic	
  dialogue	
  professionals	
  are	
  
extending	
  their	
  knowledge	
  and	
  experience	
  in	
  arts-­‐	
  and	
  humanities-­‐based	
  civic	
  dialogue	
  in	
  their	
  
respective	
  fields	
  and	
  communities.	
  

• Cross-­‐disciplinary	
  among	
  arts	
  professionals	
  and	
  inter-­‐field	
  between	
  arts	
  and	
  dialogue	
  fields	
  led	
  
to	
  deepened	
  understanding	
  and	
  application	
  of	
  principles	
  and	
  practices	
  of	
  civically	
  engaged	
  art	
  
and	
  dialogue.	
  

	
  

2.4	
  	
  Community	
  empowerment-­‐	
  Phil	
  Bartle	
  

So	
  what	
  is	
  community	
  empowerment?	
  In	
  this	
  chapter	
  I	
  will	
  try	
  to	
  deal	
  with	
  this	
  diverse	
  subject	
  on	
  to	
  
which	
  so	
  many	
  claims	
  are	
  made.	
  I	
  will	
  not	
  focus	
  on	
  the	
  financial	
  aspects	
  which	
  are	
  the	
  underlying	
  
principle	
  of	
  all	
  of	
  the	
  government	
  implemented	
  programs,	
  but	
  rather	
  from	
  the	
  point	
  of	
  view	
  of	
  the	
  
"mobilizer",	
  animator	
  or	
  activist	
  who	
  is	
  a	
  person	
  who	
  tries	
  to	
  move	
  (activate,	
  animate)	
  a	
  community	
  and	
  
is	
  the	
  person	
  through	
  which	
  the	
  empowerment	
  programs	
  are	
  implemented.	
  First,	
  I	
  will	
  examine	
  aspects	
  
of	
  empowerment	
  and	
  its	
  benefits	
  as	
  defined	
  by	
  Dr.	
  Bartle.	
  I	
  will	
  then	
  define	
  what	
  is	
  a	
  community,	
  and	
  
then	
  I	
  will	
  go	
  on	
  to	
  examine	
  various	
  aspects	
  of	
  empowerment	
  process	
  itself	
  and	
  how	
  it	
  is	
  to	
  be	
  carried	
  
out	
  according	
  to	
  the	
  recommendation	
  of	
  Dr.	
  Phil	
  Bartle	
  as	
  well	
  as	
  a	
  step	
  by	
  step	
  guide	
  for	
  the	
  mobilizer.	
  
Phill	
  Bartle	
  is	
  a	
  Canadian	
  sociologist,	
  Aidworker,	
  Community	
  Empowerment	
  specialist,	
  professor	
  at	
  
various	
  universities	
  and	
  founder	
  of	
  the	
  Community	
  Empowerment	
  Collective	
  www.scn.org/cmp/.	
  His	
  
site	
  is	
  hosted	
  through	
  the	
  Community	
  Development	
  Society	
  (CDS)	
  by	
  the	
  Seattle	
  Community	
  Network	
  
(SCN).	
  
Dr.	
  Phil	
  Bartle	
  and	
  his	
  associates	
  undertook	
  six	
  years	
  of	
  mobilization	
  and	
  community	
  management	
  
training	
  in	
  the	
  Community	
  Management	
  Programme,	
  executed	
  by	
  UN-­‐HABITAT	
  and	
  implemented	
  by	
  the	
  
Directorate	
  of	
  Community	
  Development	
  (While	
  originally	
  designed	
  for	
  Uganda,	
  it	
  is	
  now	
  being	
  used	
  in	
  
dozens	
  of	
  countries	
  on	
  five	
  continents).	
  The	
  basis	
  to	
  Bartle's	
  empowerment	
  program	
  is	
  the	
  realization	
  
that	
  all	
  communities,	
  no	
  matter	
  how	
  poor,	
  have	
  resources	
  (many	
  that	
  still	
  need	
  to	
  be	
  identified)	
  that	
  can	
  
be	
  tapped,	
  so	
  that	
  they,	
  and	
  all	
  of	
  society,	
  can	
  develop.	
  To	
  release	
  and	
  best	
  use	
  this	
  huge	
  national	
  
resource,	
  mobilization	
  and	
  management	
  training	
  are	
  needed.	
  Bartle	
  authored	
  three	
  handbooks	
  which	
  
intend	
  to	
  show	
  how	
  those	
  potential	
  resources	
  can	
  be	
  released	
  for	
  sustainable	
  development.	
  The	
  
handbooks	
  are	
  intended	
  for	
  Government,	
  NGO,	
  professional,	
  and	
  voluntary	
  mobilizers	
  everywhere	
  and	
  
are	
  freely	
  available	
  in	
  his	
  net	
  site.	
  	
  	
  

Empowerment	
  Policy	
  History	
  

In	
  December	
  1994,	
  President	
  Clinton	
  announced	
  the	
  Presidential	
  Empowerment	
  Initiative	
  with	
  3	
  rural	
  
Empowerment	
  Zones	
  (EZ)	
  and	
  30	
  rural	
  Enterprise	
  Communities	
  (EC).	
  Again	
  in	
  January	
  1999	
  Vice	
  
President	
  Gore	
  announced	
  an	
  additional	
  5	
  rural	
  EZs	
  and	
  20	
  rural	
  ECs.	
  The	
  designations	
  released	
  major	
  
Federal	
  funding	
  for	
  these	
  low-­‐income	
  communities,	
  along	
  with	
  tax	
  credits,	
  technical	
  assistance,	
  and	
  
eased	
  regulations.	
  These	
  actions	
  alone	
  will	
  produce	
  visible	
  improvements	
  in	
  the	
  quality	
  of	
  life	
  for	
  
residents	
  of	
  these	
  communities.	
  But	
  the	
  Community	
  Empowerment	
  Initiative	
  is	
  much	
  more	
  than	
  dollars.	
  
The	
  empowerment	
  program	
  was	
  implemented	
  by	
  officials	
  who	
  claim	
  that	
  their	
  experience	
  teaches	
  that	
  
lasting	
  improvements	
  in	
  community	
  life	
  are	
  unlikely	
  to	
  occur	
  unless	
  other	
  more	
  fundamental	
  advances	
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take	
  place	
  as	
  well.	
  The	
  American	
  officials	
  gathered	
  their	
  experience	
  from	
  the	
  many	
  community	
  
empowerment	
  programmes	
  implemented	
  in	
  many	
  poverty	
  stricken	
  communities	
  by	
  the	
  U.N.	
  since	
  the	
  
beginning	
  of	
  the	
  1980's.	
  	
  	
  

Basic	
  to	
  the	
  Empowerment	
  Initiative	
  is	
  the	
  belief	
  that	
  low-­‐income	
  citizens	
  must	
  take	
  charge	
  of	
  their	
  
communities	
  and	
  their	
  lives,	
  develop	
  their	
  ability	
  to	
  bring	
  about	
  basic	
  improvements	
  in	
  the	
  way	
  their	
  
communities	
  work,	
  and	
  undertake	
  economic	
  development	
  that	
  is	
  sustainable	
  through	
  their	
  own	
  efforts.	
  
The	
  American	
  programme	
  began	
  when	
  communities	
  applied	
  for	
  designation	
  as	
  an	
  EZ	
  or	
  EC.	
  Community	
  
applications	
  were	
  much	
  more	
  than	
  paperwork,	
  however.	
  They	
  were	
  strategic	
  plans	
  that	
  were	
  the	
  first	
  
step	
  in	
  a	
  process	
  of	
  long-­‐term	
  community	
  improvement.	
  The	
  plans	
  included	
  strategic	
  visions	
  for	
  change,	
  
built	
  on	
  solid	
  community	
  partnerships.	
  They	
  identified	
  new	
  resources	
  and	
  created	
  new	
  approaches	
  to	
  
economic	
  opportunity	
  and	
  community	
  improvement.	
  	
  

Critical	
  to	
  creating	
  effective	
  community	
  strategic	
  plans	
  is	
  a	
  process	
  of	
  planning	
  that	
  is	
  open	
  to	
  
participation	
  by	
  all	
  community	
  organizations	
  and	
  social	
  groups,	
  so	
  that	
  it	
  becomes	
  a	
  "we"	
  process,	
  and	
  
not	
  "they".	
  And	
  it	
  is	
  critical	
  that	
  low-­‐income	
  residents-­‐the	
  intended	
  beneficiaries	
  of	
  the	
  Presidential	
  
Empowerment	
  Initiative	
  -­‐	
  be	
  represented	
  and	
  actively	
  involved	
  in	
  every	
  stage	
  of	
  carrying	
  out	
  the	
  plan.	
  	
  

Community	
  residents	
  should	
  expect	
  the	
  "lead	
  entity"	
  -­‐	
  the	
  organization	
  with	
  the	
  leadership	
  role	
  in	
  
implementing	
  the	
  community's	
  plan	
  -­‐	
  to	
  take	
  the	
  following	
  actions	
  to	
  involve	
  community	
  members:	
  

• Make	
  sure	
  community	
  residents	
  have	
  a	
  major	
  voice	
  in	
  decisions	
  about	
  the	
  plan	
  by	
  serving	
  on	
  
governing	
  boards	
  	
  

• Establish	
  rules	
  and	
  procedures	
  that	
  encourage	
  and	
  assure	
  community	
  participation	
  in	
  decisions	
  
and	
  in	
  the	
  work	
  of	
  carrying	
  out	
  the	
  plan	
  	
  

• making	
  its	
  action	
  public	
  through	
  frequent	
  reports,	
  press	
  stories,	
  and	
  public	
  notices	
  	
  
• Holding	
  regular	
  public	
  meeting	
  and	
  seeking	
  community	
  input	
  before	
  all	
  major	
  decisions	
  	
  

Whoever	
  	
  lives	
  in	
  a	
  census	
  tract	
  designated	
  as	
  an	
  Empowerment	
  zone	
  or	
  Enterprise	
  Community,	
  has	
  
these	
  rights:	
  

• The	
  right	
  to	
  know	
  what	
  is	
  in	
  the	
  strategic	
  plan	
  	
  
• The	
  right	
  to	
  know	
  and	
  help	
  assess	
  the	
  results	
  	
  
• The	
  right	
  to	
  participate	
  implementing	
  the	
  plan	
  	
  
• The	
  right	
  to	
  express	
  your	
  view	
  about	
  changes	
  that	
  should	
  be	
  made	
  in	
  the	
  plan	
  	
  
• The	
  right	
  to	
  assure	
  that	
  benefits	
  from	
  the	
  plan	
  come	
  to	
  citizens	
  of	
  the	
  designated	
  community	
  

This	
  program	
  is	
  protected	
  by	
  the	
  US	
  Department	
  of	
  Agriculture	
  (USDA)	
  which	
  prohibits	
  discrimination	
  in	
  
all	
  its	
  programs	
  and	
  activities	
  on	
  the	
  basis	
  of	
  race,	
  color,	
  national	
  origin,	
  gender,	
  religion,	
  age,	
  disability,	
  
political	
  beliefs,	
  sexual	
  orientation,	
  and	
  marital	
  and	
  family	
  status.	
  Citizens	
  who	
  feel	
  the	
  need	
  are	
  invited	
  
to	
  file	
  a	
  complaint	
  by	
  mail	
  or	
  telephone	
  to	
  the	
  Office	
  of	
  Civil	
  Rights	
  in	
  Washington,	
  DC.	
  

On	
  15	
  January	
  2001,	
  the	
  U.K.	
  Government	
  launched	
  the	
  “New	
  Commitment	
  to	
  Neighbourhood	
  
Renewal:	
  A	
  National	
  Strategy	
  Action	
  Plan.”	
  This	
  sets	
  out	
  a	
  strategy	
  to	
  tackle	
  the	
  problems	
  of	
  England’s	
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88	
  most	
  deprived	
  neighbourhoods.	
  Within	
  the	
  West	
  Midlands	
  this	
  includes	
  the	
  Metropolitan	
  areas	
  of	
  
Birmingham,	
  Coventry,	
  Dudley,	
  Sandwell,	
  Walsall	
  and	
  Wolverhampton	
  and	
  the	
  Unitary	
  Authority	
  of	
  
Stoke	
  on	
  Trent.	
  The	
  Community	
  Empowerment	
  Network	
  oversees	
  the	
  administration	
  of	
  the	
  Community	
  
Empowerment	
  Fund.	
  Community	
  empowerment	
  programs	
  are	
  implemented	
  throughout	
  the	
  globe,	
  and	
  
there	
  are	
  over	
  two	
  million	
  internet	
  sites	
  dealing	
  with	
  community	
  empowerment,	
  many	
  of	
  which	
  are	
  
official	
  government	
  sites.	
  University	
  courses	
  on	
  the	
  subject	
  are	
  now	
  available,	
  books	
  and	
  manuals	
  are	
  
published	
  by	
  the	
  World	
  Bank.	
  Empowerment	
  programmes	
  are	
  no	
  longer	
  implemented	
  as	
  part	
  of	
  a	
  U.N.	
  
programme	
  to	
  save	
  third	
  world	
  countries,	
  but	
  are	
  now	
  a	
  part	
  of	
  the	
  majority	
  of	
  governing	
  institutions.	
  

2.4.1.	
  	
  Bartle’s	
  views	
  on	
  Why	
  Empower	
  Communities?	
  

According	
  to	
  Phil	
  Bartle	
  when	
  we	
  use	
  words,	
  we	
  often	
  convey	
  meanings	
  that	
  we	
  do	
  not	
  intend,	
  or	
  
meanings	
  that	
  we	
  do	
  not	
  know	
  we	
  convey.	
  There	
  are	
  emotions	
  and	
  assumptions	
  associated	
  with	
  the	
  
words	
  we	
  use.	
  The	
  word	
  "poverty"	
  for	
  example.	
  In	
  the	
  assistance	
  industry	
  (helpers	
  of	
  development),	
  
workers	
  often	
  see	
  themselves	
  as	
  soldiers	
  in	
  the	
  so-­‐called	
  war	
  against	
  poverty.	
  Poverty	
  is	
  what	
  they	
  want	
  
to	
  defeat.	
  But	
  what	
  is	
  the	
  opposite	
  of	
  poverty?	
  Wealth.	
  Somehow	
  we	
  do	
  not	
  like	
  to	
  admit	
  we	
  are	
  
"soldiers	
  in	
  the	
  war	
  in	
  favour	
  of	
  wealth."	
  Why?	
  Because	
  while	
  poverty	
  and	
  wealth	
  are	
  technically	
  
opposite,	
  there	
  are	
  many	
  assumptions,	
  emotions	
  and	
  hidden	
  values	
  that	
  are	
  attached	
  to	
  both	
  those	
  
words,	
  and	
  those	
  are	
  conveyed	
  along	
  with	
  their	
  overt	
  meanings.	
  Somehow	
  it	
  is	
  morally	
  OK	
  to	
  help	
  poor	
  
people,	
  but	
  we	
  do	
  not	
  always	
  like	
  to	
  keep	
  in	
  our	
  conscious	
  thoughts	
  that	
  we	
  are	
  helping	
  them	
  to	
  obtain	
  
wealth	
  (Where	
  the	
  objective	
  is	
  to	
  generate	
  wealth	
  rather	
  than	
  merely	
  transfer	
  money).	
  The	
  term	
  
"wealth"	
  comes	
  with	
  hidden	
  emotional	
  baggage	
  that	
  implies	
  it	
  means	
  huge	
  richness.	
  Poverty	
  is	
  a	
  
problem	
  because	
  there	
  are	
  disparities	
  in	
  wealth;	
  some	
  have	
  more	
  than	
  others.	
  If	
  genuine	
  equality	
  were	
  
possible,	
  then	
  poverty	
  would	
  not	
  be	
  a	
  problem.	
  Closely	
  associated	
  with	
  "wealth"	
  are	
  "power"	
  and	
  
"capacity."	
  Communities	
  (and	
  individuals)	
  that	
  have	
  lots	
  of	
  one,	
  usually	
  have	
  lots	
  of	
  all	
  three,	
  and	
  vice	
  
versa	
  (those	
  with	
  low	
  wealth	
  usually	
  have	
  low	
  power	
  and	
  low	
  capacity).	
  So	
  when	
  we	
  want	
  to	
  improve	
  
the	
  conditions	
  of	
  people	
  in	
  low	
  income	
  communities,	
  poor	
  communities,	
  marginalized	
  communities,	
  we	
  
want	
  them	
  to	
  have	
  more	
  wealth,	
  power,	
  and	
  capacity.	
  It	
  is	
  nice	
  (we	
  think)	
  to	
  help	
  the	
  poor,	
  but	
  (in	
  our	
  
hidden	
  desires)	
  we	
  do	
  not	
  want	
  them	
  to	
  become	
  rich,	
  or	
  at	
  least	
  we	
  do	
  not	
  want	
  them	
  to	
  become	
  as	
  rich	
  
as	
  us.	
  We	
  do	
  not	
  want	
  to	
  admit	
  that.	
  

Another	
  of	
  the	
  emotionally	
  laden	
  words	
  that	
  are	
  used	
  today	
  is	
  "democracy."	
  When	
  looking	
  carefully	
  at	
  
the	
  meaning	
  of	
  democracy,	
  it	
  turns	
  out	
  that	
  we	
  are	
  not	
  always	
  in	
  favour	
  of	
  it,	
  especially	
  if	
  it	
  means	
  
having	
  to	
  give	
  up	
  some	
  of	
  our	
  own	
  relative	
  power	
  (or	
  wealth,	
  or	
  capacity).	
  Many	
  who	
  say	
  they	
  are	
  in	
  
favour	
  of	
  democracy	
  are	
  really	
  in	
  favour	
  of	
  a	
  set	
  of	
  institutions	
  that	
  allow	
  people	
  to	
  vote	
  for	
  candidates,	
  
putting	
  into	
  power	
  those	
  with	
  the	
  most	
  votes,	
  allowing	
  them	
  to	
  represent	
  the	
  people.	
  This	
  is	
  
"representational	
  democracy."	
  That	
  is	
  almost	
  a	
  contradiction	
  in	
  terms.	
  The	
  meaning	
  of	
  "democracy"	
  is	
  
"Power	
  to	
  the	
  people"	
  (demo	
  =	
  people,	
  cracy	
  =	
  power).	
  The	
  process	
  of	
  voting	
  for	
  representatives	
  takes	
  
power	
  away	
  from	
  people	
  and	
  gives	
  it	
  to	
  the	
  vote	
  winners.	
  

When	
  one	
  says	
  I	
  want	
  to	
  empower	
  a	
  community,	
  one	
  means	
  that	
  one	
  wants	
  to	
  democratize	
  it.	
  That	
  
does	
  not	
  necessarily	
  mean	
  voting	
  to	
  choose	
  a	
  representative	
  (as	
  in	
  the	
  British	
  or	
  American	
  political	
  
model).	
  It	
  means	
  one	
  wants	
  the	
  people	
  (not	
  just	
  individuals)	
  as	
  a	
  whole	
  (collectively)	
  to	
  have	
  power.	
  In	
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the	
  empowerment	
  process	
  ways	
  for	
  the	
  community	
  to	
  have	
  more	
  power,	
  wealth	
  and	
  capacity	
  are	
  
sought	
  after.	
  

The	
  communities	
  most	
  deserving	
  of	
  assistance,	
  then,	
  are	
  those	
  with	
  the	
  least	
  amount	
  of	
  power,	
  wealth	
  
and	
  capacity.	
  To	
  genuinely	
  empower	
  them,	
  means	
  doing	
  it	
  in	
  such	
  a	
  way	
  that	
  they	
  become	
  independent	
  
of	
  our	
  charity,	
  that	
  they	
  become	
  self-­‐reliant,	
  that	
  they	
  can	
  sustain	
  their	
  own	
  development	
  without	
  our	
  
help.	
  Our	
  own	
  desires	
  for	
  wealth	
  and	
  power	
  are	
  normal	
  and	
  natural.	
  We	
  need	
  not	
  be	
  ashamed	
  of	
  them.	
  
We	
  must,	
  however,	
  keep	
  in	
  mind	
  that	
  in	
  our	
  desire	
  to	
  help	
  people	
  who	
  are	
  poor	
  and	
  powerless,	
  that	
  we	
  
do	
  not	
  do	
  so	
  in	
  ways	
  that,	
  in	
  the	
  long	
  run,	
  keep	
  them	
  poor	
  and	
  powerless	
  ––	
  and	
  dependent	
  upon	
  us.	
  

2.4.2	
  Getting	
  Stronger	
  through	
  Exercise:	
  

The	
  term	
  "charity	
  approach"	
  is	
  sometimes	
  used	
  to	
  name	
  dependency-­‐producing	
  methods	
  of	
  giving	
  help.	
  
Charity	
  in	
  itself	
  is	
  not	
  bad,	
  in	
  so	
  much	
  as	
  it	
  is	
  based	
  upon	
  generosity.	
  The	
  "charity	
  approach,"	
  however,	
  is	
  
a	
  way	
  of	
  helping	
  poor	
  and	
  powerless	
  people	
  that	
  does	
  not	
  help	
  them	
  to	
  become	
  self-­‐reliant.	
  Gifts	
  that	
  
make	
  the	
  receivers	
  more	
  dependent	
  upon	
  the	
  givers,	
  are	
  not	
  truly	
  generous.	
  They	
  sustain	
  poverty.	
  They	
  
keep	
  the	
  givers	
  in	
  a	
  position	
  of	
  giving.	
  If	
  you	
  give	
  something	
  to	
  a	
  person	
  or	
  group	
  in	
  need,	
  you	
  
temporarily	
  alleviate	
  their	
  need.	
  You	
  can	
  be	
  quite	
  sure	
  that	
  when	
  they	
  are	
  in	
  need	
  again,	
  they	
  will	
  come	
  
back	
  to	
  where	
  they	
  received	
  their	
  first	
  assistance.	
  

If	
  the	
  intention	
  is	
  to	
  make	
  that	
  person	
  or	
  group	
  self-­‐reliant,	
  the	
  mobilizer	
  needs	
  to	
  be	
  sure	
  they	
  want	
  
something	
  in	
  the	
  first	
  place.	
  Then	
  the	
  mobilizer	
  must	
  find	
  ways	
  for	
  them	
  to	
  work	
  or	
  to	
  struggle	
  for	
  it,	
  so	
  
that	
  when	
  they	
  need	
  it	
  again	
  they	
  will	
  not	
  come	
  begging	
  for	
  it.	
  If	
  they	
  get	
  something	
  for	
  free,	
  they	
  will	
  
know	
  that	
  it	
  was	
  worth	
  (to	
  them)	
  every	
  penny	
  they	
  spent	
  on	
  it.	
  A	
  coach	
  does	
  not	
  do	
  push-­‐ups	
  for	
  the	
  
athlete,	
  nor	
  does	
  a	
  coach	
  practice	
  putting	
  the	
  basketball	
  into	
  the	
  hoop	
  for	
  the	
  basketball	
  player.	
  
Another	
  analogy	
  is	
  found	
  in	
  physiotherapy.	
  If	
  you	
  hurt	
  yourself	
  and	
  lose	
  the	
  use	
  of	
  your	
  arm,	
  you	
  go	
  to	
  a	
  
physiotherapist	
  for	
  help.	
  The	
  physiotherapist	
  may	
  move	
  your	
  arm	
  in	
  the	
  manner	
  you	
  need	
  to	
  move	
  it,	
  
but	
  only	
  to	
  show	
  you	
  where	
  it	
  must	
  be	
  exercised.	
  You	
  need	
  to	
  practice	
  moving	
  it	
  yourself,	
  and	
  that	
  is	
  a	
  
painful	
  and	
  uncomfortable	
  process.	
  You	
  need	
  to	
  want	
  to	
  get	
  better.	
  The	
  result	
  is	
  that	
  you	
  get	
  your	
  
strength	
  back,	
  and	
  no	
  longer	
  need	
  the	
  services	
  of	
  the	
  physiotherapist.	
  

If	
  the	
  community	
  worker	
  does	
  the	
  work	
  for	
  the	
  community,	
  the	
  community	
  remains	
  dependent,	
  and	
  
poverty	
  is	
  sustained.	
  The	
  empowerment	
  approach	
  to	
  community	
  development	
  is	
  one	
  where	
  first	
  it	
  is	
  
determined	
  that	
  the	
  community	
  wants	
  something	
  (as	
  discovered	
  in	
  a	
  brainstorming	
  session)	
  and	
  then	
  
shows	
  the	
  community	
  members	
  how	
  to	
  get	
  it.	
  

2.4.3	
  Why	
  Choose	
  a	
  Community	
  to	
  Empower?	
  

If	
  the	
  purpose	
  of	
  community	
  mobilization	
  is	
  to	
  increase	
  its	
  power,	
  wealth	
  and	
  capacity,	
  why	
  choose	
  to	
  
mobilize	
  one	
  community	
  and	
  not	
  another?	
  

The	
  world	
  is	
  not	
  a	
  fair	
  place.	
  There	
  is	
  inequality.	
  There	
  is	
  strife.	
  There	
  is	
  inhumanity	
  towards	
  mankind,	
  
by	
  humans.	
  We	
  need	
  some	
  purpose	
  in	
  life.	
  Trying	
  to	
  set	
  right	
  the	
  wrongs	
  of	
  the	
  world;	
  trying	
  to	
  help	
  
poor	
  people	
  to	
  become	
  independent	
  and	
  escape	
  from	
  their	
  poverty,	
  are	
  among	
  such	
  purposes.	
  Simply	
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trying	
  to	
  become	
  rich	
  ourselves	
  is	
  the	
  main	
  purpose	
  of	
  some	
  people,	
  but	
  it	
  is	
  a	
  very	
  shallow	
  and	
  
unfulfilling	
  purpose	
  (the	
  richer	
  that	
  people	
  get,	
  the	
  more	
  wealth	
  they	
  want;	
  there	
  is	
  no	
  satisfaction).	
  So	
  
we	
  could	
  spend	
  our	
  energy	
  in	
  trying	
  to	
  mobilize	
  and	
  empower	
  a	
  rich	
  or	
  relatively	
  wealthy	
  community,	
  
but	
  that	
  has	
  less	
  purpose	
  than	
  trying	
  to	
  help	
  a	
  poor	
  community	
  become	
  stronger.	
  Choosing	
  to	
  work	
  
with	
  a	
  poor	
  community	
  can	
  be	
  a	
  way	
  of	
  putting	
  more	
  purpose	
  in	
  your	
  life.	
  Choosing	
  a	
  community	
  simply	
  
because	
  it	
  is	
  the	
  one	
  you	
  were	
  born	
  in	
  is	
  perhaps	
  equally	
  valid,	
  but	
  less	
  purposeful.	
  

Some	
  people	
  like	
  to	
  quote:	
  "Charity	
  should	
  begin	
  at	
  home."	
  They	
  often	
  say	
  this	
  to	
  justify	
  raising	
  money	
  
to	
  give	
  out	
  handouts	
  to	
  poor	
  people	
  in	
  their	
  home	
  communities	
  (which	
  does	
  not	
  end	
  their	
  poverty,	
  as	
  
we	
  know).	
  The	
  whole	
  world	
  has	
  human	
  beings	
  in	
  it.	
  We	
  are	
  all	
  related.	
  We	
  are	
  one	
  big	
  human	
  family.	
  
The	
  people	
  far	
  way	
  in	
  isolated	
  poor	
  communities	
  are	
  our	
  brothers	
  and	
  sisters.	
  If	
  we	
  can	
  help	
  them,	
  we	
  
have	
  purpose	
  in	
  life.	
  If	
  we	
  help	
  them,	
  we	
  should	
  concentrate	
  on	
  helping	
  them	
  to	
  become	
  independent	
  
of	
  our	
  charity,	
  able	
  to	
  help	
  themselves	
  in	
  the	
  future.	
  

2.4.4	
  	
  Empowerment	
  as	
  a	
  Social	
  Process:	
  

Poverty	
  is	
  a	
  social	
  problem,	
  and	
  is	
  contrasted	
  with	
  the	
  individual	
  problem	
  of	
  lack	
  of	
  cash	
  or	
  other	
  
resources.	
  Distinction	
  must	
  be	
  made	
  between	
  the	
  social	
  level	
  and	
  the	
  individual	
  level,	
  in	
  analysis,	
  
observations,	
  and	
  interventions.	
  A	
  community	
  is	
  a	
  social	
  organization,	
  and	
  is	
  not	
  an	
  individual.	
  It	
  is	
  far	
  
more	
  than	
  a	
  mere	
  collection	
  of	
  individuals.	
  It	
  is	
  easy	
  to	
  see	
  and	
  interact	
  with	
  an	
  individual.	
  A	
  
"community,"	
  in	
  contrast,	
  is	
  a	
  scientific	
  model,	
  like	
  an	
  atom	
  or	
  a	
  solar	
  system,	
  which	
  can	
  be	
  seen	
  at	
  
most	
  only	
  partly	
  at	
  any	
  one	
  time,	
  but	
  cannot	
  be	
  seen	
  as	
  a	
  whole.	
  We	
  can	
  make	
  individuals	
  stronger	
  
(physically,	
  psychologically)	
  and	
  we	
  can	
  make	
  communities	
  stronger	
  (capacity,	
  wealth,	
  power);	
  these	
  are	
  
not	
  the	
  same.	
  

While	
  the	
  mobilizer,	
  can	
  see	
  individuals,	
  can	
  work	
  with	
  individuals,	
  his/her	
  target	
  is	
  the	
  community,	
  a	
  
social	
  organization,	
  which	
  cannot	
  see	
  in	
  its	
  totality,	
  and	
  with	
  which	
  the	
  moblizer	
  must	
  work	
  indirectly.	
  
Nevertheless,	
  the	
  mobilizer	
  needs	
  to	
  set	
  him/herself	
  a	
  career	
  goal	
  of	
  learning	
  more	
  about	
  the	
  social	
  
perspective,	
  and	
  to	
  develop	
  skills	
  in	
  understanding	
  the	
  social	
  elements	
  that	
  are	
  revealed	
  by	
  the	
  
indicators	
  you	
  can	
  see,	
  including	
  the	
  behaviour	
  of	
  individuals,	
  social	
  and	
  economic	
  statistics,	
  some	
  
events,	
  and	
  demographic	
  data.	
  To	
  help	
  in	
  this,	
  there	
  are	
  two	
  modules	
  which	
  identify	
  sixteen	
  elements	
  
of	
  empowerment.	
  One	
  is	
  focused	
  mainly	
  on	
  capacity	
  development	
  of	
  an	
  organization	
  (such	
  as	
  an	
  NGO	
  
or	
  CBO),	
  and	
  the	
  other	
  is	
  focused	
  mainly	
  on	
  measuring	
  increases	
  (or	
  decreases)	
  in	
  the	
  capacity	
  of	
  a	
  
community.	
  These	
  sixteen	
  elements,	
  many	
  of	
  which	
  also	
  cannot	
  be	
  seen	
  except	
  through	
  characteristics	
  
of	
  individuals,	
  will	
  help	
  to	
  carefully	
  and	
  in	
  detail	
  look	
  at	
  the	
  empowerment	
  process	
  as	
  a	
  social	
  process.	
  

2.4.5	
  	
  Why	
  Participation?	
  

Empowering	
  a	
  community	
  is	
  not	
  something	
  that	
  one	
  can	
  do	
  to	
  that	
  community.	
  Because	
  the	
  process	
  of	
  
empowerment,	
  or	
  capacity	
  development,	
  is	
  a	
  social	
  process,	
  it	
  is	
  something	
  that	
  the	
  community	
  itself	
  
must	
  undergo.	
  Even	
  members	
  of	
  a	
  community,	
  as	
  individuals,	
  cannot	
  develop	
  their	
  community,	
  it	
  is	
  a	
  
growth	
  process	
  of	
  the	
  community	
  as	
  a	
  whole,	
  internally,	
  as	
  an	
  organism	
  (super	
  organism	
  or	
  social	
  
organism).	
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In	
  this	
  method	
  the	
  community	
  is	
  stimulated	
  to	
  take	
  action.	
  That	
  action	
  is	
  often	
  referred	
  to	
  as	
  a	
  
"project".	
  By	
  doing	
  a	
  project,	
  the	
  community	
  will	
  become	
  more	
  empowered,	
  develop	
  more	
  capacity.	
  
The	
  action	
  it	
  takes	
  is	
  its	
  exercise	
  to	
  become	
  stronger.	
  The	
  basic	
  method	
  of	
  a	
  community	
  mobilizer	
  is	
  to	
  
first	
  determine	
  what	
  the	
  community	
  as	
  a	
  whole	
  wants,	
  then	
  guide	
  it	
  in	
  struggling	
  to	
  achieve	
  it.	
  An	
  
outsider	
  cannot	
  decide	
  what	
  the	
  community	
  wants.	
  The	
  community	
  members	
  have	
  to	
  agree	
  on	
  what	
  
they	
  all	
  want	
  most.	
  That	
  is	
  the	
  first	
  of	
  several	
  reasons	
  why	
  they	
  need	
  to	
  participate	
  in	
  decision	
  making;	
  
that	
  participation	
  is	
  needed	
  first	
  to	
  determine	
  what	
  they	
  want	
  most.	
  When	
  done	
  correctly	
  it	
  is	
  a	
  process	
  
that	
  determines	
  a	
  communal	
  choice,	
  not	
  the	
  choice	
  of	
  a	
  few	
  people,	
  or	
  of	
  a	
  dominant	
  faction.	
  

Again,	
  there	
  are	
  different	
  ways	
  to	
  choose	
  a	
  strategy,	
  but	
  the	
  more	
  it	
  represents	
  the	
  will	
  of	
  the	
  
community	
  members	
  as	
  a	
  whole,	
  the	
  more	
  valid	
  it	
  is.	
  Their	
  participation	
  is	
  vital	
  for	
  success.	
  Whatever	
  
the	
  project,	
  it	
  will	
  have	
  inputs	
  and	
  outputs.	
  Inputs	
  are	
  the	
  resources	
  put	
  into	
  the	
  project.	
  An	
  output	
  is	
  an	
  
objective	
  when	
  it	
  is	
  realized.	
  While	
  some	
  of	
  the	
  inputs	
  can	
  come	
  from	
  outside	
  donors,	
  including	
  the	
  
government,	
  but	
  the	
  community	
  itself,	
  its	
  members	
  should	
  make	
  some	
  sacrifices	
  too.	
  As	
  well	
  as	
  
participation	
  in	
  decision	
  making,	
  it	
  is	
  suggested	
  that	
  they	
  also	
  make	
  contributions	
  of	
  resources,	
  as	
  
inputs.	
  

Monitoring	
  is	
  an	
  essential,	
  but	
  often	
  overlooked,	
  element	
  of	
  any	
  project.	
  The	
  community	
  should	
  also	
  
participate	
  in	
  monitoring	
  the	
  project.	
  Members	
  should	
  not	
  leave	
  it	
  only	
  to	
  the	
  outsiders	
  ––	
  donors	
  or	
  
implementers	
  ––	
  to	
  see	
  if	
  the	
  project	
  is	
  going	
  as	
  planned.	
  In	
  the	
  course	
  of	
  carrying	
  out	
  the	
  project,	
  
community	
  members	
  may	
  identify	
  some	
  skills	
  that	
  they	
  lack.	
  These	
  could	
  be	
  in	
  accounting,	
  in	
  reporting,	
  
or	
  in	
  technical	
  skills.	
  If	
  the	
  mobilizer	
  is	
  able	
  to	
  help	
  the	
  community	
  obtain	
  training	
  in	
  such	
  skills,	
  it	
  is	
  
recommended	
  that	
  the	
  training	
  is	
  participatory	
  also.	
  People	
  learn	
  best	
  by	
  "doing"	
  rather	
  than	
  listening	
  
to	
  lectures	
  or	
  watching	
  presentations.	
  Participatory	
  approaches	
  are	
  recommended	
  throughout	
  the	
  
empowerment	
  process	
  since	
  participation	
  contributes	
  to	
  strength.	
  

2.4.6	
  	
  National	
  Development:	
  

The	
  nineteen	
  fifties	
  and	
  sixties	
  (and	
  later)	
  saw	
  the	
  end	
  of	
  colonial	
  period	
  for	
  many	
  new	
  countries.	
  Hope	
  
was	
  high	
  that	
  it	
  would	
  also	
  mean	
  the	
  end	
  of	
  poverty	
  as	
  countries	
  became	
  more	
  self-­‐reliant	
  and	
  stronger.	
  
The	
  reality	
  was	
  very	
  different,	
  and	
  discouragement	
  replaced	
  optimism	
  as	
  poverty	
  and	
  the	
  number	
  of	
  
poor	
  people	
  grew.	
  There	
  are	
  many	
  historical	
  causes	
  for	
  this,	
  neo	
  colonialism,	
  multi-­‐national	
  
corporations	
  each	
  stronger	
  and	
  wealthier	
  than	
  whole	
  countries,	
  globalization	
  of	
  corporate	
  culture,	
  lack	
  
of	
  sophistication	
  and	
  knowledge	
  by	
  leaders,	
  and	
  on	
  and	
  on.	
  

In	
  Factors	
  of	
  Poverty,	
  distinction	
  is	
  made	
  between	
  (1)	
  historical	
  causes	
  and	
  (2)	
  factors	
  that	
  contribute	
  to	
  
the	
  problem	
  remaining.	
  This	
  has	
  a	
  very	
  practical	
  purpose.	
  One	
  cannot	
  go	
  back	
  into	
  history	
  and	
  change	
  
events.	
  One	
  can	
  see	
  current	
  factors,	
  and	
  have	
  some	
  influence,	
  however	
  small,	
  on	
  them,	
  citing	
  the	
  
slogan,	
  "Think	
  globally,	
  act	
  locally."	
  As	
  a	
  mobilizer,	
  one	
  cannot	
  directly	
  change	
  the	
  national	
  
characteristics	
  of	
  a	
  country,	
  but	
  you	
  it	
  is	
  possible	
  to	
  contribute	
  to	
  one	
  or	
  more	
  community	
  becoming	
  
stronger.	
  As	
  more	
  communities	
  become	
  stronger,	
  the	
  country	
  benefits.	
  

Joseph	
  Marie	
  de	
  Maistre	
  wrote,	
  "Toute	
  nation	
  a	
  le	
  gouvernement	
  qu'elle	
  merite"	
  (Every	
  country	
  has	
  the	
  
government	
  it	
  deserves)	
  Lettres	
  et	
  Opuscules	
  Inedits	
  (vol.	
  I,	
  letter	
  53),	
  	
  sometimes	
  incorrectly	
  attributed	
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to	
  the	
  second	
  American	
  president,	
  Thomas	
  Jefferson.	
  National	
  development	
  will	
  not	
  come	
  through	
  
wishful	
  thinking	
  or	
  by	
  bar	
  room	
  debate.	
  It	
  comes	
  as	
  a	
  result	
  of	
  hundreds	
  of	
  thousands	
  of	
  small,	
  steady,	
  
changes	
  based	
  upon	
  hard	
  work	
  of	
  many	
  people	
  with	
  vision.	
  

2.4.7	
  	
  Find	
  the	
  Best	
  and	
  Enhance	
  It:	
  

A	
  positive	
  attitude	
  with	
  optimism	
  and	
  the	
  willingness	
  to	
  keep	
  trying	
  are	
  not	
  mere	
  luxuries	
  in	
  this	
  work.	
  
They	
  are	
  necessities.	
  No	
  person,	
  no	
  community,	
  no	
  society,	
  is	
  perfect.	
  We	
  all	
  make	
  mistakes.	
  If	
  one	
  
spends	
  any	
  time	
  and	
  energy	
  on	
  criticizing,	
  one	
  will	
  emphasize	
  the	
  fault	
  you	
  criticize,	
  and	
  hinder	
  its	
  
correction.	
  One	
  meets	
  with	
  people	
  who	
  promise	
  and	
  fail,	
  people	
  who	
  do	
  not	
  carry	
  out	
  their	
  side	
  of	
  an	
  
agreement,	
  people	
  who	
  lie	
  and	
  cheat,	
  people	
  who	
  are	
  inept,	
  inefficient	
  and	
  inaccurate,	
  people	
  who	
  are	
  
dishonest	
  and	
  misleading.	
  To	
  succeed	
  at	
  this	
  kind	
  of	
  work,	
  you	
  need	
  a	
  positive	
  attitude,	
  and	
  you	
  need	
  to	
  
accept	
  that	
  failures	
  are	
  inevitable,	
  and	
  be	
  willing	
  to,	
  "Keep	
  on	
  keepin'	
  on,"	
  even	
  after	
  failures.	
  To	
  get	
  the	
  
best	
  out	
  of	
  people,	
  you	
  need	
  to	
  see	
  but	
  not	
  mention	
  their	
  weaknesses	
  and	
  failures,	
  you	
  need	
  to	
  
recognize	
  their	
  strengths	
  and	
  achievements,	
  and	
  you	
  need	
  to	
  let	
  them	
  know	
  you	
  expect	
  their	
  best.	
  Build	
  
on	
  strengths,	
  not	
  on	
  weaknesses.	
  

2.4.8	
  Conclusion-­‐Summary	
  of	
  the	
  Bartle	
  ideology	
  

Why	
  help	
  communities	
  to	
  become	
  stronger?	
  The	
  world	
  will	
  be	
  a	
  better	
  place;	
  poverty	
  will	
  be	
  reduced;	
  
working	
  towards	
  this	
  is	
  a	
  meaningful	
  endeavour.	
  What	
  is	
  the	
  empowerment	
  method?	
  Charity	
  (giving	
  
things	
  for	
  free)	
  weakens	
  communities.	
  Communities	
  will	
  become	
  stronger	
  when	
  they	
  decide	
  what	
  they	
  
want,	
  and	
  work	
  (exercise)	
  to	
  obtain	
  it.	
  

What	
  communities	
  should	
  you	
  choose	
  to	
  assist	
  in	
  becoming	
  more	
  self-­‐reliant?	
  Choose	
  those	
  in	
  most	
  
need,	
  the	
  poorest,	
  the	
  ones	
  with	
  least	
  capacity,	
  the	
  ones	
  with	
  the	
  least	
  power.	
  

Why	
  is	
  poverty	
  and	
  development	
  not	
  merely	
  applicable	
  to	
  individuals?	
  Poverty	
  is	
  a	
  social	
  problem	
  and	
  
requires	
  social	
  solutions.	
  

Development	
  is	
  not	
  possible	
  unless	
  it	
  affects	
  whole	
  communities.	
  Why	
  should	
  community	
  members	
  
participate	
  in	
  development?	
  Without	
  their	
  participation,	
  there	
  would	
  be	
  no	
  development,	
  and	
  any	
  
improvements	
  will	
  not	
  be	
  sustained.	
  

Why	
  not	
  work	
  towards	
  national	
  development?	
  As	
  communities	
  become	
  stronger,	
  they	
  contribute	
  to	
  
genuine	
  national	
  development.	
  A	
  mobilizer	
  can	
  practically	
  work	
  at	
  helping	
  communities	
  become	
  
stronger,	
  whereas	
  work	
  with	
  nations	
  directly	
  is	
  less	
  practicable.	
  

 

2.5.	
  The	
  community	
  artist	
  	
  

This	
  chapter	
  so	
  far	
  outlined	
  the	
  literature	
  describing	
  the	
  emerging	
  young	
  field	
  termed	
  “Community	
  Art”,	
  
“Community	
  Cultural	
  Development”	
  or	
  “Art	
  Based	
  Cultural	
  Development”.	
  This	
  new	
  genre	
  defines	
  art	
  as	
  
a	
  social	
  process,	
  completely	
  changing	
  the	
  artist’s	
  role	
  as	
  we	
  have	
  perceived	
  it	
  previously.	
  The	
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description	
  below	
  (and	
  thus	
  definition)	
  is	
  a	
  summary	
  of	
  the	
  community	
  artist	
  job	
  description	
  as	
  
published	
  by	
  "prospects.ac.uk".	
  	
  Graduate	
  Prospects	
  is	
  the	
  UK's	
  leading	
  provider	
  of	
  information,	
  advice	
  
and	
  opportunities	
  to	
  students	
  and	
  graduates.	
  	
  They	
  publish	
  a	
  wide	
  collection	
  of	
  journals	
  and	
  directories,	
  
as	
  well	
  as	
  provide	
  an	
  extensive	
  graduate	
  careers	
  website.	
  This	
  "Job	
  description"	
  serves	
  as	
  introduction	
  
to	
  this	
  part	
  of	
  this	
  chapter,	
  describing	
  the	
  requirements	
  and	
  insinuating	
  the	
  expectations	
  made	
  of	
  the	
  
community	
  artist.	
  

2.5.1.	
  Community	
  Artist	
  Job	
  description:	
  “Prospects.ac.uk”	
  Written by Marie O'Flaherty, 

University of Bedfordshire, October 2008.	
  

Community	
  arts	
  workers	
  collaborate	
  with	
  a	
  wide	
  variety	
  of	
  local	
  groups,	
  encouraging	
  the	
  use	
  of	
  artistic	
  
activities	
  to	
  support	
  their	
  development	
  and	
  improve	
  their	
  quality	
  of	
  life.	
  Generally,	
  they	
  work	
  in	
  areas	
  
where	
  there	
  are	
  social,	
  cultural	
  or	
  environmental	
  issues	
  to	
  be	
  addressed.	
  They	
  use	
  a	
  whole	
  range	
  of	
  art	
  
forms	
  to	
  engage	
  with	
  these	
  different	
  community	
  groups,	
  including	
  visual	
  arts,	
  theatre,	
  dance,	
  music,	
  
carnival	
  arts	
  and	
  film.	
  
Community	
  arts	
  worker	
  is	
  more	
  of	
  an	
  umbrella	
  term	
  as	
  job	
  titles	
  are	
  now	
  more	
  specific	
  and	
  tend	
  to	
  
relate	
  quite	
  closely	
  to	
  the	
  role	
  or	
  type	
  of	
  work.	
  	
  A	
  range	
  of	
  job	
  titles	
  are	
  therefore	
  used	
  in	
  this	
  sector	
  
including;	
  arts	
  development	
  officer,	
  youth	
  engagement	
  officer,	
  youth	
  arts	
  practitioner	
  and	
  community	
  
projects	
  assistant	
  to	
  name	
  a	
  few.	
  For	
  creative	
  professionals	
  working	
  freelance,	
  job	
  titles	
  can	
  include	
  
creative	
  practitioner	
  and	
  practitioners	
  in	
  practice.	
  

Project	
  work	
  may	
  fall	
  into	
  such	
  categories	
  as	
  race,	
  gender,	
  disability,	
  health	
  and	
  the	
  environment,	
  and	
  
may	
  focus	
  on	
  the	
  following	
  groups:	
  young	
  people,	
  especially	
  those	
  at	
  risk;	
  young	
  offenders;	
  	
  people	
  with	
  
mental	
  health	
  issues;	
  ethnic	
  minorities;	
  the	
  elderly;	
  drug	
  users;	
  people	
  with	
  disabilities.	
  	
  

Depending	
  on	
  the	
  role,	
  the	
  work	
  varies	
  considerably	
  between	
  the	
  facilitation	
  and	
  sometimes	
  delivery	
  of	
  
creative	
  projects	
  and	
  more	
  administrative	
  responsibilities.	
  

The	
  work	
  may	
  vary	
  between	
  arts	
  development,	
  arts	
  outreach	
  work	
  and	
  youth	
  arts	
  and	
  education.	
  	
  In	
  
some	
  local	
  government	
  positions	
  the	
  role	
  will	
  have	
  more	
  of	
  an	
  administrative	
  and	
  project	
  management	
  
focus	
  and	
  the	
  artistic	
  input	
  will	
  be	
  provided	
  by	
  freelance	
  community	
  artists	
  or	
  professionals.	
  	
  In	
  arts	
  
companies,	
  agencies	
  or	
  charities,	
  the	
  community	
  arts	
  worker	
  will	
  co-­‐ordinate,	
  project	
  manage	
  and	
  may	
  
also	
  deliver	
  alongside	
  freelance	
  artists.	
  Community	
  artists	
  who	
  work	
  on	
  a	
  freelance	
  basis,	
  may	
  be	
  
involved	
  in	
  all	
  aspects	
  of	
  the	
  project	
  including	
  managing,	
  delivery	
  and	
  fundraising.	
  

Typical	
  work	
  activities	
  include:	
  

 working	
  with	
  a	
  wide	
  range	
  of	
  community	
  groups	
  to	
  identify	
  their	
  needs	
  and	
  then	
  adapting	
  projects	
  
to	
  meet	
  these	
  needs;	
  

 negotiating	
  with	
  community	
  groups	
  to	
  see	
  what	
  art	
  form	
  they	
  would	
  like	
  to	
  use	
  for	
  the	
  project;	
  
 designing	
  programmes	
  and	
  workshops	
  to	
  engage	
  different	
  communities;	
  
 project	
  managing	
  one	
  off	
  events	
  like	
  festivals	
  and	
  longer	
  term	
  projects	
  including	
  the	
  setting	
  up,	
  

monitoring	
  and	
  evaluation	
  of	
  the	
  project;	
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 building	
  up	
  a	
  pool	
  of	
  arts	
  professionals	
  to	
  hire	
  in	
  or	
  work	
  with	
  for	
  projects;	
  
 administrative	
  duties	
  including	
  bid	
  writing,	
  fundraising	
  and	
  managing	
  budgets;	
  
 delivering	
  arts-­‐related	
  programmes	
  and	
  workshops;	
  
 offering	
  advice	
  and	
  support	
  to	
  community	
  groups	
  on	
  fundraising	
  and	
  forming	
  projects;	
  
 designing	
  and	
  delivering	
  training	
  for	
  different	
  community	
  groups;	
  
 liaising	
  with	
  a	
  wide	
  range	
  of	
  people	
  including	
  local	
  authorities,	
  schools,	
  companies	
  for	
  sponsorship,	
  

freelance	
  professionals	
  and	
  specialist	
  workers.	
  (50)	
  
	
  
The	
  description	
  above	
  does	
  not	
  involve	
  the	
  skills	
  traditionally	
  taught	
  in	
  Fine	
  Art	
  institutions	
  and	
  
Universities,	
  such	
  as	
  the	
  development	
  of	
  artistic	
  conversations	
  between	
  the	
  artist	
  and	
  his/her	
  
environment,	
  galleries,	
  museums,	
  or	
  any	
  kind	
  of	
  exhibition.	
  This	
  description	
  presents	
  artists	
  as	
  the	
  
generators	
  and	
  catalysts	
  for	
  the	
  development	
  of	
  social	
  processes	
  rather	
  than	
  the	
  producers	
  of	
  
commodities.	
  Another	
  prominent	
  aspect	
  of	
  this	
  description	
  is	
  the	
  diversity	
  and	
  scope	
  of	
  activities	
  in	
  
which	
  the	
  community	
  artist	
  is	
  expected	
  to	
  be	
  skillful.	
  Some	
  of	
  them	
  are	
  discussed	
  below.	
  	
  
	
  

2.5.2.	
  The	
  Citizen	
  Artist-­‐	
  The	
  diversity	
  of	
  community	
  artist’s	
  work	
  

Part	
  III	
  of	
  the	
  book	
  The	
  Citizen	
  Artist	
  20	
  Years	
  of	
  Art	
  in	
  the	
  Public	
  Arena	
  An	
  Anthology	
  from	
  High	
  
Performance	
  Magazine	
  1978-­‐1998	
  edited	
  by	
  Linda	
  Frye	
  Burnham	
  and	
  Steven	
  Durland,	
  presents	
  17	
  
articles	
  written	
  by	
  or	
  about	
  the	
  work	
  of	
  community	
  artists	
  about	
  their	
  projects.	
  Below	
  are	
  short	
  
description	
  of	
  the	
  projects	
  which	
  appeared	
  in	
  the	
  book,	
  intended	
  to	
  demonstrate	
  the	
  diversity	
  of	
  
community’s	
  artist’s	
  work.	
  (51)	
  

According	
  to	
  the	
  writers	
  of	
  "The	
  Citizen	
  Artist",	
  only	
  a	
  few	
  artists	
  have	
  ever	
  had	
  this	
  job.	
  In	
  1986	
  art	
  
historian	
  Moira	
  Roth	
  wrote	
  about	
  one:	
  David	
  Harding,	
  the	
  Town	
  Artist	
  of	
  Glenrothes,	
  Scotland,	
  from	
  
1968	
  to1978.	
  Glenrothes	
  was	
  one	
  of	
  five	
  "new	
  towns"	
  in	
  Scotland	
  run	
  by	
  development	
  corporations.	
  
They	
  were	
  to	
  be	
  holistic,	
  homogeneous	
  places	
  for	
  living,	
  work	
  and	
  leisure.	
  Each	
  of	
  these	
  towns	
  hired	
  an	
  
artist	
  for	
  a	
  period	
  of	
  time	
  to	
  work	
  in	
  varying	
  degrees	
  on	
  the	
  built	
  environment.	
  Harding	
  got	
  his	
  job	
  by	
  
answering	
  an	
  ad	
  for	
  an	
  artist	
  who	
  would	
  work	
  with	
  the	
  architects,	
  engineers	
  and	
  planners	
  of	
  
Glenrothes.	
  The	
  term	
  Town	
  Artist	
  was	
  coined	
  in	
  1970	
  by	
  a	
  friend	
  of	
  Harding's	
  to	
  describe	
  his	
  role.	
  Here	
  
Roth	
  asks	
  him	
  what	
  his	
  job	
  entailed	
  and	
  how	
  it	
  affected	
  the	
  town	
  and	
  Harding	
  himself.	
  	
  

Harding	
  is	
  a	
  visual	
  artist	
  who,	
  even	
  in	
  art	
  school,	
  sought	
  out	
  collaborations	
  with	
  architects.	
  John	
  
Malpede	
  is	
  an	
  artist	
  who	
  traveled	
  a	
  very	
  different	
  path	
  to	
  serve	
  a	
  radically	
  different	
  community:	
  the	
  
homeless	
  of	
  Skid	
  Row	
  in	
  Los	
  Angeles.	
  Malpede	
  was	
  a	
  New	
  York	
  performance	
  artist	
  with	
  a	
  background	
  in	
  
philosophy	
  and	
  street	
  theater	
  when	
  he	
  visited	
  Los	
  Angeles	
  during	
  the	
  Olympics	
  in	
  1984.	
  He	
  was	
  so	
  
struck	
  with	
  the	
  drama	
  of	
  the	
  homeless	
  on	
  downtown's	
  Skid	
  Row	
  that	
  he	
  stayed,	
  got	
  a	
  job	
  with	
  a	
  free	
  
law	
  center	
  there,	
  and	
  began	
  putting	
  up	
  flyers	
  in	
  the	
  neighborhood	
  for	
  a	
  free	
  performance	
  workshop.	
  	
  

Malpede	
  soon	
  gathered	
  a	
  conglomeration	
  of	
  inner-­‐city	
  citizens—artists,	
  drifters,	
  singers,	
  actors,	
  writers,	
  
lovers	
  and	
  fighters	
  well	
  acquainted	
  with	
  life	
  on	
  the	
  street.	
  They	
  began	
  presenting	
  performances	
  as	
  the	
  
Los	
  Angeles	
  Poverty	
  Department	
  (LAPD),	
  and	
  were	
  soon	
  touring	
  the	
  U.S.	
  and	
  Europe	
  with	
  performance	
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projects,	
  including	
  LAPD	
  Inspects	
  America,	
  a	
  week	
  (or	
  longer)	
  residency	
  in	
  which	
  LAPD	
  invaded	
  a	
  city	
  
and	
  gathered	
  information	
  about	
  homelessness	
  by	
  meeting	
  street	
  people	
  in	
  the	
  places	
  where	
  they	
  
gather.	
  Talent	
  shows	
  and	
  workshops	
  were	
  staged	
  in	
  streets,	
  parks,	
  shelters	
  and	
  social-­‐service	
  agencies,	
  
and	
  from	
  these	
  local	
  performers	
  were	
  recruited	
  to	
  take	
  part	
  in	
  a	
  performance	
  in	
  a	
  local	
  art-­‐space	
  or	
  
theater.	
  The	
  piece	
  is	
  an	
  ever-­‐changing	
  saga	
  that	
  follows	
  LAPD's	
  experiences	
  in	
  this	
  whole	
  process.	
  
Almost	
  the	
  opposite	
  of	
  a	
  bleeding-­‐heart	
  liberal	
  approach	
  to	
  depicting	
  life	
  among	
  the	
  unfortunates,	
  LAPD	
  
work	
  is	
  street	
  life	
  itself.	
  "You	
  want	
  the	
  cosmetic	
  version,"	
  says	
  LAPD	
  Inspects	
  America,	
  "or	
  you	
  want	
  the	
  
real	
  deal?"	
  (52)	
  	
  

The	
  Roadside	
  Theater	
  story	
  reveals	
  another	
  way	
  for	
  artists	
  to	
  serve	
  their	
  community	
  and	
  take	
  its	
  story	
  
on	
  the	
  road.	
  Their	
  community	
  is	
  Whitesburg,	
  Kentucky,	
  in	
  the	
  coalfields	
  of	
  the	
  Appalachian	
  Mountains,	
  
an	
  economically	
  depressed	
  area	
  that	
  in	
  1969	
  was	
  suffering	
  high	
  unemployment	
  and	
  devastating	
  
exploitation	
  of	
  its	
  resources	
  by	
  multinational	
  corporations.	
  The	
  now-­‐defunct	
  federal	
  Office	
  of	
  Economic	
  
Opportunity	
  opened	
  a	
  film	
  and	
  video	
  workshop	
  there	
  for	
  unemployed	
  youth	
  as	
  part	
  of	
  its	
  War	
  on	
  
Poverty.	
  Young	
  people	
  were	
  empowered	
  to	
  make	
  their	
  own	
  images	
  and	
  tell	
  their	
  own	
  stories.	
  When	
  the	
  
OEO	
  discontinued	
  the	
  program,	
  the	
  community	
  raised	
  money	
  to	
  continue	
  on	
  its	
  own,	
  and	
  it	
  grew	
  into	
  
Appalshop,	
  with	
  an	
  arts	
  and	
  education	
  center	
  that	
  includes	
  film	
  and	
  recording	
  companies,	
  a	
  television	
  
and	
  radio	
  station,	
  the	
  American	
  Festival	
  Project	
  and	
  Roadside	
  Theater.	
  (53)	
  

What	
  should	
  an	
  artist	
  expect	
  when	
  partnering	
  with	
  a	
  community?	
  Most	
  art	
  schools	
  don't	
  prepare	
  artists	
  
properly	
  for	
  community-­‐based	
  work,	
  and	
  many	
  have	
  learned	
  some	
  hard	
  lessons	
  on	
  the	
  job.	
  The	
  U.S.	
  
Choreographer	
  Liz	
  Lerman	
  vastly	
  expands	
  our	
  view	
  of	
  what's	
  innovative	
  and	
  important	
  in	
  dance,	
  and	
  
Richard	
  Owen	
  Geer	
  turns	
  the	
  job	
  of	
  theater	
  director	
  upside-­‐down.	
  (54)	
  

Some	
  artists	
  prefer	
  working	
  with	
  communities	
  inside	
  institutions,	
  and	
  they	
  go	
  there	
  with	
  a	
  wide	
  range	
  
of	
  motives.	
  The	
  Imagination	
  Workshop	
  at	
  UCLA's	
  Neuropsychiatric	
  Institute	
  in	
  Los	
  Angeles	
  was	
  founded	
  
by	
  an	
  actress	
  who	
  was	
  intrigued	
  by	
  what	
  she	
  perceived	
  as	
  the	
  common	
  ground	
  shared	
  by	
  actors	
  and	
  
psychiatric	
  patients.	
  (56)	
  

Pleasure	
  is	
  not	
  one	
  of	
  the	
  benefits	
  that	
  come	
  to	
  mind	
  when	
  you	
  think	
  of	
  working	
  in	
  a	
  prison,	
  but	
  that	
  is	
  
what	
  it	
  came	
  to	
  mean	
  to	
  choreographer	
  Leslie	
  Neal	
  when	
  she	
  realized	
  she	
  had	
  bonded	
  with	
  her	
  
students	
  at	
  a	
  maximum-­‐security	
  women's	
  prison	
  in	
  Florida.	
  	
  Neal	
  and	
  three	
  of	
  her	
  dance	
  company	
  
members	
  had	
  been	
  going	
  to	
  Broward	
  Correctional	
  once	
  a	
  week	
  for	
  two	
  years.	
  For	
  them	
  it	
  was	
  more	
  
than	
  a	
  job;	
  it	
  was	
  a	
  labor	
  of	
  love	
  and	
  personal	
  growth.(57)	
  

Arts	
  programs	
  in	
  prisons	
  are	
  some	
  of	
  the	
  most	
  difficult	
  to	
  fund.	
  Why,	
  many	
  ask,	
  should	
  convicted	
  
criminals	
  be	
  getting	
  arts	
  programs	
  when	
  the	
  arts	
  have	
  been	
  cut	
  from	
  school	
  curricula	
  all	
  over	
  the	
  
country?	
  After	
  17	
  years	
  and	
  50	
  prison	
  residencies,	
  poet	
  Grady	
  Hillman	
  probably	
  knows	
  as	
  much	
  about	
  
arts-­‐in-­‐corrections	
  programs	
  as	
  anyone	
  on	
  the	
  outside.	
  He	
  talks	
  about	
  some	
  crucial	
  issues:	
  Are	
  these	
  
programs	
  necessary?	
  Are	
  they	
  worth	
  money?	
  Do	
  they	
  do	
  any	
  good?	
  Can	
  you	
  prove	
  it?	
  (58)	
  

Most	
  performing	
  artists	
  conduct	
  workshops	
  in	
  their	
  areas	
  of	
  expertise.	
  Dancer	
  Blondell	
  Cummings	
  
considers	
  her	
  community	
  workshops	
  a	
  part	
  of	
  her	
  own	
  creative	
  process,	
  using	
  them	
  to	
  help	
  her	
  focus	
  on	
  
the	
  issues	
  raised	
  in	
  each	
  new	
  piece.	
  She	
  gleans	
  autobiographical	
  text	
  and	
  spontaneous	
  movement	
  from	
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her	
  workshops,	
  and	
  sometimes	
  adds	
  them	
  to	
  the	
  text	
  of	
  the	
  new	
  work.	
  Cummings	
  sees	
  this	
  whole	
  
exercise,	
  including	
  the	
  performance,	
  as	
  a	
  form	
  of	
  storytelling.	
  (59)	
  

Social	
  change	
  is	
  the	
  openly	
  stated	
  goal	
  of	
  some	
  artists	
  working	
  in	
  communities.	
  The	
  work	
  of	
  Elders	
  Share	
  
the	
  Arts	
  (ESTA),	
  a	
  New	
  York	
  organization	
  nationally	
  recognized	
  for	
  its	
  intergenerational	
  work	
  with	
  elders	
  
and	
  children.	
  Theater	
  artist	
  Susan	
  Perlstein,	
  ESTA's	
  director,	
  claims	
  there	
  is	
  no	
  avoiding	
  social	
  change,	
  
anyway,	
  when	
  you	
  live	
  in	
  New	
  York,	
  a	
  city	
  of	
  ceaseless	
  flux	
  that	
  isolates	
  people,	
  fragments	
  families	
  and	
  
separates	
  the	
  old	
  from	
  the	
  young.	
  For	
  decades,	
  ESTA	
  has	
  been	
  binding	
  up	
  rips	
  in	
  the	
  social	
  fabric,	
  
working	
  all	
  over	
  the	
  city	
  in	
  senior	
  centers,	
  hospitals,	
  nursing	
  homes,	
  schools	
  and	
  neighborhoods.	
  (60)	
  

One	
  of	
  the	
  magnets	
  that	
  draws	
  artists	
  into	
  community	
  work	
  is	
  the	
  desperate	
  need	
  to	
  do	
  something	
  
about	
  social	
  problems	
  affecting	
  the	
  places	
  where	
  they	
  live.	
  Southern	
  artists	
  in	
  the	
  U.S.	
  are	
  particularly	
  
sensitive	
  to	
  the	
  issue	
  of	
  racism,	
  and	
  some	
  have	
  even	
  made	
  its	
  eradication	
  their	
  life's	
  work	
  as	
  artists.	
  This	
  
is	
  particularly	
  true	
  of	
  artists	
  in	
  Alternate	
  ROOTS	
  (Regional	
  Organization	
  of	
  Theatres	
  South),	
  a	
  multiracial	
  
organization	
  of	
  more	
  than	
  200	
  artists	
  in	
  the	
  Southeast	
  especially	
  committed	
  to	
  making	
  and	
  supporting	
  
original	
  art	
  in	
  their	
  communities.	
  The	
  Selma	
  Project	
  is	
  a	
  case	
  study	
  of	
  an	
  arts	
  project	
  in	
  the	
  civil-­‐rights	
  
city	
  conducted	
  by	
  a	
  ROOTS	
  theater	
  ensemble	
  from	
  Tennessee,	
  The	
  Road	
  Company,	
  that	
  partnered	
  with	
  
Selma	
  organizations	
  to	
  bring	
  eight	
  southern	
  artists	
  together	
  to	
  work	
  on	
  healing	
  the	
  wounds	
  of	
  racism.	
  
(61)	
  	
  

John	
  O'Neal	
  has	
  been	
  applying	
  his	
  theatrical	
  craft	
  to	
  community	
  issues	
  and	
  activism	
  since	
  the	
  early	
  '60s.	
  
He's	
  representative	
  of	
  a	
  large	
  group	
  of	
  artists	
  for	
  whom	
  the	
  concepts	
  of	
  artistic	
  creativity	
  and	
  
community	
  involvement	
  were	
  never	
  mutually	
  exclusive,	
  and	
  whose	
  creative	
  energy	
  is	
  invested	
  as	
  much,	
  
or	
  more,	
  in	
  the	
  process	
  of	
  developing	
  the	
  work	
  as	
  in	
  the	
  final	
  product.	
  O'Neal	
  and	
  his	
  theater	
  company,	
  
Junebug,	
  are	
  part	
  of	
  a	
  large	
  coalition	
  of	
  artists	
  and	
  activists	
  attempting	
  to	
  use	
  the	
  arts	
  to	
  make	
  
environmental	
  change	
  in	
  their	
  region.	
  Educator	
  Mat	
  Schwarzman	
  writes	
  in	
  detail	
  about	
  the	
  meticulous	
  
partnering	
  process	
  of	
  The	
  Environmental	
  Justice	
  Project	
  in	
  Louisiana.	
  (62)	
  

Artists	
  experienced	
  in	
  community	
  residencies	
  are	
  often	
  called	
  to	
  work	
  in	
  regions	
  far	
  from	
  home.	
  What	
  
tools	
  do	
  they	
  take	
  with	
  them?	
  Atlanta	
  writer	
  Alice	
  Lovelace	
  has	
  been	
  working	
  in	
  schools	
  and	
  
communities	
  for	
  decades,	
  but	
  not	
  long	
  ago	
  she	
  began	
  work	
  on	
  a	
  master's	
  degree	
  in	
  conflict	
  resolution;	
  
her	
  experience	
  had	
  taught	
  her	
  that	
  conflict	
  resolution	
  is	
  a	
  basic	
  human	
  skill—absolutely	
  necessary	
  for	
  
our	
  time—and	
  that	
  poetry	
  can	
  access	
  deeply	
  held	
  values	
  and	
  beliefs	
  about	
  conflict.	
  She	
  wanted	
  to	
  craft	
  
a	
  method	
  of	
  teaching	
  students	
  how	
  to	
  use	
  poetry	
  in	
  this	
  way.	
  When	
  she	
  was	
  invited	
  to	
  Oklahoma	
  to	
  
work	
  with	
  young	
  girls,	
  she	
  took	
  her	
  new	
  tool-­‐kit	
  with	
  her,	
  including	
  some	
  of	
  the	
  revolutionary	
  theater	
  
exercises	
  of	
  Augusto	
  Boal.	
  (63)	
  

Sensitivity	
  to	
  the	
  community	
  is	
  an	
  important	
  topic	
  in	
  dialogues	
  about	
  public	
  art	
  in	
  the	
  '90s.	
  For	
  most	
  of	
  
the	
  20th	
  century,	
  we	
  have	
  been	
  content	
  to	
  commission	
  monuments	
  and	
  installations—also	
  known	
  as	
  
"plop	
  sculpture"—that	
  invade	
  public	
  space	
  without	
  any	
  consideration	
  for	
  the	
  people	
  and	
  the	
  
environment	
  surrounding	
  them.	
  Los	
  Angeles	
  artist	
  Richard	
  Posner	
  discusses	
  the	
  journey	
  from	
  the	
  studio	
  
to	
  the	
  street,	
  claiming	
  it	
  demands	
  a	
  change	
  of	
  mind	
  and	
  heart.	
  "The	
  public	
  art	
  administration	
  process,"	
  
says	
  Posner,	
  "requires	
  the	
  eye	
  of	
  a	
  journalist,	
  the	
  ear	
  of	
  a	
  poet,	
  the	
  hide	
  of	
  an	
  armadillo,	
  the	
  serenity	
  of	
  
an	
  airline	
  pilot,	
  and	
  the	
  ability	
  to	
  swim."	
  (64)	
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The	
  final	
  two	
  essays	
  in	
  this	
  collection	
  are	
  stories	
  from	
  two	
  artists,	
  each	
  of	
  whom	
  is	
  heavily	
  invested	
  in	
  a	
  
community	
  of	
  individuals	
  and	
  deeply	
  concerned	
  about	
  the	
  issues	
  of	
  her	
  community.	
  For	
  Marty	
  
Pottenger,	
  that	
  meant	
  making	
  art	
  in	
  the	
  heart	
  of	
  the	
  world	
  she	
  has	
  been	
  a	
  part	
  of	
  for	
  20	
  years—the	
  
world	
  of	
  manual	
  labor	
  where	
  humans	
  are	
  building	
  the	
  infrastructure	
  of	
  a	
  city.	
  For	
  Aida	
  Mancillas	
  it	
  
meant	
  becoming	
  an	
  integral	
  part	
  of	
  the	
  renovation	
  of	
  her	
  own	
  neighborhood,	
  and	
  planning	
  to	
  stay.	
  And	
  
for	
  both	
  it	
  also	
  meant	
  writing	
  about	
  the	
  work,	
  sharing	
  what	
  they	
  have	
  learned	
  about	
  art's	
  place	
  in	
  public	
  
life.	
  (65)	
  

2.5.3	
  Community	
  artist=	
  problem	
  solver	
  

On	
  a	
  local	
  level,	
  communities	
  are	
  using	
  the	
  arts	
  as	
  an	
  important	
  tool	
  for	
  everything	
  from	
  alternative	
  
recreation	
  for	
  youth,	
  to	
  the	
  formation	
  of	
  neighborhood	
  identity	
  markers,	
  economic	
  development,	
  
cultural	
  tourism,	
  safe	
  streets	
  and	
  much	
  more.	
  Community	
  artists	
  are	
  viewed	
  as	
  creative	
  problem-­‐
solvers,	
  unfettered	
  by	
  a	
  particular	
  methodology,	
  who	
  can	
  help	
  communities	
  resolve	
  issues	
  that	
  seem	
  
intractable.	
  

2.5.4.	
  	
  Art	
  rejected,	
  community	
  art	
  accepted	
  

With	
  artists	
  and	
  their	
  organizations	
  taking	
  a	
  public	
  thrashing	
  throughout	
  the	
  world	
  for	
  selfish	
  interests,	
  
ego	
  filled,	
  unfriendly,	
  colossal	
  public	
  art	
  works,	
  how	
  does	
  one	
  account	
  for	
  the	
  acceptance	
  of	
  artists	
  on	
  a	
  
local	
  level?	
  In	
  San	
  Diego,	
  the	
  hue	
  and	
  cry	
  that	
  arises	
  when	
  large	
  public	
  artworks	
  are	
  proposed	
  (let	
  alone	
  
installed)	
  is	
  dishearteningly	
  predictable.	
  Yet	
  neighborhood	
  efforts—tied	
  to	
  capital	
  improvement	
  projects	
  
in	
  parks,	
  on	
  bridges	
  and	
  in	
  alleys,	
  on	
  sidewalks	
  and	
  streets,	
  on	
  commercial	
  facades,	
  along	
  neighborhood	
  
entry	
  portals—are	
  all	
  met	
  with	
  general	
  enthusiasm	
  (with	
  the	
  exception	
  of	
  those	
  citizens	
  who	
  
consistently	
  object	
  to	
  any	
  type	
  of	
  spending	
  that	
  is	
  not	
  somehow	
  tied	
  to	
  improved	
  street	
  lighting	
  and	
  
more	
  police).	
  Community	
  members	
  recognize	
  the	
  value	
  of	
  these	
  aesthetic	
  improvements,	
  both	
  to	
  their	
  
quality	
  of	
  life	
  and	
  to	
  more	
  concrete	
  objectives	
  such	
  as	
  economic	
  development	
  and	
  public	
  safety.	
  Urban-­‐
planning	
  critic	
  Jane	
  Jacobs'	
  emphasis	
  on	
  the	
  importance	
  of	
  "eyes	
  on	
  the	
  street"	
  and	
  the	
  diversity	
  of	
  a	
  
community's	
  infrastructure	
  finds	
  its	
  natural	
  expression	
  in	
  the	
  arts'	
  role	
  in	
  the	
  community-­‐building	
  
process.	
  (66)	
  

2.5.5.	
  	
  Catalyst	
  for	
  change	
  

Small	
  neighborhood	
  arts	
  programs,	
  residencies,	
  artists'	
  workshops	
  and	
  city-­‐supported	
  public	
  art	
  
projects	
  can	
  act	
  as	
  catalysts	
  for	
  change.	
  Artists	
  who	
  make	
  a	
  commitment	
  to	
  the	
  neighborhoods	
  in	
  which	
  
they	
  live	
  are	
  uniquely	
  positioned	
  to	
  initiate	
  community	
  policy	
  or	
  programming	
  that	
  has	
  far-­‐reaching	
  
effects.	
  A	
  modest	
  after-­‐school	
  arts	
  program	
  organized	
  at	
  the	
  local	
  recreation	
  center	
  can	
  grow	
  to	
  
accommodate	
  additional	
  community	
  and	
  staff	
  requests.	
  Murals	
  suddenly	
  go	
  up;	
  the	
  colors	
  of	
  the	
  
buildings	
  themselves	
  change;	
  a	
  banner	
  artist	
  is	
  hired	
  to	
  work	
  with	
  children	
  to	
  create	
  symbolic	
  flags	
  for	
  
the	
  gymnasium,	
  flags	
  that	
  later	
  become	
  banners	
  for	
  the	
  commercial	
  district;	
  a	
  new	
  playground	
  is	
  being	
  
designed.	
  Because	
  artists	
  are	
  seen	
  as	
  community	
  members	
  with	
  special	
  design	
  skills,	
  as	
  well	
  as	
  
possessing	
  a	
  sensitivity	
  to	
  community	
  needs	
  and	
  budget	
  constraints,	
  artists	
  are	
  easily	
  awarded	
  a	
  
contract	
  to	
  design	
  a	
  master	
  plan	
  for	
  the	
  local	
  park,	
  which	
  usually	
  suffered	
  from	
  years	
  of	
  neglect.	
  This	
  
work	
  is	
  interconnected	
  with	
  other	
  community	
  revitalization	
  efforts.	
  A	
  viable	
  park	
  raises	
  property	
  values	
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(redevelopment),	
  makes	
  the	
  neighborhood	
  attractive	
  to	
  new	
  homeowners	
  (first-­‐time	
  homebuyers	
  
program),	
  bolsters	
  the	
  adjoining	
  commercial	
  district	
  and	
  provides	
  a	
  new	
  elementary	
  school	
  with	
  an	
  
expanded	
  play	
  area	
  (city	
  and	
  school	
  district	
  joint	
  use	
  agreement).	
  Commitment	
  to	
  neighborhoods	
  
makes	
  it	
  possible	
  to	
  see	
  beyond	
  the	
  stereotype	
  of	
  the	
  artist	
  as	
  intruder,	
  and	
  view	
  artists	
  as	
  partners	
  
working	
  toward	
  similar	
  goals.	
  (67)	
  

2.5.6.	
  	
  The	
  work	
  of	
  the	
  community	
  artist	
  

To	
  effect	
  community-­‐wide	
  changes,	
  artists	
  must	
  immerse	
  themselves	
  in	
  the	
  most	
  unglamorous	
  media—
community	
  meetings,	
  zoning	
  boards,	
  redevelopment	
  reports,	
  school-­‐board	
  task	
  forces,	
  planning	
  groups	
  
and	
  the	
  occasional	
  tree-­‐planting	
  party.	
  For	
  the	
  most	
  part,	
  artists	
  working	
  at	
  this	
  level	
  will	
  not	
  realize	
  the	
  
"stardom"	
  of	
  the	
  art-­‐world	
  mill.	
  The	
  heroic	
  scale	
  of	
  Christo's	
  work	
  will	
  be	
  inappropriate,	
  esoteric	
  
performances	
  will	
  only	
  garner	
  curious	
  stares,	
  monumental	
  sculpture	
  will	
  set	
  off	
  alarms.	
  The	
  artist	
  may	
  
wonder	
  where	
  and	
  how	
  his	
  or	
  her	
  unique	
  vision	
  may	
  be	
  realized,	
  without	
  being	
  subjected	
  to	
  the	
  
requirement	
  of	
  community	
  consensus	
  or	
  issues	
  of	
  liability	
  or	
  public	
  safety.	
  Artists	
  and	
  arts	
  
administrators	
  are	
  reconsidering	
  the	
  strategy	
  of	
  integrating	
  public	
  art	
  into	
  capital	
  improvements,	
  where	
  
it	
  must	
  walk	
  a	
  thin	
  line	
  between	
  art	
  and	
  decoration.	
  One	
  questions	
  whether	
  art	
  that	
  disappears	
  is	
  better	
  
than	
  no	
  art	
  at	
  all.	
  One	
  also	
  grows	
  weary	
  at	
  being	
  the	
  point	
  person	
  for	
  difficult	
  projects	
  that	
  the	
  city	
  is	
  
trying	
  to	
  "sell"	
  to	
  the	
  community.	
  The	
  artist	
  as	
  public	
  relations	
  person	
  does	
  not	
  sit	
  comfortably.	
  

Perhaps	
  community	
  artists	
  are,	
  by	
  definition,	
  artists	
  whose	
  questions,	
  proddings,	
  concepts,	
  schematics,	
  
master	
  plans	
  and	
  working	
  processes	
  are	
  the	
  real	
  artworks.	
  The	
  ability	
  to	
  integrate	
  seemingly	
  disparate	
  
points	
  of	
  view,	
  to	
  re-­‐present	
  the	
  community	
  to	
  itself,	
  to	
  imagine	
  solutions	
  outside	
  the	
  usual,	
  to	
  forge	
  
alliances	
  or	
  act	
  as	
  bridges—these	
  qualities	
  of	
  the	
  community	
  artist	
  make	
  possible	
  a	
  living,	
  malleable	
  
artwork	
  that	
  will	
  not	
  fit	
  easily	
  into	
  the	
  gallery.	
  Somehow	
  this	
  ephemeral,	
  unseen	
  work	
  must	
  sustain	
  the	
  
artist.	
  But	
  personal	
  satisfaction	
  in	
  the	
  total	
  expression	
  of	
  one's	
  vision	
  often	
  runs	
  up	
  against	
  long-­‐term	
  
engagement	
  with	
  a	
  process	
  that	
  does	
  not	
  necessarily	
  end	
  with	
  a	
  product.	
  (68)	
  

2.5.7.	
  	
  What	
  must	
  happen	
  for	
  this	
  field	
  to	
  develop?-­‐	
  the	
  training	
  of	
  
professionals	
  

As	
  the	
  first	
  part	
  of	
  this	
  chapter	
  demonstrated	
  (see	
  2.5.1.),	
  the	
  requirement,	
  skills,	
  and	
  demands	
  made	
  of	
  
the	
  community	
  artist	
  are	
  very	
  different	
  from	
  those	
  made	
  of	
  the	
  "fine	
  artist".	
  The	
  "fine	
  artist"	
  as	
  trained	
  
in	
  universities	
  is	
  more	
  of	
  a	
  reclusive	
  introvert,	
  extremely	
  specialized	
  in	
  a	
  specific	
  field	
  of	
  the	
  arts.	
  The	
  
community	
  artist	
  defined	
  by	
  Phil	
  Bartle	
  (see	
  2.4.)	
  as	
  "mobilizer",	
  and	
  the	
  accounts	
  referred	
  to	
  in	
  the	
  
book	
  "The	
  Citizen	
  Artist"	
  reveals	
  the	
  community	
  artist	
  as	
  a	
  person	
  deeply	
  committed	
  to	
  society	
  and	
  to	
  
himself	
  as	
  a	
  part	
  of	
  that	
  society.	
  The	
  tools	
  or	
  skills	
  of	
  his\her	
  trade	
  do	
  involve	
  deep	
  understandings	
  and	
  
specialization	
  in	
  the	
  artist’s	
  specific	
  field	
  of	
  the	
  arts,	
  but	
  also	
  in-­‐depth	
  knowledge	
  and	
  understanding	
  of	
  
social	
  processes	
  and	
  an	
  endeavor	
  to	
  better	
  him	
  or	
  her-­‐self	
  through	
  the	
  community's	
  welfare.	
  	
  

In	
  the	
  article	
  "The	
  Need	
  for	
  a	
  Community	
  Arts	
  University	
  Without	
  Walls"	
  Caron	
  Atlas	
  addresses	
  the	
  issue	
  
of	
  training	
  professional	
  community	
  artist.	
  Atlas	
  presented	
  a	
  university	
  course	
  taught	
  in	
  a	
  New	
  York	
  
university	
  and	
  so	
  do	
  other	
  lecturers	
  and	
  practitioners	
  in	
  other	
  universities	
  mainly	
  in	
  the	
  U.S.	
  However,	
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Atlas	
  noted	
  that	
  the	
  approaches	
  frequently	
  discussed,	
  while	
  well-­‐intended,	
  promoted	
  a	
  “missionary	
  
patronizing”	
  approach	
  of	
  service	
  to	
  the	
  community,	
  bringing	
  culture	
  and	
  art	
  to	
  the	
  community,	
  “helping	
  
the	
  community,”	
  rather	
  than	
  one	
  focused	
  on	
  advocacy	
  based	
  on	
  civil,	
  social	
  and	
  cultural	
  justice.	
  Atlas	
  
identified	
  educational	
  institutions	
  or	
  the	
  students	
  attending	
  the	
  course,	
  or	
  the	
  people	
  who	
  attend	
  
educational	
  institutions	
  as	
  a	
  limited	
  category.	
  Most	
  of	
  these	
  programs	
  being	
  developed	
  and	
  
implemented	
  in	
  universities/colleges	
  are	
  not	
  affordable	
  to	
  students	
  from	
  disenfranchised	
  areas	
  where	
  
most	
  of	
  the	
  community	
  arts	
  institutions	
  are	
  based.	
  Atlas	
  also	
  noted	
  that	
  although	
  institutions	
  of	
  higher	
  
learning	
  may	
  be	
  well-­‐intended,	
  the	
  approach	
  and	
  design	
  of	
  the	
  community	
  arts	
  area	
  of	
  study	
  tend	
  to	
  be	
  
theoretical	
  and	
  twice-­‐removed	
  from	
  the	
  subject	
  area	
  that	
  is	
  the	
  core	
  of	
  learning	
  and	
  engagement.	
  
Students	
  in	
  the	
  classroom	
  are	
  learning	
  from	
  scholars	
  and	
  texts	
  that	
  are	
  too	
  often	
  written	
  by	
  researchers	
  
and	
  scholars	
  that	
  are	
  not	
  practitioners	
  within	
  the	
  community	
  arts	
  movement	
  but	
  observers;	
  that	
  is	
  the	
  
first	
  step	
  of	
  disengagement.	
  (69)	
  	
  

Atlas	
  presented	
  in	
  her	
  article	
  the	
  idea	
  and	
  methodology	
  of	
  the	
  establishment	
  of	
  an	
  online	
  University	
  
Without	
  Walls	
  concept,	
  which	
  should	
  be	
  formed	
  by	
  a	
  consortium	
  of	
  colleges	
  and	
  universities	
  in	
  
partnership	
  with	
  community-­‐based	
  organizations	
  within	
  their	
  geographic	
  areas.	
  This	
  consortium	
  would	
  
develop	
  a	
  core	
  curriculum	
  that	
  would	
  be	
  agreed	
  upon	
  by	
  both	
  the	
  institutions	
  of	
  higher	
  learning	
  and	
  
community-­‐based	
  organizations.	
  

2.5.7.1.	
  Recognition,	
  Support,	
  Collection,	
  Dissemination-­‐	
  Comparing	
  the	
  field:	
  
2001-­‐	
  2004	
  CAN	
  report-­‐Don	
  Adams,	
  Arlen	
  Goldbard	
  

According	
  to	
  the	
  report	
  published	
  by	
  Goldbard	
  and	
  Adams	
  (70),	
  the	
  community-­‐based	
  arts	
  practitioners	
  
engaged	
  in	
  it	
  must	
  be	
  identified	
  and	
  supported.	
  The	
  practitioner’s	
  findings	
  must	
  be	
  collected,	
  analyzed,	
  
codified	
  and	
  disseminated	
  among	
  other	
  practitioners.	
  It	
  is	
  through	
  the	
  recognition	
  and	
  support	
  of	
  this	
  
new	
  field	
  and	
  through	
  the	
  collection,	
  analysis	
  and	
  dissemination	
  of	
  its	
  findings	
  —	
  that	
  a	
  synthesis	
  will	
  
emerge,	
  along	
  with	
  new	
  perspectives,	
  language,	
  models	
  and	
  resources.	
  Successful	
  existing	
  community-­‐
based	
  arts	
  programs	
  will	
  be	
  sustained	
  and	
  replenished,	
  and	
  new	
  collaborative	
  initiatives	
  will	
  emerge	
  
that	
  are	
  of	
  benefit	
  to	
  the	
  arts	
  and	
  to	
  the	
  community.	
  

Goldbard	
  and	
  Adams	
  found	
  that	
  further	
  support	
  in	
  the	
  form	
  of	
  journals,	
  working	
  conferences	
  and	
  online	
  
collaborations	
  as	
  platforms	
  for	
  the	
  exchange	
  of	
  ideas	
  is	
  necessary.	
  New	
  programs	
  must	
  be	
  created	
  for	
  
researching	
  and	
  codifying	
  best	
  practices	
  for	
  various	
  methods	
  of	
  boundary-­‐crossing	
  inquiry,	
  both	
  by	
  
analyzing	
  existing	
  knowledge	
  networks	
  and	
  by	
  fostering	
  developing	
  of	
  new	
  networks.	
  Goldbard	
  and	
  
Adams	
  called	
  for	
  support	
  for	
  the	
  dissemination	
  of	
  this	
  knowledge	
  to	
  the	
  broadest	
  possible	
  number	
  of	
  
practitioners	
  in	
  the	
  field,	
  including	
  a	
  prolific	
  and	
  pervasive	
  marketing	
  and	
  public-­‐relations	
  campaign.	
  

Goldbard	
  and	
  Adams	
  wrote	
  that	
  this	
  new	
  field	
  emerges	
  at	
  a	
  time	
  of	
  crisis	
  in	
  world	
  culture;	
  urgency	
  is	
  
what	
  is	
  lending	
  it	
  power.	
  Community	
  cultural	
  development	
  practitioners	
  are	
  deeply	
  concerned	
  about	
  
the	
  fate	
  of	
  democracy,	
  as	
  well	
  as	
  justice.	
  Creative,	
  artistic	
  exploration	
  among	
  people,	
  catalyzed	
  by	
  an	
  
artist,	
  is	
  an	
  important	
  key	
  to	
  addressing	
  injustice	
  and	
  to	
  enabling	
  the	
  Western	
  World	
  to	
  live	
  up	
  to	
  its	
  
great,	
  but	
  unfulfilled,	
  promise	
  of	
  a	
  democratic	
  society.	
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2.5.7.2.	
  Five	
  recommendations	
  regarding	
  community	
  arts:	
  Robert	
  Putnam	
  &	
  
Lewis	
  Feldstein	
  "Better	
  Together-­‐Restoring	
  the	
  American	
  Community"	
  Simon	
  &	
  
Schuster	
  2004	
  

1. Increase	
  Funding	
  for	
  "Community	
  Arts"	
  —	
  activities	
  that	
  honor	
  the	
  community's	
  own	
  
experiences	
  and	
  that	
  offer	
  more	
  opportunities	
  for	
  participation	
  in	
  the	
  creation	
  and	
  
practice	
  of	
  artistic	
  and	
  cultural	
  work.	
  

2. Create	
  Opportunities	
  for	
  Collaboration	
  Between	
  Arts	
  Organizations	
  —	
  they	
  cite	
  the	
  importance	
  
of	
  bridging	
  or	
  linking	
  audiences	
  across	
  economic	
  and	
  racial	
  lines	
  and	
  of	
  taking	
  people	
  beyond	
  
their	
  comfort	
  zones.	
  

3. Make	
  Civic	
  Dialogue	
  Integral	
  to	
  Artistic	
  Productions	
  —	
  this	
  includes	
  using	
  the	
  "safe"	
  space	
  that	
  
art	
  work	
  can	
  create	
  around	
  potentially	
  hot	
  issues,	
  and	
  providing	
  "practice"	
  in	
  the	
  experience	
  of	
  
participatory	
  citizenship.	
  

4. Incorporate	
  the	
  Arts	
  into	
  Social	
  Problem	
  Solving	
  —	
  including	
  both	
  artists	
  who	
  use	
  imaginative	
  
ways	
  of	
  thinking	
  and	
  participatory	
  group	
  practices,	
  and	
  institutional	
  leaders,	
  who	
  as	
  citizens	
  
themselves	
  can	
  bring	
  much	
  skill	
  and	
  expertise	
  to	
  bear,	
  and	
  sometimes	
  institutional	
  resources	
  
and	
  visibility.	
  

5. Connect	
  Arts	
  to	
  Community	
  Service	
  —	
  this	
  involves	
  bringing	
  the	
  "instrumental"	
  value	
  of	
  the	
  arts	
  
to	
  bear	
  on	
  social	
  work	
  and	
  in	
  supporting	
  the	
  efforts	
  of	
  other	
  community	
  builders	
  and	
  human	
  
service	
  workers	
  	
  (71)	
  

	
  

2.6	
  Measuring	
  the	
  impact	
  of	
  community	
  art:	
  research	
  and	
  findings	
  

This	
  part	
  of	
  the	
  chapter	
  will	
  review	
  current	
  research,	
  findings,	
  and	
  attitudes	
  towards	
  the	
  measurement	
  
of	
  community	
  art.	
  	
  First	
  I	
  will	
  present	
  current	
  attitudes	
  towards	
  the	
  problem:	
  how	
  can	
  art	
  be	
  objectively	
  
measured	
  and	
  why,	
  then	
  I	
  will	
  present	
  chief	
  findings,	
  theories,	
  and	
  research	
  of	
  the	
  scholar	
  François	
  
Matarasso.	
  His	
  writing	
  spans	
  a	
  range	
  of	
  issues	
  in	
  arts	
  and	
  culture,	
  as	
  well	
  as	
  creative	
  projects.	
  
Matarasso's	
  published	
  research	
  on	
  the	
  impact	
  of	
  participation	
  in	
  (“Use	
  of	
  Ornament”)	
  art	
  and	
  worked	
  on	
  
new	
  approaches	
  to	
  evaluation	
  while	
  working	
  in	
  Commedia.	
  His	
  was	
  the	
  first	
  in-­‐depth	
  research	
  of	
  its	
  
kind,	
  and	
  he	
  followed	
  it	
  with	
  others	
  establishing	
  Matarasso	
  as	
  an	
  authority	
  on	
  the	
  subject	
  of	
  evaluation	
  
research.	
  His	
  investigative	
  approach	
  is	
  academic	
  in	
  its	
  methods	
  and	
  attention	
  to	
  details,	
  yet	
  he	
  presents	
  
and	
  provides	
  an	
  overall	
  picture	
  of	
  the	
  many	
  aspects	
  of	
  the	
  situations	
  which	
  must	
  be	
  considered	
  if	
  the	
  
problem	
  is	
  to	
  be	
  addressed.	
  He	
  holds	
  an	
  Honorary	
  Professorships	
  at	
  Gray’s	
  School	
  of	
  Art,	
  Robert	
  Gordon	
  
University	
  and	
  at	
  Griffith	
  University,	
  Australia.	
  He	
  is	
  also	
  a	
  council	
  member	
  of	
  Arts	
  Council	
  England,	
  
Great	
  Britain's	
  main	
  source	
  of	
  public	
  funding	
  for	
  the	
  arts,	
  thus	
  he	
  has	
  experience	
  of	
  the	
  field’s	
  many	
  
aspects.	
  	
  
	
  
At the end of chapter 2.6 	
  I	
  will	
  present	
  three	
  government	
  issued	
  evaluation	
  papers	
  (from	
  the	
  U.S.,	
  
Australia,	
  and	
  Scotland),	
  representing	
  current	
  attitudes	
  and	
  thus	
  the	
  state	
  of	
  measurement.	
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2.6.1.	
  Can	
  You	
  Measure	
  the	
  Value	
  of	
  Art?	
  Presenting	
  the	
  Dilemma,	
  and	
  
prevailing	
  attitudes.	
  	
  

In	
  an	
  article	
  written	
  by	
  Bettina	
  Korek	
  (72)	
  published	
  “Community	
  Ovation”,	
  the	
  much	
  debated	
  issue	
  of	
  
the	
  measurement	
  of	
  community	
  art	
  is	
  discussed.	
  The	
  article	
  was	
  written	
  in	
  response	
  to	
  the	
  	
  Published	
  
report	
  (73)	
  made	
  by	
  Americans	
  for	
  the	
  Arts	
  which	
  announced	
  the	
  first	
  ever	
  National	
  Arts	
  Index	
  to	
  
measure	
  health	
  and	
  vitality	
  of	
  arts	
  in	
  the	
  U.S.	
  According	
  to	
  This	
  report,	
  the	
  "arts	
  industries"	
  in	
  the	
  United	
  
States	
  is	
  composed	
  of	
  100,000	
  nonprofit	
  arts	
  Organizations,	
  600,000	
  more	
  arts-­‐related	
  businesses,	
  2.24	
  
million	
  artists	
  in	
  the	
  Workforce	
  and	
  billions	
  of	
  dollars	
  in	
  consumer	
  spending.	
  

Korek	
  claims	
  that	
  the	
  idea	
  that	
  the	
  health	
  of	
  the	
  arts	
  can	
  be	
  tracked	
  by	
  the	
  same	
  economic	
  indicators	
  as	
  
other	
  businesses	
  and	
  that	
  the	
  art	
  world	
  should	
  be	
  approached	
  as	
  an	
  industry	
  is	
  certainly	
  not	
  a	
  new	
  one.	
  
The	
  National	
  Endowment	
  for	
  the	
  Arts	
  (74)	
  will	
  grant	
  as	
  much	
  as	
  $250,000	
  for	
  an	
  urban	
  design	
  project	
  that	
  
promotes	
  the	
  arts.	
  Politicians	
  are	
  investing	
  in	
  art,	
  this	
  investment	
  is	
  largely	
  based	
  on	
  the	
  idea	
  that	
  it	
  can	
  
bring	
  economic	
  benefit	
  to	
  communities,	
  which	
  is	
  an	
  idea	
  that	
  the	
  new	
  index	
  reinforces.	
  Philip	
  Boroff	
  
wrote	
  in	
  Bloomberg	
  (75)	
  that	
  "Artists	
  are	
  entrepreneurs,	
  small	
  businessmen	
  all,	
  great	
  place-­‐makers	
  and	
  
community	
  builders.	
  Bring	
  artists	
  into	
  the	
  center	
  of	
  town	
  and	
  that	
  town	
  changes	
  profoundly.”	
  	
  
Korek	
  argues	
  that	
  the	
  very	
  idea	
  of	
  measuring	
  the	
  impact	
  of	
  art	
  is	
  essentially	
  wrong:	
  	
  
“Religion	
  doesn't	
  try	
  to	
  measure	
  how	
  much	
  people	
  believe	
  –	
  or	
  why	
  they	
  should.	
  Perhaps	
  the	
  
importance	
  of	
  what	
  happens	
  at	
  museums	
  –	
  or	
  any	
  kind	
  of	
  cultural	
  institution	
  –	
  cannot	
  be	
  measured?”	
  
Korek	
  briefly	
  discusses	
  the	
  community	
  art	
  dilemma:	
  “..Yet	
  another	
  key	
  finding	
  of	
  the	
  National	
  Arts	
  Index	
  
is	
  that	
  personal	
  arts	
  creation	
  by	
  the	
  public	
  is	
  growing	
  steadily	
  (making	
  art,	
  playing	
  music),	
  while	
  
attendance	
  at	
  mainstream	
  nonprofit	
  arts	
  organizations	
  is	
  in	
  decline.	
  Just	
  as	
  the	
  arts	
  industry	
  tracks	
  the	
  
national	
  business	
  cycle,	
  it	
  also	
  reflects	
  our	
  rapidly	
  changing,	
  user-­‐generated	
  culture.	
  Everyone	
  is	
  a	
  writer	
  
(blogs),	
  filmmaker	
  (YouTube)	
  and	
  now	
  is	
  everyone	
  an	
  artist?”	
  (75)	
  Although	
  community	
  art	
  is	
  increasingly	
  
popular	
  and	
  its	
  financial	
  support	
  is	
  easy	
  to	
  justify	
  it	
  cannot	
  replace	
  museums.	
  But	
  should	
  Museums	
  
present	
  an	
  isolated	
  scholarly	
  approach,	
  or	
  should	
  they	
  reflect	
  and	
  create	
  microcosms	
  of	
  society	
  at	
  large	
  
and	
  reflect	
  its	
  trends.	
  This	
  discussion	
  will	
  not	
  be	
  persuade	
  in	
  this	
  thesis,	
  however,	
  the	
  decline	
  in	
  
attendance	
  to	
  mainstream	
  art	
  does	
  prompt	
  politicians	
  to	
  seek	
  investment	
  in	
  community	
  art	
  where	
  their	
  
investment	
  bears	
  visible	
  fruits.	
  	
  
In	
  her	
  article	
  titled	
  "The	
  Matrics	
  Syndrome”	
  written	
  in	
  2008	
  (76),	
  the	
  consultant,	
  activist	
  author	
  and	
  critic	
  
Arlene	
  Goldbard	
  warns	
  against	
  the	
  metrics	
  metrix	
  which	
  the	
  community	
  arts	
  sector	
  is	
  in	
  danger	
  of	
  
entering,	
  arguing	
  that	
  arts	
  should	
  not	
  be	
  measured,	
  we	
  cannot	
  put	
  a	
  price	
  tag	
  on	
  arts.	
  Science	
  cannot	
  be	
  
applied	
  to	
  the	
  humanities.	
  Alex	
  Bowen	
  director	
  of	
  Vally	
  and	
  Vale	
  community	
  arts,	
  in	
  his	
  article	
  “Defining	
  
and	
  Evaluating	
  Quality	
  in	
  Community	
  Art	
  Practice”	
  (77)	
  asks:	
  “How	
  can	
  you	
  measure	
  and	
  prove	
  changes	
  
and	
  improvement	
  in	
  someone’s	
  life?”	
  We	
  all	
  agree	
  that	
  participation	
  in	
  the	
  arts	
  is	
  a	
  life	
  enhancing	
  
experience,	
  but	
  although	
  participation	
  can	
  be	
  measured,	
  since	
  the	
  arts	
  are	
  subjective	
  and	
  the	
  processes	
  
offered	
  by	
  community	
  arts	
  are	
  something	
  different	
  from	
  consumption,	
  the	
  difficulty	
  in	
  measuring	
  and	
  
evaluating	
  the	
  experience	
  remains.	
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In	
  a	
  lecture	
  held	
  at	
  Falmouth	
  University	
  titled	
  'Meanwhile an audience, quite unaware’	
  12	
  June	
  2007	
  
(78),	
  Francois	
  Matarraso	
  follows	
  cultural	
  trends	
  tracing	
  a	
  huge	
  rise	
  in	
  participation	
  and	
  consumption	
  in	
  
Western	
  culture.	
  Since	
  the	
  Western	
  population	
  is	
  becoming	
  increasingly	
  educated,	
  have	
  more	
  income	
  
and	
  leisure,	
  the	
  service	
  industries	
  must	
  supply	
  the	
  demand.	
  According	
  to	
  Matarraso	
  the	
  retreat	
  from	
  
religion	
  and	
  loss	
  of	
  faith	
  in	
  political	
  ideologies,	
  created	
  a	
  vacuum	
  filled	
  by	
  culture.	
  Thus	
  the	
  growth	
  in	
  
supply	
  kept	
  pace	
  with	
  the	
  growth	
  in	
  demand.	
  The	
  communications	
  revolution	
  has	
  made	
  culture	
  more	
  
accessible,	
  and	
  it	
  is	
  in	
  this	
  context	
  that	
  anxiety	
  about	
  quality	
  and	
  standards	
  are	
  better	
  understood.	
  All	
  
too	
  often	
  the	
  community	
  art	
  field-­‐	
  like	
  other	
  art	
  fields,	
  attempts	
  to	
  prove	
  its	
  relevance.	
  Matarraso	
  
stresses	
  that	
  the	
  question	
  is	
  not	
  is	
  it	
  good-­‐	
  but	
  what	
  has	
  it	
  got	
  to	
  offer?	
  Being	
  popular	
  could	
  in	
  itself	
  be	
  
lacking	
  in	
  substance.	
  According	
  to	
  Matarasso	
  the	
  purpose	
  of	
  investigation	
  should	
  be	
  to	
  find	
  out	
  if	
  
increasing	
  investment	
  and	
  volume	
  are	
  made	
  at	
  the	
  expense	
  of	
  decreasing	
  quality?	
  Matarasso	
  warns	
  that	
  
not	
  all	
  activity	
  is	
  equally	
  good,	
  culture	
  is	
  too	
  important	
  for	
  us	
  to	
  adopt	
  a	
  position	
  of	
  neutrality.	
  He	
  calls	
  
for	
  a	
  basis	
  with	
  which	
  to	
  differentiate	
  response,	
  and	
  create	
  a	
  better	
  conversation	
  in	
  all	
  situations.	
  	
  

Matarasso	
  sees	
  the	
  purpose	
  of	
  measurement	
  as	
  a	
  tool	
  for	
  artists	
  helping	
  them	
  to	
  evaluate	
  their	
  work	
  
better.	
  Matarasso	
  states	
  that	
  everything	
  we	
  do	
  is	
  an	
  experiment	
  and	
  we	
  should	
  be	
  engage	
  in	
  thinking	
  
about	
  what	
  we	
  are	
  doing.	
  	
  He	
  says	
  that	
  although	
  evaluation	
  is	
  burdensome	
  and	
  often	
  expensive,	
  the	
  
ability	
  to	
  judge	
  yourself	
  is	
  essential,	
  and	
  evaluation	
  should	
  be	
  a	
  natural	
  part	
  of	
  the	
  creative	
  process.	
  	
  
Engagement	
  in	
  reflection,	
  and	
  improvement	
  in	
  the	
  quality	
  of	
  conversation	
  can	
  only	
  occur	
  if	
  we	
  have	
  the	
  
tools,	
  capacity,	
  and	
  the	
  desire	
  to	
  improve.	
  

	
  
2.6.2.	
  F.	
  Matarasso-­‐	
  “Defining	
  Values:	
  Evaluating	
  Arts	
  Programs”,	
  Commedia,	
  1996.	
  

This	
  research	
  was	
  carried	
  out	
  and	
  published	
  as	
  part	
  of	
  an	
  international	
  research	
  program	
  developed	
  and	
  
managed	
  by	
  Commedia	
  designed	
  to	
  address	
  the	
  problem	
  of	
  evaluation	
  of	
  the	
  arts.	
  Published	
  one	
  year	
  
before	
  “Use	
  or	
  Ornament”	
  this	
  research	
  serves	
  as	
  a	
  ‘preparatory	
  study’	
  which	
  sets	
  the	
  stage	
  and	
  asks	
  
the	
  questions	
  to	
  be	
  replied	
  in	
  the	
  publication	
  that	
  followed.	
  Matarasso	
  notes	
  that	
  researches	
  proving	
  
the	
  economic	
  viability	
  of	
  arts	
  programs,	
  but,	
  he	
  writes,	
  while	
  the	
  arts	
  certainly	
  contribute	
  to	
  the	
  GDP,	
  
they	
  contribute	
  far	
  more	
  to	
  the	
  health,	
  well-­‐being,	
  stability,	
  development,	
  and	
  happiness	
  of	
  society.	
  
Matarasso	
  stated	
  the	
  prevailing	
  problem	
  of	
  expressing	
  these	
  contribution	
  in	
  ways	
  that	
  are	
  clear,	
  
provable,	
  and	
  helpful.	
  	
  	
  

	
  In	
  the	
  introduction	
  to	
  this	
  research	
  Matarasso	
  quotes	
  Daniel	
  Yankelovich,	
  the	
  renowned	
  American	
  
Polster:	
  “The	
  first	
  step	
  is	
  to	
  measure	
  what	
  can	
  easily	
  be	
  measured.	
  This	
  is	
  okay	
  as	
  far	
  as	
  it	
  goes.	
  The	
  
second	
  step	
  is	
  to	
  disregard	
  that	
  which	
  can’t	
  be	
  measured,	
  or	
  give	
  it	
  an	
  arbitrary	
  quantitative	
  value.	
  This	
  
is	
  artificial	
  and	
  misleading.	
  The	
  third	
  stage	
  is	
  to	
  presume	
  what	
  can’t	
  be	
  measured	
  is	
  not	
  really	
  important.	
  
This	
  is	
  blindness.	
  The	
  fourth	
  step	
  is	
  to	
  say	
  what	
  cannot	
  be	
  easily	
  measured	
  does	
  not	
  really	
  exist.	
  This	
  is	
  
suicide!”	
  (79)	
  .	
  Bearing	
  in	
  mind	
  the	
  fact	
  that	
  the	
  art	
  measurement	
  will	
  forever	
  be	
  subjective,	
  Matarasso	
  
declares	
  that	
  the	
  research	
  can	
  do	
  nothing	
  but	
  raise	
  questions,	
  define	
  possibilities,	
  and	
  offer	
  some	
  
solutions	
  which	
  may	
  be	
  adaptable	
  in	
  certain	
  situations,	
  and	
  in	
  particular	
  present	
  some	
  of	
  the	
  key	
  ethical	
  
and	
  practical	
  issues	
  which	
  arise	
  from	
  any	
  attempt	
  to	
  assess	
  the	
  social	
  value	
  of	
  the	
  arts.	
  	
  

UNIVERSITAT ROVIRA I VIRGILI 
RECONCILIATION AND COMMUNITY DEVELOPMENT THROUGH COMMUNITY ART: AN INVESTIGATION INTO THE METHODOLOGIES EMPLOYED 
BY COMMUNITY ARTISTS 
Tamar Sharon 
Dipòsit Legal: T.611-2013 
 



61	
  
	
  

Matarasso	
  defines	
  evaluation	
  as	
  the	
  process	
  of	
  calculating	
  worth,	
  and	
  states	
  that	
  the	
  difficulty	
  arises	
  
from	
  the	
  essential	
  relative	
  nature	
  of	
  worth;	
  however,	
  it	
  is	
  a	
  process	
  in	
  which	
  we	
  carry	
  out	
  continuously.	
  
Evaluation	
  is	
  not	
  an	
  assessment	
  of	
  ‘how	
  did	
  we	
  do’,	
  but	
  this	
  is	
  part	
  of	
  the	
  evaluation	
  of	
  the	
  effectiveness	
  
of	
  investment.	
  Each	
  organization	
  defines	
  its	
  own	
  objectives.	
  	
  Matarasso	
  distinguishes	
  between	
  impact	
  
(effectiveness),	
  and	
  quality	
  of	
  management.	
  	
  Matarasso	
  claims	
  that	
  since	
  evaluation	
  is	
  essential	
  to	
  the	
  
decision	
  making	
  process	
  and	
  planning,	
  it	
  indicates	
  what	
  values	
  we	
  perceive	
  as	
  significant.	
  	
  

Matarasso	
  defines	
  the	
  process	
  as	
  deciding	
  what	
  you	
  want	
  to	
  do,	
  deciding	
  how	
  to	
  do	
  it,	
  and	
  measuring	
  
yourself	
  against	
  your	
  own	
  objectives.	
  He	
  argues	
  that	
  although	
  this	
  process	
  seems	
  simple,	
  in	
  the	
  real	
  
world	
  this	
  is	
  complicated	
  since	
  works	
  of	
  art	
  are	
  about	
  quality	
  and	
  assessing	
  it	
  requires	
  a	
  definition	
  of	
  
quality.	
  This	
  depends	
  entirely	
  on	
  personal	
  values.	
  What	
  might	
  be	
  considered	
  as	
  a	
  delicatess	
  for	
  some	
  
may	
  not	
  be	
  considered	
  as	
  edible	
  for	
  others.	
  Thus	
  Matarasso	
  observes	
  that	
  most	
  art	
  evaluation	
  turns	
  into	
  
a	
  narrative	
  rather	
  than	
  offer	
  a	
  comparative	
  objective	
  study.	
  This	
  presents	
  ethical	
  and	
  methodological	
  
problems	
  which	
  Matarasso	
  discusses.	
  

	
  Matarasso	
  raises	
  the	
  question	
  of	
  ‘who’s	
  values’	
  are	
  being	
  assessed	
  and	
  answers	
  that	
  in	
  most	
  cases	
  
these	
  are	
  values	
  held	
  by	
  the	
  funders,	
  staff,	
  politicians,	
  the	
  media,	
  and	
  other	
  pressure	
  groups.	
  Matarasso	
  
argues	
  that	
  with	
  very	
  few	
  exceptions	
  the	
  participants	
  and	
  intended	
  beneficiaries	
  of	
  arts	
  projects	
  are	
  not	
  
involved	
  in	
  setting	
  the	
  objectives	
  or	
  in	
  determining	
  the	
  criteria	
  against	
  which	
  success	
  will	
  be	
  measured.	
  
They	
  are	
  in-­‐fact	
  excluded	
  from	
  participating	
  in	
  determining	
  the	
  process	
  although	
  it	
  may	
  have	
  a	
  lasting	
  
effect	
  on	
  them	
  as	
  individuals	
  and	
  on	
  their	
  communities.	
  Matarasso	
  states	
  that	
  it	
  must	
  be	
  recognized	
  
that	
  this	
  exclusion	
  has	
  an	
  important	
  political	
  context.	
  	
  

Matarasso	
  encourages	
  artists	
  to	
  not	
  feel	
  intimidated	
  by	
  evaluation	
  since	
  it	
  is	
  a	
  necessary	
  tool	
  for	
  
measuring	
  our	
  progress,	
  however,	
  he	
  says	
  that	
  the	
  arts	
  must	
  develop	
  an	
  approach	
  to	
  measurement	
  and	
  
evaluation	
  beyond	
  aesthetics.	
  Matarasso	
  observes	
  that	
  the	
  ethical	
  process	
  behind	
  evaluation	
  often	
  
means	
  that	
  human	
  dignity	
  will	
  be	
  considered	
  as	
  more	
  important	
  than	
  the	
  truth	
  since	
  it	
  is	
  the	
  work	
  of	
  
individuals	
  which	
  is	
  being	
  assessed	
  measuring	
  their	
  performance.	
  In	
  order	
  to	
  overcome	
  this	
  difficulty	
  he	
  
suggests	
  to	
  evaluate	
  work	
  within	
  its	
  own	
  context	
  thus	
  avoiding	
  situations	
  whereby	
  the	
  progress	
  of	
  
projects	
  carried	
  out	
  in	
  more	
  difficult	
  situations	
  will	
  be	
  measured	
  against	
  those	
  performed	
  where	
  adverse	
  
conditions	
  do	
  not	
  prevail.	
  Matarasso	
  calls	
  for	
  sensitivity	
  in	
  the	
  handling	
  of	
  information	
  about	
  the	
  
participants	
  being	
  evaluated	
  is	
  the	
  shape	
  of	
  privacy,	
  anonymity,	
  confidentiality.	
  He	
  calls	
  for	
  careful	
  
handling	
  of	
  the	
  outcomes	
  of	
  evaluations	
  which	
  may	
  damage	
  participants.	
  He	
  writes	
  that	
  while	
  this	
  is	
  not	
  
an	
  argument	
  for	
  allowing	
  poor	
  results,	
  the	
  long	
  term	
  effects	
  of	
  the	
  presentation	
  must	
  be	
  considered,	
  
and	
  while	
  a	
  reputation	
  may	
  easily	
  be	
  destroyed,	
  it	
  is	
  not	
  so	
  easily	
  recovered.	
  	
  

Matarasso	
  encourages	
  self-­‐assessment	
  since	
  it	
  encourages	
  participants	
  to	
  think	
  about	
  their	
  work	
  in	
  
critical	
  terms.	
  Matarasso	
  defines	
  a	
  linguistic	
  problem	
  in	
  involving	
  people	
  in	
  their	
  own	
  assessment	
  since	
  
different	
  concepts	
  and	
  terminologies	
  are	
  used	
  by	
  different	
  sectors,	
  thus	
  he	
  stresses	
  the	
  importance	
  of	
  
setting	
  a	
  principle	
  of	
  relevant	
  and	
  understandable	
  indicators.	
  

Matarasso	
  then	
  goes	
  on	
  to	
  define	
  a	
  context	
  for	
  art	
  evaluation,	
  calling	
  for	
  separate	
  evaluation	
  methods	
  
for	
  health	
  care	
  projects,	
  educational	
  projects,	
  he	
  calls	
  for	
  measures	
  to	
  be	
  taken	
  so	
  as	
  to	
  assure	
  the	
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scientific	
  objectivity	
  of	
  evaluations.	
  He	
  warns	
  of	
  the	
  misleading	
  attractiveness	
  of	
  figures	
  and	
  the	
  risk	
  of	
  
quantitative	
  information	
  and	
  outline	
  researches	
  and	
  approaches	
  to	
  qualitative	
  approaches.	
  	
  

Finally,	
  Matarasso	
  referrers	
  to	
  a	
  few	
  problems	
  arising	
  from	
  the	
  self-­‐evaluation	
  of	
  community	
  art	
  
projects.	
  Since	
  many	
  of	
  these	
  projects	
  lack	
  resources	
  and	
  thus	
  rely	
  on	
  the	
  work	
  of	
  volunteers,	
  Matarasso	
  
claims	
  that	
  this	
  lack	
  of	
  resources	
  is	
  reflected	
  in	
  poor	
  evaluation	
  and	
  unless	
  assessment	
  is	
  regarded	
  as	
  an	
  
essential	
  part	
  of	
  the	
  work	
  it	
  will	
  not	
  receive	
  appropriate	
  resources.	
  The	
  second	
  problem	
  he	
  outlines	
  is	
  
the	
  lack	
  of	
  evaluation	
  experience	
  and	
  skill	
  which	
  art	
  practitioners	
  are	
  likely	
  to	
  have.	
  The	
  third	
  problem	
  
Matarasso	
  touches	
  is	
  that	
  of	
  dissemination:	
  what	
  to	
  do	
  with	
  the	
  outcomes	
  of	
  evaluations?	
  If	
  the	
  social	
  
potential	
  of	
  arts	
  programs	
  is	
  to	
  be	
  better	
  understood	
  and	
  more	
  widely	
  used	
  as	
  a	
  tool	
  or	
  an	
  instrument	
  of	
  
public	
  policy,	
  not	
  only	
  will	
  serious	
  reliable	
  usable	
  evidence	
  must	
  be	
  produced,	
  but	
  consideration	
  must	
  be	
  
paid	
  to	
  the	
  dissemination	
  of	
  the	
  information.	
  	
  	
  	
  	
  

2.6.3.	
  	
  Matarasso	
  “Use	
  or	
  Ornament:	
  The	
  social	
  impact	
  of	
  participation	
  in	
  the	
  
arts”,	
  Commedia,	
  1997.	
  
Francois	
  Matarasso's	
  influential	
  1997	
  report	
  Use	
  or	
  Ornament?	
  Identified	
  50	
  possible	
  impacts	
  deriving	
  
from	
  involvement	
  in	
  participatory	
  arts	
  and.	
  To	
  date	
  this	
  is	
  the	
  most	
  extensive,	
  detailed	
  investigation	
  into	
  
the	
  effect	
  of	
  participatory	
  art	
  on	
  society,	
  tackling	
  every	
  aspect	
  of	
  social	
  life,	
  prudently	
  investigating	
  what	
  
can	
  and	
  what	
  cannot	
  be	
  expected	
  of	
  community	
  art	
  projects.	
  	
  Some	
  60	
  projects	
  were	
  looked	
  at	
  closely	
  
with	
  over	
  30	
  others	
  involved	
  more	
  peripherally.	
  They	
  ran	
  from	
  the	
  Western	
  Isles	
  to	
  the	
  Channel,	
  with	
  
excursions	
  to	
  Helsinki,	
  Derry	
  and	
  New	
  York,	
  and	
  included	
  rural,	
  small	
  town,	
  suburban,	
  city	
  and	
  
metropolitan	
  situations.	
  Their	
  character	
  and	
  purpose	
  was	
  equally	
  varied,	
  embracing	
  amateur	
  work,	
  
education	
  and	
  outreach	
  of	
  professional	
  companies,	
  community	
  arts	
  and	
  more.	
  Some	
  600	
  people	
  
contributed	
  through	
  interviews	
  and	
  discussion	
  groups,	
  and	
  many	
  more	
  were	
  observed	
  or	
  took	
  part	
  more	
  
informally.	
  In	
  total,	
  513	
  participants’	
  questionnaires	
  were	
  completed,	
  divided	
  fairly	
  equally	
  between	
  
adults	
  and	
  children.	
  Other	
  types	
  of	
  questionnaire	
  were	
  completed	
  by	
  over	
  500	
  people	
  involved	
  in	
  the	
  
various	
  case	
  studies.	
  
	
  “…	
  Recognizing	
  the	
  elusiveness	
  of	
  objectivity,	
  it	
  aspires	
  to	
  accuracy,	
  balance	
  and	
  questioning.	
  It	
  has	
  
pursued	
  understanding	
  rather	
  than	
  ‘the	
  truth’,	
  and	
  uncovered	
  more	
  questions	
  for	
  each	
  one	
  it	
  has	
  
answered.”	
  (80)	
  
	
  
The	
  research	
  found	
  that:	
  
•	
  Participation	
  in	
  the	
  arts	
  is	
  an	
  effective	
  route	
  for	
  personal	
  growth,	
  leading	
  to	
  enhanced	
  
Confidence,	
  skill-­‐building	
  and	
  educational	
  developments	
  which	
  can	
  improve	
  people’s	
  social	
  contacts	
  and	
  
employability.	
  
•	
  It	
  can	
  contribute	
  to	
  social	
  cohesion	
  by	
  developing	
  networks	
  and	
  understanding,	
  and	
  building	
  local	
  
capacity	
  for	
  organization	
  and	
  self-­‐determination.	
  
•	
  It	
  brings	
  benefits	
  in	
  other	
  areas	
  such	
  as	
  environmental	
  renewal	
  and	
  health	
  promotion,	
  and	
  injects	
  an	
  
element	
  of	
  creativity	
  into	
  organizational	
  planning.	
  
•	
  It	
  produces	
  social	
  change	
  which	
  can	
  be	
  seen,	
  evaluated	
  and	
  broadly	
  planned.	
  
•	
  It	
  represents	
  a	
  flexible,	
  responsive	
  and	
  cost-­‐effective	
  element	
  of	
  a	
  community	
  development	
  strategy.	
  

UNIVERSITAT ROVIRA I VIRGILI 
RECONCILIATION AND COMMUNITY DEVELOPMENT THROUGH COMMUNITY ART: AN INVESTIGATION INTO THE METHODOLOGIES EMPLOYED 
BY COMMUNITY ARTISTS 
Tamar Sharon 
Dipòsit Legal: T.611-2013 
 



63	
  
	
  

•	
  It	
  strengthens	
  rather	
  than	
  dilutes	
  Britain’s	
  cultural	
  life,	
  and	
  forms	
  a	
  vital	
  factor	
  of	
  success	
  rather	
  than	
  a	
  
soft	
  option	
  in	
  social	
  policy.	
  
Given	
  the	
  complexity	
  involved,	
  the	
  study	
  was	
  undertaken	
  as	
  a	
  first	
  step	
  into	
  this	
  area,	
  with	
  two	
  aims:	
  
•	
  To	
  identify	
  evidence	
  of	
  the	
  social	
  impact	
  of	
  participation	
  in	
  the	
  arts	
  at	
  amateur	
  or	
  community	
  level;	
  
•	
  To	
  identify	
  ways	
  of	
  assessing	
  social	
  impact	
  which	
  are	
  helpful	
  and	
  workable	
  for	
  policy-­‐	
  makers	
  and	
  
those	
  working	
  in	
  the	
  arts	
  or	
  social	
  fields.	
  
Working	
  papers	
  

Working	
  papers	
  were	
  commissioned	
  from	
  experts	
  in	
  various	
  fields,	
  enabling	
  the	
  research	
  to	
  target	
  
particular	
  areas	
  of	
  concern	
  and	
  broaden	
  the	
  field	
  of	
  research	
  to	
  include	
  material	
  from	
  the	
  USA	
  and	
  
Australia.	
  They	
  were:	
  
1	
  Defining	
  Values,	
  Evaluating	
  Arts	
  Programmes,	
  by	
  François	
  Matarasso,	
  explores	
  some	
  of	
  the	
  practical	
  
and	
  ethical	
  issues	
  involved	
  in	
  evaluating	
  the	
  arts.	
  
2	
  Creative	
  Accounting:	
  Beyond	
  the	
  Bottom	
  Line,	
  by	
  Sanjiv	
  Lingayah,	
  Alex	
  McGillivray	
  and	
  
Peter	
  Raynard	
  of	
  the	
  New	
  Economics	
  Foundation	
  looks	
  at	
  the	
  limitations	
  of	
  ‘hard’	
  economic	
  indicators.	
  
3	
  The	
  Art	
  of	
  Survival,	
  Investigating	
  creativity	
  in	
  humanitarian	
  aid	
  and	
  development,	
  by	
  Helen	
  
Gould,	
  is	
  the	
  first	
  account	
  of	
  the	
  use	
  of	
  the	
  arts	
  in	
  addressing	
  some	
  of	
  the	
  most	
  urgent	
  development	
  
problems	
  of	
  the	
  South.	
  
4	
  The	
  Tent	
  that	
  Covered	
  the	
  World:	
  Multiculturalism	
  and	
  the	
  V&A	
  Textile	
  Project,	
  by	
  Naseem	
  Khan,	
  uses	
  
an	
  ambitious	
  initiative	
  in	
  museum	
  education	
  to	
  question	
  the	
  nature	
  of	
  what	
  we	
  mean	
  by	
  
multiculturalism.	
  
5	
  In	
  The	
  Total	
  Balalaika	
  Show:	
  Shifting	
  Spaces,	
  Shifting	
  Identities,	
  Timo	
  Cantell	
  looks	
  at	
  how	
  a	
  single	
  
event	
  can	
  reflect	
  and	
  mark	
  fundamental	
  shifts	
  in	
  politics,	
  society	
  and	
  international	
  relations.	
  
6	
  Northern	
  Lights,	
  The	
  Social	
  Impact	
  of	
  the	
  Fèisean	
  (Gaelic	
  Festivals),	
  by	
  François	
  Matarasso,	
  reports	
  the	
  
detailed	
  findings	
  of	
  the	
  fèisean	
  case	
  study.	
  
7	
  In	
  Taliruni’s	
  Travellers:	
  An	
  arts	
  worker’s	
  view	
  of	
  evaluation,	
  Gerri	
  Moriarty	
  uses	
  her	
  long	
  experience	
  as	
  
a	
  community	
  theatre	
  worker	
  to	
  explore	
  the	
  problems	
  of	
  evaluation	
  and	
  offer	
  practical	
  advice.	
  
8	
  How	
  The	
  Arts	
  Measure	
  Up:	
  Australian	
  research	
  into	
  the	
  Social	
  Impact	
  of	
  the	
  Arts,	
  by	
  Deidre	
  
Williams	
  draws	
  on	
  her	
  recent	
  research	
  into	
  Australian	
  community	
  arts	
  to	
  underline	
  the	
  social	
  
importance	
  of	
  the	
  work.	
  
9	
  In	
  The	
  Public	
  Interest:	
  Making	
  art	
  that	
  makes	
  a	
  difference	
  in	
  the	
  United	
  States,	
  by	
  Lucy	
  Phillips	
  of	
  
BAAA,	
  looks	
  at	
  recent	
  American	
  debates	
  about	
  public	
  funding	
  and	
  the	
  different	
  roles	
  of	
  art	
  in	
  society.	
  
The	
  Creative	
  Bits,	
  a	
  report	
  on	
  the	
  social	
  impact	
  of	
  arts	
  projects	
  using	
  digital	
  technology	
  by	
  Owen	
  Kelly,	
  
Eva	
  Wojdat	
  and	
  Naseem	
  Khan,	
  was	
  also	
  published.	
  	
  
These	
  papers	
  were	
  the	
  context	
  and	
  source	
  for	
  the	
  research.	
  
	
  
THE	
  RESEARCH	
  THEMES	
  

In	
  planning	
  the	
  study,	
  six	
  broad	
  themes	
  were	
  identified	
  as	
  a	
  framework	
  through	
  which	
  to	
  organize	
  the	
  
material:	
  
•	
  Personal	
  development,	
  dealing	
  with	
  change	
  at	
  an	
  individual	
  level,	
  including	
  confidence,	
  education,	
  
skills,	
  social	
  networks	
  etc.	
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•	
  Social	
  cohesion	
  concerns	
  connections	
  between	
  people	
  and	
  groups,	
  intercultural	
  and	
  intergenerational	
  
understanding	
  and	
  fear	
  of	
  crime.	
  
•	
  Community	
  empowerment	
  and	
  self-­‐determination	
  addresses	
  organizational	
  capacity	
  building,	
  
consultation	
  and	
  involvement	
  in	
  democratic	
  processes	
  and	
  support	
  for	
  community-­‐led	
  initiatives.	
  
•	
  Local	
  image	
  and	
  identity	
  deals	
  with	
  sense	
  of	
  place	
  and	
  belonging,	
  local	
  distinctiveness	
  and	
  the	
  image	
  
of	
  groups	
  or	
  public	
  bodies.	
  
•	
  Imagination	
  and	
  vision	
  concerns	
  creativity,	
  professional	
  practice,	
  positive	
  risk	
  taking	
  and	
  touches	
  on	
  
expectations	
  and	
  symbols.	
  
•	
  Health	
  and	
  well-­‐being	
  looks	
  at	
  health	
  benefits	
  and	
  education	
  through	
  the	
  arts,	
  and	
  at	
  people’s	
  
enjoyment	
  of	
  life.	
  	
  
There	
  is	
  inevitably	
  a	
  certain	
  amount	
  of	
  overlap	
  between	
  these	
  categories,	
  and	
  there	
  may	
  be	
  other	
  areas	
  
of	
  impact	
  which	
  have	
  not	
  been	
  adequately	
  recognized,	
  but	
  they	
  allow	
  consistency	
  of	
  approach	
  to	
  the	
  
very	
  different	
  projects	
  studied,	
  and	
  enable	
  the	
  report	
  to	
  focus	
  on	
  themes	
  which	
  are	
  important	
  to	
  public	
  
social	
  policy,	
  rather	
  than	
  the	
  characteristics	
  of	
  individual	
  arts	
  projects.	
  
	
  
Principal	
  research	
  findings:	
  

Personal	
  development	
  
Participation	
  in	
  the	
  arts	
  can	
  have	
  a	
  significant	
  impact	
  on	
  people’s	
  self-­‐confidence,	
  and	
  as	
  a	
  result	
  on	
  
their	
  social	
  lives.	
  Many	
  participants	
  go	
  on	
  to	
  become	
  involved	
  in	
  other	
  community	
  activities	
  or	
  personal	
  
development	
  through	
  training.	
  Most	
  participants	
  have	
  gained	
  practical	
  and	
  social	
  skills	
  which	
  they	
  feel	
  
will	
  help	
  them	
  in	
  their	
  working	
  and	
  home	
  lives.	
  Teachers	
  identified	
  educational	
  benefits	
  to	
  
schoolchildren	
  in	
  several	
  areas	
  including	
  language	
  development,	
  creativity	
  and	
  social	
  skills.	
  A	
  significant	
  
proportion	
  of	
  adult	
  participants	
  have	
  been	
  encouraged	
  to	
  take	
  up	
  training	
  or	
  education	
  opportunities.	
  
Some	
  people,	
  especially	
  those	
  working	
  with	
  digital	
  technology,	
  have	
  found	
  work	
  as	
  a	
  result	
  of	
  being	
  
involved,	
  while	
  many	
  more	
  believe	
  that	
  their	
  new	
  skills	
  and	
  confidence	
  will	
  make	
  it	
  easier	
  for	
  them	
  to	
  
get	
  jobs.	
  
Social	
  cohesion	
  
Participatory	
  arts	
  projects	
  can	
  contribute	
  to	
  social	
  cohesion	
  in	
  several	
  ways.	
  At	
  a	
  basic	
  level,	
  they	
  bring	
  
people	
  together,	
  and	
  provide	
  neutral	
  spaces	
  in	
  which	
  friendships	
  can	
  develop.	
  They	
  encourage	
  
partnership	
  and	
  co-­‐operation.	
  There	
  was	
  also	
  evidence	
  that	
  the	
  community	
  development	
  aspects	
  of	
  
participatory	
  arts	
  projects	
  could	
  help	
  reduce	
  fear	
  of	
  crime	
  and	
  promotes	
  neighborhood	
  security.	
  
Projects	
  involving	
  offenders	
  in	
  the	
  UK,	
  the	
  United	
  States	
  and	
  Australia	
  also	
  show	
  important	
  
rehabilitation	
  benefits.	
  	
  
Community	
  empowerment	
  and	
  self-­‐determination	
  
Taking	
  part	
  in	
  local	
  arts	
  projects	
  is	
  a	
  popular	
  way	
  of	
  becoming	
  involved	
  in	
  community	
  activities;	
  (it	
  is	
  one	
  
of	
  the	
  top	
  6	
  reasons	
  for	
  volunteering	
  in	
  the	
  UK).	
  As	
  a	
  result	
  it	
  helps	
  build	
  organizational	
  skills	
  and	
  
capacity;	
  they	
  can	
  also	
  play	
  a	
  vital	
  role	
  in	
  the	
  regeneration	
  process,	
  facilitating	
  consultation	
  and	
  
partnership	
  between	
  residents	
  and	
  public	
  agencies.	
  Arts	
  projects	
  can	
  nurture	
  local	
  democracy.	
  They	
  
encourage	
  people	
  to	
  become	
  more	
  active	
  citizens,	
  and	
  strengthen	
  support	
  for	
  local	
  and	
  self-­‐help	
  
projects.	
  
Local	
  image	
  and	
  identity	
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Diagram	
  13:	
  6.3.6.	
  Methodology	
  for	
  the	
  Community	
  Artist	
  

This	
  diagram	
  demonstrates	
  a	
  suggested	
  methodology	
  process	
  where	
  movement	
  is	
  generated	
  from	
  the	
  
artist	
  outward	
  to	
  the	
  community.	
  Primarily	
  the	
  artist	
  discovers	
  and	
  develops	
  personal	
  ideologies	
  and	
  
ideas	
  concerning	
  community	
  art,	
  the	
  project	
  to	
  take	
  on	
  a	
  physical	
  form	
  once	
  decisions	
  are	
  made	
  about	
  
the	
  creative	
  process:	
  artistic	
  means,	
  time	
  frame.	
  

6.4.	
  Organizational	
  Methodology	
  for	
  Community	
  Artists	
  
This	
  research	
  focused	
  on	
  a	
  number	
  of	
  organizational	
  methodologies	
  relevant	
  to	
  the	
  community	
  artist.	
  
According	
  to	
  the	
  relevant	
  aspects	
  of	
  each	
  case	
  study	
  the	
  below	
  sub-­‐headings	
  were	
  discussed	
  at	
  length	
  in	
  
the	
  previous	
  chapter-­‐	
  please	
  refer	
  to	
  chapter	
  5:	
  	
  

6.4.1.	
  Staff	
  and	
  Training	
  
Some	
  organizations	
  work	
  with	
  people	
  who	
  are	
  trained	
  professionals	
  while	
  some	
  prefer	
  to	
  train	
  
community	
  members	
  as	
  part	
  of	
  the	
  project.	
  	
  

Engagement:	
  the	
  community	
  ar�s�c	
  	
  crea�ve	
  
process	
  ,	
  public	
  exposure	
  to	
  process	
  and/or	
  

peoduct,	
  ending	
  with	
  review	
  

Test	
  and	
  Modify:	
  	
  according	
  to	
  community	
  
response	
  

Develop:	
  plan	
  community	
  involvement	
  and	
  
par�cipa�on	
  un�l	
  a	
  working	
  model	
  emerges	
  

Design:	
  �me	
  frame,	
  scope,	
  ar�s�c	
  
means,	
  process,	
  product	
  

Discovery:	
  core	
  ideolofy,	
  aims,	
  
defini�ons	
  of	
  community	
  art	
  ,	
  
community,	
  aliena�on,	
  and	
  

reconcilia�ons	
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Professional	
  Training	
  

Training	
  for	
  Specific	
  Project	
  

Community	
  Training	
  

Staff	
  Support	
  

Number	
  of	
  People	
  Employed	
  

6.4.2.	
  Finanace	
  

Community	
  artists	
  must	
  develop	
  creative	
  thinking	
  in	
  order	
  to	
  obtain	
  financial	
  support	
  for	
  their	
  projects.	
  
Most	
  projects	
  are	
  in	
  some	
  way	
  financed	
  by	
  government	
  agencies.	
  At	
  times	
  the	
  expectations	
  made	
  of	
  the	
  
artists	
  are	
  unrealistically	
  high.	
  

Source	
  of	
  Finance	
  

Relationship	
  with	
  Funders	
  

6.4.3.	
  Longitudinal	
  effects	
  

Many	
  community	
  art	
  projects	
  continue,	
  evolve	
  and	
  develop	
  over	
  the	
  passage	
  of	
  time.	
  It	
  is	
  interesting	
  to	
  
observe	
  what	
  adaptations	
  the	
  organization	
  had	
  to	
  make	
  in	
  order	
  to	
  make	
  itself	
  relevant	
  to	
  its	
  situation.	
  	
  

Project	
  continuation	
  

Level	
  of	
  Community	
  Participation	
  Following	
  a	
  Project	
  

Project	
  Growth	
  and	
  Development	
  

Diversification	
  into	
  other	
  Fields	
  

Formation	
  of	
  Partnerships	
  

Identifiable	
  Reconciliation	
  

	
  

Chapter	
  7.	
  Hypothesis	
  developed:	
  Two	
  Methodologies,	
  Four	
  

aspects	
  
This	
  research	
  investigated	
  the	
  methodologies	
  of	
  community	
  artists.	
  The	
  capital	
  conclusion	
  I	
  have	
  
reached	
  is	
  that	
  at	
  the	
  core	
  of	
  the	
  community	
  artist’s	
  work	
  is	
  the	
  employment	
  of	
  two	
  methodologies	
  
operating	
  along	
  two	
  plains	
  which	
  do	
  cross	
  and	
  interconnect.	
  The	
  first	
  is	
  the	
  methodologies	
  of	
  the	
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community	
  artist	
  on	
  the	
  personal	
  and	
  artistic	
  level-­‐	
  what	
  is	
  the	
  social	
  ideology,	
  and	
  how	
  suitable	
  the	
  
methodology	
  is	
  to	
  the	
  specific	
  community.	
  	
  The	
  second	
  methodology	
  is	
  organizational-­‐	
  what	
  
partnerships	
  are	
  forged,	
  and	
  how	
  does	
  the	
  organization	
  care	
  for	
  itself.	
  	
  

Even	
  when	
  impact	
  rather	
  than	
  longevity	
  is	
  the	
  intent,	
  a	
  project	
  must	
  be	
  able	
  to	
  build,	
  grow	
  and	
  effect	
  a	
  
target	
  community	
  in	
  a	
  meaningful	
  way.	
  This	
  sort	
  of	
  development	
  usually	
  takes	
  time,	
  and	
  yet	
  funders,	
  
other	
  supporters,	
  and	
  partners	
  most	
  often	
  require	
  results	
  within	
  their	
  grantor	
  giving	
  cycle.	
  The	
  
community	
  artist’s	
  work	
  is	
  essentially	
  performed	
  in	
  adverse	
  conditions:	
  balancing	
  his/her	
  artistic	
  
methodologies	
  against	
  the	
  organizational	
  methodologies	
  which	
  often	
  contradict	
  each-­‐other.	
  Thus	
  under	
  
the	
  constraints	
  of	
  schedule	
  and	
  funding	
  the	
  artist	
  must	
  maintain	
  integrity	
  to	
  maintain	
  ideology	
  and	
  
quality.	
  	
  	
  

From	
  my	
  research	
  two	
  aspects	
  of	
  the	
  community	
  artist’s	
  methodology	
  occupied	
  the	
  artists	
  themselves-­‐	
  
the	
  first	
  is	
  personal	
  ideology,	
  and	
  the	
  second	
  is	
  the	
  specific	
  community.	
  Similarly,	
  two	
  aspects	
  of	
  the	
  
organizational	
  methodology	
  were	
  emphasized	
  and	
  repeated:	
  	
  partnerships,	
  and	
  care	
  for	
  the	
  care-­‐taker.	
  I	
  
will	
  now	
  expand	
  on	
  these	
  four	
  methodological	
  aspects	
  which	
  I	
  refer	
  to	
  as	
  the	
  arms	
  and	
  legs	
  of	
  
community	
  art.	
  	
  

7.1	
  Artistic	
  Methodology:	
  Ideology	
  

The	
  case	
  studies	
  studied	
  within	
  this	
  research	
  all	
  demonstrate	
  that	
  the	
  artist’s	
  engagement	
  with	
  
community	
  art	
  is	
  deeply	
  rooted	
  in	
  an	
  ideological	
  endeavor	
  which	
  ‘sets	
  the	
  scene’	
  for	
  their	
  methodology.	
  
Thus	
  demonstrating	
  that	
  the	
  methodologies	
  observed	
  in	
  this	
  research	
  are	
  a	
  physical	
  manifestation	
  of	
  
the	
  artist’s	
  ideology.	
  The	
  community	
  artist	
  has	
  to	
  have	
  sufficient	
  integrity	
  so	
  as	
  to	
  allow	
  for	
  the	
  
crystallization	
  of	
  attitudes	
  and	
  ideas,	
  in	
  other	
  words	
  the	
  community	
  artist	
  does	
  not	
  enter	
  a	
  project	
  as	
  an	
  
ideological	
  ‘tabula	
  rasa’	
  but	
  the	
  opposite.	
  Below	
  is	
  a	
  brief	
  description	
  of	
  the	
  ideologies	
  of	
  each	
  of	
  the	
  
case	
  studies.	
  	
  	
  

Martin	
  Lynch-­‐working	
  class	
  

The	
  work	
  of	
  Martin	
  Lynch	
  in	
  Northern	
  Ireland	
  was	
  rooted	
  in	
  the	
  endeavor	
  to	
  provide	
  a	
  voice	
  for	
  people	
  
of	
  the	
  working	
  class.	
  Lynch	
  explains	
  that	
  it	
  does	
  not	
  matter	
  which	
  religion	
  you	
  belong	
  to-­‐	
  being	
  poor	
  
means	
  social	
  exclusion	
  from	
  art	
  and	
  culture	
  in	
  Ireland	
  where	
  the	
  arts	
  were	
  thought	
  of	
  as	
  the	
  realm	
  of	
  
the	
  upper	
  and	
  middle	
  class.	
  “There	
  was	
  a	
  notion	
  that	
  you	
  had	
  to	
  be	
  born	
  extremely	
  talented	
  and	
  have	
  a	
  
good	
  education	
  in	
  order	
  to	
  become	
  an	
  artist	
  or	
  writer.	
  CAF	
  rejected	
  that.	
  We	
  felt	
  that	
  people	
  born	
  in	
  
Ardoyne,	
  Sandy	
  Row	
  and	
  Rathcoole	
  could	
  be	
  as	
  innately	
  talented,	
  but	
  would	
  never	
  see	
  the	
  realisation	
  of	
  
this	
  talent	
  because	
  society	
  would	
  not	
  allow	
  them”.(461)	
  	
  

Mari	
  Gardner-­‐	
  safe	
  space	
  

The	
  work	
  of	
  Mari	
  Gardner	
  is	
  rooted	
  in	
  the	
  establishment	
  of	
  a	
  ‘safe	
  space’	
  for	
  people	
  marginalized	
  by	
  
race	
  and	
  poverty.	
  Grounded	
  by	
  the	
  ideologies	
  presented	
  by	
  Paulo	
  Friere	
  (see	
  chapter	
  2.1),	
  the	
  Brazilian	
  
educator	
  who	
  wrote	
  the	
  famous	
  book	
  “Pedagoay	
  of	
  the	
  Oppressed”	
  in	
  1968,	
  Gardner	
  practices	
  Friere’s	
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Liberatory	
  Education	
  which	
  maintains	
  that	
  it	
  is	
  the	
  collective	
  responsibility	
  of	
  learners,	
  teachers,	
  and	
  the	
  
community	
  alike	
  to	
  seek	
  political	
  as	
  well	
  as	
  economic	
  and	
  personal	
  empowerment	
  through	
  dialogue.	
  For	
  
Gardner	
  it	
  is	
  through	
  the	
  creation	
  of	
  a	
  ‘safe	
  space’	
  that	
  people	
  are	
  encouraged	
  to	
  come	
  together	
  to	
  
engage	
  in	
  creative	
  activity.	
  	
  	
  	
  	
  

“Grounded	
  in	
  social	
  justice,	
  the	
  intention	
  of	
  community	
  art	
  is	
  to	
  unearth	
  and	
  facilitate	
  the	
  voice	
  of	
  the	
  
community	
  and	
  to	
  empower	
  those	
  who	
  have	
  been	
  marginalized	
  by	
  the	
  larger	
  society”	
  (Mari	
  Gardner	
  
questionnaire,	
  Appendix	
  II)	
  

Adi	
  Yekutieli-­‐	
  common	
  ground	
  

The	
  work	
  of	
  Adi	
  Yekutieli	
  is	
  grounded	
  in	
  the	
  search	
  for	
  a	
  common	
  ground,	
  appealing	
  to	
  the	
  human	
  
qualities	
  of	
  participants	
  rather	
  than	
  political,	
  religious,	
  or	
  class.	
  Yekutieli	
  does	
  not	
  focus	
  on	
  who	
  we	
  are,	
  
but	
  what	
  we	
  are	
  as	
  a	
  basis	
  for	
  establishing	
  collaborations.	
  By	
  dealing	
  with	
  issues	
  related	
  to	
  our	
  
psychological	
  existence	
  regarding	
  the	
  relationships	
  between	
  people	
  within	
  families,	
  motherhood,	
  
personal	
  interests	
  in	
  subjects	
  such	
  as	
  music,	
  Yekutieli	
  seeks	
  to	
  find	
  similarities	
  rather	
  than	
  differences.	
  

Lily	
  Yeh-­‐	
  finding	
  light	
  in	
  the	
  darkest	
  places	
  

The	
  work	
  of	
  Lily	
  Yeh	
  is	
  rooted	
  in	
  the	
  Budhist	
  ideology	
  of	
  the	
  Ying	
  and	
  the	
  Yang.	
  Light	
  and	
  darkness	
  are	
  
intrinsically	
  joined.	
  Light	
  is	
  defined	
  by	
  shadows.	
  Yeh	
  grew	
  up	
  in	
  china,	
  and	
  through	
  Buddhist	
  philosophy	
  
understood	
  that	
  the	
  world	
  is	
  made	
  of	
  two	
  opposing	
  conflicting	
  forces	
  which	
  must	
  appear	
  simultaneously	
  
and	
  always	
  in	
  the	
  company	
  of	
  each-­‐other,	
  these	
  two	
  are	
  always	
  moving	
  each	
  having	
  a	
  seed	
  of	
  the	
  other	
  
and	
  will	
  eventually	
  become	
  its	
  opposite.	
  “…This	
  understanding	
  makes	
  me	
  see	
  things	
  differently.	
  When	
  I	
  
see	
  poverty	
  brokenness	
  and	
  crime	
  I	
  also	
  see	
  the	
  resources	
  on	
  the	
  other	
  side	
  of	
  the	
  coin.	
  When	
  I	
  stepped	
  
into	
  the	
  project	
  I	
  was	
  lacking	
  in	
  every	
  way.	
  These	
  weakness	
  became	
  my	
  most	
  powerful	
  tool	
  in	
  realizing	
  
the	
  project.	
  Because	
  I	
  was	
  lacking,	
  I	
  needed	
  help.”	
  (462)	
  

Maud	
  Clark-­‐	
  Calling	
  the	
  Spirit	
  
Maud	
  Clark	
  describes	
  her	
  work	
  as	
  a	
  spiritual	
  journey	
  in	
  which	
  through	
  theatre	
  Clark	
  seeks	
  to	
  “call	
  the	
  
spirit	
  back”	
  into	
  the	
  bodies	
  of	
  the	
  people	
  who	
  have	
  been	
  denied	
  it	
  	
  and	
  described	
  the	
  arts	
  as	
  "soul	
  food"	
  
of	
  which	
  many	
  people	
  living	
  in	
  our	
  society	
  are	
  systematically	
  denied:	
  "The	
  arts	
  are	
  really	
  imperative	
  for	
  
all	
  of	
  us	
  as	
  human	
  beings,"	
  she	
  said.	
  "So	
  many	
  marginalized	
  people	
  simply	
  don't	
  have	
  that	
  access.”(463)	
  
The	
  idea	
  behind	
  HighWater	
  was	
  the:	
  “…creation	
  of	
  a	
  safe	
  space	
  environment	
  where	
  the	
  emotional	
  
torrents	
  that	
  raged	
  within	
  or	
  numbed	
  them	
  could	
  be	
  summoned….	
  Give	
  them	
  the	
  time	
  they	
  needed	
  to	
  
make	
  those	
  steps	
  beyond	
  the	
  shame	
  of	
  feeling	
  stupid…for	
  a	
  teacher	
  to	
  be	
  there	
  at	
  the	
  moment	
  an	
  
individual	
  was	
  ready.	
  To	
  take	
  the	
  hand	
  of	
  the	
  child	
  that	
  wanted	
  to	
  learn	
  but	
  who	
  could	
  never	
  survive	
  in	
  a	
  
large	
  classroom…I’ve	
  come	
  to	
  realize	
  that	
  in	
  a	
  world	
  where	
  so	
  much	
  is	
  unequal-­‐	
  creativity	
  is	
  the	
  great	
  
equalizer.	
  And	
  I	
  would	
  go	
  so	
  far	
  as	
  to	
  say	
  that	
  it	
  is	
  the	
  only	
  point	
  of	
  equal	
  meeting	
  for	
  many	
  of	
  the	
  lives	
  
we	
  work	
  with.”(464)	
  	
  
“Many	
  will	
  not	
  understand	
  the	
  importance	
  of	
  the	
  freedom	
  that	
  creativity	
  can	
  give	
  to	
  lives	
  that	
  are	
  
trapped;	
  but	
  if	
  you	
  are	
  in	
  a	
  prison	
  or	
  living	
  on	
  the	
  street	
  or	
  living	
  in	
  a	
  situation	
  predicated	
  by	
  violence	
  and	
  
neglect,	
  if	
  you	
  are	
  always	
  unequal,	
  unheard,	
  spoken	
  for,	
  spoken	
  about,	
  your	
  life	
  and	
  who	
  you	
  are	
  defined	
  
by	
  the	
  experts	
  -­‐	
  the	
  psychologists,	
  lawyers,	
  case	
  workers	
  -­‐	
  none	
  of	
  whom	
  know	
  half	
  of	
  it	
  -­‐	
  then	
  theatre	
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can	
  be	
  life	
  changing	
  and	
  in	
  some	
  cases	
  life-­‐saving.	
  The	
  theatre	
  I	
  have	
  worked	
  with	
  is	
  about	
  empowering	
  
those	
  people	
  who	
  do	
  know	
  the	
  half	
  of	
  it	
  because	
  they	
  have	
  lived	
  it	
  so	
  that	
  they	
  can	
  give	
  life	
  to	
  their	
  own	
  
stories,	
  telling	
  it	
  in	
  such	
  a	
  way	
  that	
  audiences	
  catch	
  a	
  glimmer,	
  a	
  breath,	
  a	
  cell	
  memory	
  and	
  as	
  humans	
  
we	
  are	
  all	
  the	
  richer.”(465)	
  	
  
Amir	
  Baumfeld-­‐	
  Higher	
  consciousness	
  through	
  creativity	
  

For	
  Amir	
  Baumfeld	
  Collective	
  Group	
  Artwork	
  is	
  a	
  spiritual	
  endeavor,	
  deeply	
  rooted	
  in	
  the	
  employment	
  of	
  
creative	
  frequencies	
  aimed	
  to	
  create	
  an	
  exciting	
  sense	
  of	
  fraternity	
  inspiring	
  participation	
  and	
  
collaboration,	
  as	
  the	
  starting	
  point	
  for	
  seeking	
  a	
  higher	
  consciousness	
  both	
  on	
  a	
  personal	
  as	
  well	
  as	
  on	
  
the	
  group	
  level.	
  Baumfeld:	
  “The	
  language	
  of	
  creativity	
  is	
  a	
  frequency-­‐	
  a	
  very	
  high	
  one,	
  which	
  we	
  are	
  all	
  
connected	
  to	
  on	
  the	
  universal	
  level	
  of	
  our	
  existence.	
  Children,	
  for	
  example,	
  are	
  connected	
  ‘on-­‐line’	
  to	
  this	
  
frequency.	
  Every	
  child	
  is	
  connected.	
  At	
  some	
  point	
  we	
  lose	
  this	
  frequency	
  and	
  we	
  are	
  no	
  longer	
  in	
  
reception.	
  My	
  work	
  with	
  youths	
  and	
  groups	
  is	
  to	
  re-­‐connect	
  with	
  this	
  frequency.	
  This	
  development,	
  a	
  
non-­‐verbal	
  state	
  can	
  be	
  reached	
  through	
  creativity.	
  I	
  see	
  an	
  artist	
  in	
  everyone.”	
  (466)	
  

Baumfeld’s	
  role	
  was	
  often	
  referred	
  to	
  by	
  his	
  project’s	
  participants	
  as	
  the	
  “motor”,	
  initializing	
  the	
  motion	
  
and	
  maintaining	
  it	
  until	
  realization	
  of	
  the	
  goal.	
  Baumfeld	
  describes	
  this	
  motion	
  as	
  two	
  dimensional	
  upon	
  
embarking	
  on	
  a	
  project,	
  and	
  sees	
  himself	
  as	
  responsible	
  for	
  creating	
  an	
  energetic	
  vortex	
  directing	
  the	
  
whirl	
  upwards,	
  thus	
  creating	
  three	
  dimensional	
  motion.	
  Baumfeld	
  is	
  aware	
  of	
  the	
  importance	
  of	
  the	
  
occurrences	
  of	
  unexpected	
  events	
  within	
  the	
  Collective	
  Group	
  Artwork,	
  and	
  of	
  his	
  role	
  as	
  a	
  vessel	
  
containing	
  the	
  project,	
  allowing	
  ideas	
  to	
  flow	
  to	
  him	
  and	
  through	
  him.	
  

Baumfeld’s	
  central	
  working	
  tool	
  is	
  the	
  Circle	
  which	
  too	
  is	
  deeply	
  grounded	
  in	
  ideology.	
  Baunfeld	
  defines	
  
the	
  Circle	
  as	
  an	
  event	
  which	
  exists	
  when	
  each	
  individual	
  brings	
  his	
  whole	
  self	
  to	
  the	
  Circle’s	
  Centre,	
  thus	
  
something	
  larger	
  than	
  the	
  sum	
  of	
  participants	
  is	
  created.	
  For	
  Baumfeld	
  the	
  Circle	
  is	
  a	
  multi-­‐layered	
  
concept	
  which	
  includes	
  the	
  group,	
  the	
  dynamics,	
  as	
  well	
  as	
  relations	
  and	
  communication	
  within	
  it.	
  
Baumfeld	
  stresses	
  that	
  the	
  Circle	
  implies	
  the	
  geometric	
  mystic	
  meaning	
  of	
  a	
  geometric	
  shape.	
  

Mural	
  Arts	
  Program	
  (MAP)-­‐	
  commitment	
  to	
  art	
  and	
  to	
  the	
  process	
  

Jane	
  Golden-­‐	
  MAP	
  founder	
  and	
  director,	
  uses	
  as	
  a	
  personal	
  and	
  professional	
  mantra	
  three	
  words:	
  Art	
  
Saves	
  Lives.	
  It	
  is	
  with	
  this	
  conviction	
  that	
  the	
  organization	
  continually	
  enhances	
  its	
  programs	
  and	
  
embarks	
  on	
  special	
  initiatives	
  that	
  will	
  continue	
  to	
  challenge	
  and	
  inspire	
  the	
  many	
  individuals	
  whose	
  
lives	
  are	
  touched	
  by	
  Philadelphia’s	
  murals.	
  

Below	
  is	
  the	
  Mural	
  Arts	
  Program	
  (MAP)	
  “Pallet	
  of	
  Core	
  Beliefs”	
  as	
  appeared	
  on	
  the	
  MAP	
  internet	
  site	
  on	
  
May	
  2012.	
  Written	
  in	
  a	
  street-­‐wise	
  fashion,	
  using	
  slang	
  words	
  and	
  ‘hip’	
  phrasing,	
  this	
  ‘manifesto’	
  
confesses	
  the	
  organization’s	
  commitment	
  to	
  art,	
  to	
  the	
  community,	
  and	
  to	
  the	
  process.	
  This	
  is	
  the	
  MAP	
  
ideology	
  which	
  is	
  consistently	
  repeated	
  in	
  each	
  and	
  every	
  of	
  its	
  endeavors-­‐	
  total	
  commitment.	
  

	
  “Art	
  Ignites	
  Change	
  Art	
  heals,	
  art	
  unites,	
  and	
  art	
  changes	
  minds	
  in	
  a	
  convincing	
  fashion.	
  Art	
  drives	
  the	
  
agenda.	
  Great	
  art	
  is	
  never	
  silent,	
  can't	
  be	
  ignored,	
  and	
  serves	
  poorly	
  the	
  status	
  quo.	
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Stories	
  Must	
  be	
  Told	
  The	
  sublime	
  power	
  of	
  narrative	
  drives	
  our	
  lives.	
  Stories	
  well	
  told	
  will	
  shine	
  
transformative	
  light	
  into	
  dark	
  corners.	
  

We	
  Beats	
  Me	
  It's	
  simple.	
  We	
  work	
  in	
  conspiring	
  teams	
  whose	
  goal	
  is	
  gestalt.	
  Everything	
  we	
  do	
  is	
  by	
  and	
  
for	
  the	
  community.	
  There's	
  no	
  "I"	
  in	
  mural.	
  

It	
  Ain't	
  About	
  the	
  Paint	
  What	
  we	
  do	
  is	
  deceptively	
  complex.	
  What	
  drives	
  us	
  is	
  the	
  opportunity	
  to	
  help	
  life	
  
triumph	
  over	
  the	
  forces	
  of	
  despair.	
  We	
  just	
  happen	
  to	
  be	
  good	
  at	
  painting	
  murals.	
  	
  

Make	
  Promises	
  and	
  Keep	
  Them	
  We're	
  an	
  antsy	
  bunch,	
  and	
  proactively	
  committed	
  to	
  the	
  commitment	
  to	
  
be	
  proactive.	
  When	
  we	
  walk	
  into	
  a	
  room	
  ,	
  we	
  walk	
  in	
  ready	
  to	
  make	
  great	
  things	
  happen.	
  And	
  when	
  we	
  
say	
  we	
  will,	
  we	
  will.	
  	
  

Take	
  Turns	
  There	
  is	
  no	
  such	
  thing	
  as	
  not	
  my	
  job.	
  We	
  expect	
  to	
  take	
  on	
  unexpected	
  burdens	
  when	
  it's	
  our	
  
turn	
  to	
  do	
  so.	
  

Think	
  Deeply,	
  Create	
  Fearlessly	
  The	
  surface	
  is	
  something	
  to	
  get	
  beyond.	
  And	
  because	
  we	
  have	
  each	
  
other's	
  back,	
  we	
  go	
  beyond	
  in	
  bold	
  fashion.	
  

Expect	
  Permission	
  /	
  Ask	
  Forgiveness	
  Bureaucracy	
  has	
  its	
  place.	
  Just	
  not	
  in	
  our	
  mindset.	
  

The	
  Biggest	
  Risk	
  May	
  Be	
  Not	
  Taking	
  It	
  Why	
  look	
  back	
  on	
  a	
  life	
  not	
  lived?	
  We	
  see	
  our	
  chances	
  and	
  we	
  
take	
  'em.	
  

Art	
  Is	
  An	
  Economic	
  Engine	
  This	
  is	
  not	
  art	
  for	
  art's	
  sake.	
  Our	
  institutional	
  wisdom	
  and	
  intellectual	
  
property	
  have	
  value,	
  add	
  value,	
  and	
  are	
  valuable.	
  There's	
  no	
  shame	
  in	
  earning	
  fair	
  compensation	
  for	
  
unique	
  professional	
  expertise.	
  

Yo,	
  This	
  is	
  Fun!	
  We're	
  from	
  Philly.	
  We're	
  for	
  Philly.	
  And	
  we're	
  having	
  a	
  hell	
  of	
  a	
  good	
  time."We’re	
  an	
  
antsy	
  bunch,	
  and	
  proactively	
  committed.	
  When	
  we	
  walk	
  into	
  a	
  room,	
  we	
  walk	
  in	
  ready	
  to	
  make	
  great	
  
things	
  happen.	
  And	
  when	
  we	
  say	
  we	
  will,	
  we	
  will."	
  

	
  
Suzan	
  Cervantes-­‐	
  Serving	
  the	
  Community	
  
Throughout	
  the	
  interviews	
  with	
  Cervantes	
  the	
  issue	
  of	
  being	
  of	
  service	
  and	
  the	
  ability	
  to	
  serve	
  the	
  
community	
  continuously	
  repeated.	
  	
  
Most	
  of	
  the	
  mural	
  work	
  is	
  done	
  on	
  location	
  in	
  schools,	
  community	
  centers,	
  parks,	
  hospitals	
  etc...	
  The	
  
communities	
  we	
  serve	
  request	
  a	
  collaborative	
  process.	
  	
  They	
  want	
  to	
  experience	
  it	
  for	
  themselves	
  and	
  
build	
  something	
  together.”(S.	
  Cervantes	
  interview	
  5.12.2011,	
  see	
  appendix	
  VII)	
  

For	
  some	
  of	
  the	
  artists	
  studies	
  within	
  this	
  research	
  it	
  was	
  a	
  case	
  of	
  suitability	
  of	
  the	
  artist’s	
  ideology	
  to	
  
the	
  specific	
  community,	
  time	
  and	
  place,	
  and	
  for	
  some	
  ideologies	
  develop	
  and	
  conglomerate	
  as	
  
projects	
  progress,	
  making	
  the	
  ideology	
  relevant	
  to	
  the	
  specific	
  community.	
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7.2	
  Artistic	
  Methodology-­‐	
  Addressing	
  the	
  Specific	
  Community:	
  Youth	
  
Development	
  
	
  
The	
  case	
  studies	
  studied	
  in	
  this	
  research	
  intended	
  to	
  serve	
  either	
  youths	
  or	
  local	
  communities,	
  or	
  both	
  
and	
  although	
  all	
  artists	
  have	
  worked	
  with	
  entire	
  communities	
  the	
  focus	
  of	
  their	
  work	
  was	
  youths.	
  For	
  
this	
  reason	
  I	
  have	
  chosen	
  to	
  focus	
  on	
  working	
  methodologies	
  with	
  youths.	
  In	
  general	
  from	
  my	
  research	
  I	
  
have	
  observed	
  that	
  the	
  working	
  methodology	
  with	
  youths	
  differs	
  from	
  community	
  methodology	
  which	
  
is	
  more	
  heterogeneous.	
  	
  	
  

Youths	
  in	
  general	
  are	
  at	
  a	
  point	
  where	
  community	
  art	
  is	
  particularly	
  suitable	
  to	
  their	
  development:	
  they	
  
are	
  physically	
  and	
  mentally	
  capable	
  to	
  address	
  ideas	
  and	
  responsibility,	
  they	
  are	
  at	
  a	
  crucial	
  
developmental	
  stage	
  where	
  community	
  interaction	
  is	
  of	
  paramount	
  importance,	
  and	
  they	
  are	
  not	
  
usually	
  obliged	
  to	
  take	
  on	
  the	
  responsibility	
  and	
  work	
  load	
  of	
  adulthood	
  giving	
  them	
  time	
  to	
  further	
  
form	
  their	
  ideas.	
  	
  

In	
  an	
  article	
  written	
  by	
  the	
  Mount	
  Sinai	
  Adolescent	
  Health	
  Center	
  describing	
  the	
  Positive	
  Youth	
  
Development	
  (PYD)	
  paradigm,	
  it	
  stated	
  that	
  “Despite	
  popular	
  images	
  of	
  adolescence	
  as	
  a	
  period	
  of	
  
mindless	
  fun	
  and	
  self-­‐absorption,	
  adolescents	
  present	
  enormous	
  challenges	
  for	
  health	
  and	
  mental	
  
health	
  agencies	
  and	
  are	
  classified	
  as	
  a	
  “population	
  at	
  risk”	
  Youth	
  Development	
  programs	
  must	
  deal	
  
with:	
  lack	
  of	
  health	
  insurance	
  and	
  access	
  to	
  health	
  care	
  and	
  health	
  information	
  among	
  teens,	
  the	
  easy	
  
availability	
  of	
  drugs,	
  the	
  psychosocial	
  sequella	
  of	
  exposure	
  to	
  violence	
  in	
  schools	
  and	
  communities,	
  
physical	
  &	
  sexual	
  abuse,	
  incest	
  and	
  sexual	
  assault.	
  These	
  combine	
  with	
  normative	
  adolescent	
  risk	
  
behaviors	
  to	
  produce	
  an	
  often-­‐volatile	
  mix	
  raising	
  the	
  probability	
  of	
  alcohol	
  and	
  drug	
  abuse	
  and	
  
addiction,	
  unplanned	
  pregnancy,	
  HIV/AIDS	
  &	
  STI’s.	
  	
  Traditional	
  health	
  promotion	
  generally	
  starts	
  with	
  
the	
  real	
  and/or	
  potential	
  problems	
  of	
  adolescence	
  and	
  works	
  back	
  toward	
  prevention	
  and	
  the	
  
promotion	
  of	
  positive	
  outcomes.	
  (467)	
  Thus	
  adolescence	
  could	
  be	
  regarded	
  as	
  both	
  a	
  ‘high	
  risk’	
  as	
  well	
  as	
  
a	
  ‘high	
  opportunity’	
  time	
  frame	
  for	
  those	
  wishing	
  to	
  become	
  involved.	
  	
  

The	
  U.S	
  National	
  Research	
  Council	
  identifies	
  four	
  distinct	
  youth	
  development	
  domains:	
  physical	
  
development,	
  intellectual	
  development,	
  psychological	
  and	
  emotional	
  development	
  and	
  social	
  
development.	
  These	
  domains	
  represent	
  research	
  on	
  what	
  qualities	
  successful	
  individuals	
  share	
  even	
  in	
  
the	
  midst	
  of	
  trying	
  circumstances,	
  and	
  can	
  promote	
  effective	
  program	
  design,	
  implementation	
  and	
  
evaluation.	
  The	
  report	
  suggests	
  that	
  the	
  more	
  assets	
  a	
  young	
  person	
  has,	
  the	
  more	
  likely	
  s/he	
  will	
  
experience	
  future	
  or	
  current	
  well-­‐being.	
  They	
  also	
  note	
  that,	
  “it	
  is	
  beneficial	
  to	
  have	
  assets	
  in	
  each	
  of	
  
the	
  four	
  general	
  categories”	
  and	
  “within	
  each	
  general	
  category,	
  one	
  can	
  do	
  quite	
  well	
  with	
  only	
  a	
  subset	
  
of	
  the	
  many	
  characteristics	
  listed”(468).	
  

The	
  full	
  list	
  of	
  personal	
  and	
  social	
  assets	
  includes:	
  
Physical	
  Development	
  

• Good	
  health	
  habits	
  
• Good	
  health	
  risk-­‐management	
  skills	
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Intellectual	
  Development	
  

• Knowledge	
  of	
  essential	
  life	
  skills	
  
• Knowledge	
  of	
  essential	
  vocational	
  skills	
  
• School	
  success	
  
• Rational	
  habits	
  of	
  mind	
  —	
  critical	
  thinking	
  and	
  reasoning	
  skills	
  
• In-­‐depth	
  knowledge	
  of	
  more	
  than	
  one	
  culture	
  
• Good	
  decision-­‐making	
  skills	
  
• Knowledge	
  of	
  skills	
  needed	
  to	
  navigate	
  through	
  multiple	
  cultural	
  

contexts	
  

Psychological	
  and	
  Emotional	
  Development	
  

• Good	
  mental	
  health,	
  including	
  positive	
  self-­‐regard	
  
• Good	
  emotional	
  self-­‐regulation	
  skills	
  
• Good	
  coping	
  skills	
  
• Good	
  conflict-­‐resolution	
  skills	
  
• Mastery	
  motivation	
  and	
  positive	
  achievement	
  motivation	
  
• Confidence	
  in	
  one’s	
  personal	
  efficacy	
  
• “Planfulness”	
  —	
  planning	
  for	
  the	
  future	
  and	
  future	
  life	
  events	
  
• Sense	
  of	
  personal	
  autonomy/responsibility	
  for	
  self	
  
• Optimism	
  coupled	
  with	
  realism	
  
• Coherent	
  and	
  positive	
  personal	
  and	
  social	
  identity	
  
• Prosocial	
  and	
  culturally	
  sensitive	
  values	
  
• Spirituality	
  or	
  a	
  sense	
  of	
  a	
  “larger”	
  purpose	
  in	
  life	
  
• Strong	
  moral	
  character	
  
• A	
  commitment	
  to	
  good	
  use	
  of	
  time	
  

Social	
  Development	
  

• Connectedness	
  —	
  perceived	
  good	
  relationships	
  and	
  trust	
  with	
  parents,	
  peers	
  and	
  some	
  other	
  
adults	
  

• Sense	
  of	
  social	
  place/integration	
  —	
  being	
  connected	
  and	
  valued	
  by	
  larger	
  social	
  networks	
  
• Attachment	
  to	
  prosocial/conventional	
  institutions,	
  such	
  as	
  school,	
  church,	
  nonschool	
  youth	
  

programs	
  
• Ability	
  to	
  navigate	
  in	
  multiple	
  cultural	
  contexts	
  
• Commitment	
  to	
  civic	
  engagement.	
  (73-­‐74)	
  

Using	
  this	
  list,	
  youth	
  development	
  programs	
  can	
  set	
  goals,	
  evaluate	
  procedures	
  and	
  create	
  new	
  
programming.	
  While	
  no	
  one	
  program	
  can	
  (or	
  should)	
  try	
  to	
  promote	
  all	
  of	
  these	
  assets,	
  a	
  clear	
  focus	
  on	
  
what	
  values	
  steer	
  a	
  program	
  can	
  help	
  guide	
  the	
  services,	
  supports	
  and	
  opportunities	
  provided	
  to	
  their	
  
youth.	
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In	
  her	
  essay	
  titled:	
  “Models	
  for	
  Working	
  with	
  Youth	
  in	
  Community	
  Arts”,	
  Stephani	
  Etheridge	
  
Woodson(469),	
  highlighted	
  a	
  number	
  of	
  methodologies	
  for	
  the	
  community	
  artist.	
  Ethridge	
  referred	
  to	
  the	
  
power	
  issue.	
  Generally,	
  youth	
  development	
  programs	
  do	
  not	
  automatically	
  separate	
  young	
  people	
  into	
  
age	
  categories	
  but	
  tend	
  to	
  allow	
  young	
  people	
  to	
  self-­‐segregate.	
  Power	
  and	
  status	
  is	
  constructed	
  quite	
  
differently	
  in	
  youth	
  development	
  models	
  than	
  in	
  educative	
  models.	
  For	
  one	
  thing,	
  status	
  and	
  power	
  are	
  
less	
  fixed.	
  That	
  is	
  not	
  to	
  say	
  that	
  power	
  and	
  hierarchy	
  are	
  not	
  present,	
  as	
  all	
  groups	
  of	
  people	
  use	
  power	
  
and	
  position	
  to	
  organize	
  themselves.	
  Status,	
  however	
  is	
  less	
  automatic,	
  and	
  power	
  flows	
  more	
  freely	
  
within	
  a	
  youth	
  development	
  paradigm.	
  This	
  flux	
  means	
  that	
  artists	
  need	
  to	
  be	
  highly	
  aware	
  of	
  the	
  
circulation	
  of	
  power	
  among	
  the	
  youth	
  themselves	
  as	
  well	
  as	
  among	
  adult-­‐youth	
  relationships.	
  Unlike	
  
an	
  educative	
  model	
  with	
  its	
  hierarchical	
  control	
  structures,	
  a	
  youth	
  development	
  model	
  does	
  not	
  lend	
  
itself	
  to	
  set	
  power	
  relationships.	
  While	
  an	
  expert-­‐novice	
  relationship	
  can	
  be	
  found	
  within	
  youth	
  
development	
  models,	
  it	
  is	
  not	
  the	
  prime	
  relationship.	
  Control,	
  then,	
  is	
  also	
  less	
  hierarchical	
  within	
  a	
  
youth	
  development	
  model.	
  Generally,	
  adults	
  and	
  young	
  people	
  share	
  power.	
  For	
  example,	
  a	
  youth	
  
development	
  program	
  will	
  ask	
  youth	
  to	
  be	
  a	
  part	
  of	
  any	
  evaluative	
  process.	
  Youth	
  often	
  design	
  their	
  
own	
  programs	
  and/or	
  provide	
  governance	
  in	
  youth	
  development	
  programs.	
  This	
  lateral	
  control	
  
structure	
  highlights	
  the	
  importance	
  of	
  deliberative	
  dialogue	
  techniques,	
  shared	
  leadership	
  approaches	
  
and	
  skills	
  in	
  facilitation.	
  

Another	
  shared	
  trait	
  of	
  youth	
  development	
  models	
  identified	
  by	
  Etheridge	
  is	
  that,	
  they	
  are	
  primarily	
  
relational.	
  In	
  most	
  cases,	
  young	
  people	
  connect	
  because	
  they	
  wish	
  to	
  engage,	
  not	
  because	
  they	
  are	
  
compelled.	
  This	
  can	
  create	
  space	
  for	
  more	
  evenly	
  balanced	
  relationships	
  between	
  adults	
  and	
  young	
  
people.	
  Literature	
  in	
  the	
  youth	
  development	
  field	
  has	
  grown	
  exponentially,	
  but	
  I	
  wish	
  to	
  highlight	
  here	
  a	
  
few	
  of	
  the	
  diverse	
  skills	
  needed	
  to	
  work	
  with	
  children	
  and	
  youth	
  within	
  a	
  youth	
  development	
  paradigm.	
  
A	
  skilled	
  community	
  artist	
  must	
  have	
  the	
  ability	
  to	
  create	
  safe	
  environments,	
  build	
  trust	
  and	
  foster	
  
opportunities	
  for	
  authentic	
  communication.	
  Artists	
  working	
  within	
  this	
  paradigm	
  need	
  to	
  understand	
  
how	
  to	
  perform	
  deep	
  listening	
  and	
  to	
  provide	
  appropriate	
  feedback,	
  paying	
  attention	
  for	
  
opportunities	
  to	
  raise	
  young	
  people's	
  awareness	
  of	
  choice/consequence	
  structures.	
  Perhaps	
  most	
  
important,	
  artists	
  must	
  be	
  able	
  to	
  skillfully	
  and	
  ethically	
  build	
  relationships	
  with	
  and	
  among	
  young	
  
people.	
  Like	
  all	
  relationships,	
  adult-­‐youth	
  relationships	
  here	
  depend	
  on	
  honesty	
  and	
  mutual	
  respect.	
  
Reciprocity	
  then	
  becomes	
  key	
  within	
  this	
  paradigm	
  with	
  the	
  recognition	
  that	
  we	
  all	
  learn	
  from	
  one	
  
another.	
  To	
  facilitate	
  means	
  to	
  pay	
  close	
  attention	
  to	
  group	
  and	
  individual	
  processes	
  not	
  just	
  the	
  
content	
  and	
  substance	
  of	
  the	
  lesson,	
  meeting,	
  or	
  program.	
  To	
  work	
  within	
  a	
  youth	
  development	
  
paradigm	
  requires	
  artists	
  to	
  expand	
  their	
  ability	
  to	
  balance	
  process	
  and	
  product.	
  

7.3.	
  Socio-­‐Organizational	
  Methodology-­‐	
  Partnerships	
  

Community	
  art	
  is	
  about	
  working	
  together-­‐	
  on	
  the	
  personal	
  as	
  well	
  as	
  organizational	
  plain.	
  The	
  potential	
  
for	
  achievement	
  of	
  organizations	
  which	
  collaborate	
  is	
  far	
  greater	
  than	
  those	
  of	
  an	
  independent	
  
organization	
  since	
  resources	
  can	
  be	
  shared,	
  and	
  ideas	
  exchanged.	
  	
  

The	
  ability	
  to	
  forge	
  meaningful	
  partnerships	
  is	
  a	
  central	
  issue	
  determining	
  the	
  quality	
  and	
  ability	
  of	
  
community	
  art	
  projects	
  to	
  sustain	
  them-­‐selves.	
  Community	
  artists	
  must	
  first	
  partner	
  with	
  a	
  community	
  
or	
  communities,	
  and	
  then	
  with	
  organizations	
  or	
  individuals	
  within	
  organizations	
  who	
  may	
  share	
  a	
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common	
  purpose.	
  Partnering	
  with	
  organizations	
  is	
  not	
  only	
  a	
  survival	
  mechanism	
  for	
  community	
  
projects	
  important	
  for	
  the	
  securing	
  of	
  financial	
  resources,	
  but	
  also	
  for	
  deepening	
  the	
  significance	
  and	
  
meaning	
  of	
  a	
  project,	
  ensuring	
  that	
  the	
  project’s	
  mission	
  and	
  practice	
  remain	
  relevant	
  to	
  the	
  specific	
  
community.	
  

It	
  is	
  imperative	
  to	
  the	
  partnership’s	
  success	
  that	
  good	
  relationships	
  are	
  formed	
  among	
  the	
  partners	
  
entailing	
  good	
  communication	
  and	
  the	
  flow	
  of	
  information.	
  For	
  this	
  to	
  happen	
  it	
  is	
  important	
  that	
  the	
  
partners	
  share	
  ideologies	
  and	
  purpose,	
  and	
  are	
  able	
  to	
  focus	
  on	
  the	
  community	
  they	
  are	
  serving	
  seeking	
  
ways	
  to	
  overcome	
  difficulties	
  rather	
  than	
  create	
  new	
  ones.	
  Thus	
  the	
  choice	
  of	
  partners	
  is	
  of	
  paramount	
  
importance,	
  and	
  emphasis	
  should	
  be	
  placed	
  on	
  a	
  shared	
  common	
  purpose,	
  and	
  the	
  individual	
  
communication	
  traits	
  of	
  the	
  partners.	
  Having	
  said	
  that,	
  creative	
  community	
  artists	
  such	
  as	
  Lily	
  Yeh	
  and	
  
Jane	
  Golden	
  have	
  diversified	
  their	
  thinking	
  so	
  as	
  to	
  be	
  able	
  to	
  collaborate	
  with	
  unlikely	
  partners.	
  At	
  the	
  
Dandelion	
  Transformation	
  Project	
  in	
  Beijing	
  Yeh	
  was	
  initially	
  occupied	
  with	
  finding	
  collaborating	
  
partners	
  within	
  the	
  school.	
  She	
  held	
  workshops	
  for	
  the	
  teachers	
  whom	
  she	
  viewed	
  as	
  her	
  partners,	
  so	
  as	
  
to	
  encourage	
  their	
  involvement,	
  and	
  teamed	
  with	
  three	
  specific	
  teachers	
  who	
  became	
  her	
  partners.	
  Yeh	
  
also	
  held	
  workshops	
  with	
  the	
  children	
  creating	
  maps	
  of	
  the	
  school’s	
  immediate	
  environment	
  so	
  as	
  to	
  
enable	
  them	
  to	
  become	
  acquainted	
  with	
  possible	
  resources	
  they	
  could	
  harness	
  to	
  their	
  favor	
  in	
  their	
  
immediate	
  surroundings.	
  Yeh	
  also	
  formed	
  partnerships	
  with	
  many	
  external	
  entities.	
  	
  Yeh	
  partnered	
  with	
  
business	
  entrepreneurs,	
  a	
  design	
  professor	
  from	
  Shanghai	
  Institute	
  of	
  Visual	
  Arts	
  to,	
  Yeh	
  also	
  
established	
  partnerships	
  with	
  Eastern	
  University	
  of	
  Pennsylvania’s	
  graduate	
  students	
  who	
  created	
  a	
  
business	
  plan	
  for	
  the	
  Dandelion	
  Craft	
  Studio,	
  and	
  designers	
  through	
  her	
  association	
  with	
  the	
  Village	
  of	
  
Arts	
  and	
  Humanities.	
  

Maud	
  Clark	
  was	
  recommended	
  by	
  Nicki	
  Melville	
  –	
  Chief	
  Executive	
  Officer	
  -­‐	
  Upper	
  Hume	
  Community	
  
Health	
  Service	
  (UHCHS)	
  who	
  represents	
  one	
  of	
  the	
  three	
  partnering	
  organizations	
  of	
  HighWater	
  theatre	
  
nominated	
  Clark	
  to	
  receive	
  the	
  highest	
  membership	
  of	
  the	
  Order	
  of	
  Australian	
  as	
  an	
  honorary	
  tribute	
  for	
  
her	
  outstanding	
  achievements	
  on	
  2007.	
  	
  	
  	
  HighWater	
  Theatre	
  is	
  based	
  on	
  the	
  formation	
  of	
  a	
  partnership	
  
between	
  three	
  organizations:	
  	
  Upper	
  Hume	
  Community	
  Health	
  Services,	
  Department	
  of	
  Education	
  (DET),	
  
and	
  Somebody’s	
  Daughter	
  Theatre	
  Company	
  (SDT).	
  The	
  nature	
  of	
  this	
  partnership	
  was	
  studied	
  in	
  the	
  
article	
  written	
  by	
  Jan	
  Osmotherly,	
  for	
  Osfield	
  Consultants	
  in	
  2007	
  “HighWater	
  Theatre-­‐	
  A	
  Successful	
  
Partnership	
  Between	
  Arts	
  and	
  Non-­‐Arts	
  Organizations”.	
  This	
  article’s	
  major	
  claim	
  is	
  that	
  HighWater	
  
Theatre	
  owes	
  its	
  success	
  to	
  the	
  positive	
  working	
  relationships	
  formed	
  between	
  the	
  three	
  organizations	
  
who	
  are	
  fully	
  committed,	
  collaborate	
  to	
  achieve	
  a	
  common	
  goal,	
  and	
  never	
  lose	
  sight	
  of	
  who	
  the	
  project	
  
is	
  intended	
  to	
  serve.	
  The	
  article	
  traces	
  working	
  methodologies	
  of	
  the	
  partnership	
  between	
  three	
  
different	
  fields:	
  art,	
  education,	
  and	
  health	
  services,	
  and	
  the	
  people	
  who	
  made	
  the	
  partnership	
  work:	
  
Maud	
  Clark	
  –	
  Artistic	
  Director	
  –	
  Somebody’s	
  Daughter	
  Theatre	
  Company	
  (SDT),	
  Nicki	
  Melville	
  –	
  Chief	
  
Executive	
  Officer	
  -­‐	
  Upper	
  Hume	
  Community	
  Health	
  Service	
  (UHCHS),	
  Margaret	
  Hunter	
  –	
  Manager	
  Youth	
  
Families	
  and	
  Relationships	
  Team,	
  Upper	
  Hume	
  Community	
  Health	
  Service	
  (UHCHS),	
  and	
  Vern	
  Hilditch	
  –	
  
Principal	
  Wodonga	
  Middle	
  Years	
  College	
  –	
  Huon	
  Campus	
  -­‐	
  Department	
  of	
  Education	
  (DET).	
  
One	
  of	
  the	
  major	
  points	
  made	
  in	
  this	
  publication	
  is:	
  “you	
  cannot	
  underestimate	
  the	
  impact	
  of	
  key	
  
individuals.”	
  (470)	
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This	
  is	
  certainly	
  borne	
  out	
  in	
  the	
  HighWater	
  program,	
  as	
  is	
  another	
  key	
  point	
  made	
  about	
  the	
  
importance	
  of	
  managing	
  ‘Power	
  Dynamics’	
  and	
  the	
  absolutely	
  critical	
  role	
  of	
  TRUST.	
  (471)	
  

Despite	
  the	
  fact	
  that	
  three	
  very	
  different	
  workplace	
  cultures	
  -­‐	
  the	
  arts,	
  health	
  and	
  education	
  were	
  in	
  
operation	
  together	
  -­‐	
  what	
  united	
  people	
  –	
  what	
  they	
  had	
  in	
  common	
  was	
  far	
  stronger	
  than	
  any	
  
differences	
  –	
  and	
  what	
  they	
  had	
  in	
  common	
  was	
  a	
  heart-­‐felt	
  commitment	
  to	
  the	
  young	
  people.	
  	
  
“The	
  partnership	
  is	
  not	
  one	
  of	
  competition	
  -­‐	
  it’s	
  one	
  of	
  working	
  side	
  by	
  side.”	
  
Vern	
  Hilditch	
  –	
  Principal	
  Wodonga	
  Middle	
  Years	
  College	
  (472)	
  

	
  “The	
  partnership	
  works	
  because	
  of	
  genuine	
  commitment	
  to	
  the	
  common	
  goal.”	
  Brian	
  Collins	
  –	
  
Assistant	
  Regional	
  Director	
  –	
  Victorian	
  Department	
  of	
  Education	
  (Hume	
  Region)	
  (473)	
  

Although	
  there	
  is	
  no	
  single	
  predominant	
  ingredient	
  to	
  this	
  successful	
  partnership,	
  the	
  following	
  list	
  
identifies	
  key	
  features	
  listed	
  in	
  the	
  Osmotherly	
  report.	
  Osmotherly	
  stated	
  that	
  all	
  of	
  these,	
  are	
  
interdependent	
  and	
  of	
  equal	
  importance.	
  	
  
1.	
  Trust	
  
2.	
  Creatively	
  Led	
  
3.	
  Communication	
  
4.	
  Shared	
  Vision	
  
5.	
  Passion,	
  Commitment	
  	
  
6.	
  Active	
  Support	
  At	
  Management	
  Level	
  
7.	
  Flexibility	
  
8.	
  The	
  People	
  
From	
  2003	
  the	
  Philadelphia	
  Mural	
  Art	
  Project	
  (MAP),	
  led	
  by	
  Jane	
  Golden	
  has	
  made	
  the	
  formation	
  of	
  
partnerships	
  of	
  capital	
  importance,	
  forging	
  a	
  new	
  partnership	
  with	
  the	
  city’s	
  Department	
  of	
  Human	
  
Services.	
  With	
  the	
  support	
  of	
  Mayor	
  John	
  Street	
  and	
  the	
  Department’s	
  leadership	
  they	
  have	
  initiated	
  
new	
  programs	
  for	
  adjudicated	
  youth	
  and	
  prisoners.	
  Golden	
  sees	
  these	
  arts-­‐based	
  partnerships	
  as	
  
enhancing	
  MAP’s	
  ability	
  to	
  respond	
  critical	
  issues	
  facing	
  the	
  communities	
  they	
  work	
  with.	
  She	
  envisions	
  
their	
  relationship	
  with	
  the	
  city’s	
  youth-­‐service	
  agencies	
  as	
  allowing	
  MAP	
  to	
  work	
  as	
  a	
  part	
  of	
  a	
  
continuum	
  of	
  care	
  rather	
  than	
  an	
  isolated	
  experience	
  “There	
  is	
  so	
  much	
  we	
  can	
  do	
  together	
  that	
  we	
  
can’t	
  do	
  alone.	
  When	
  you	
  partner	
  with	
  people	
  and	
  agencies	
  with	
  community-­‐development	
  expertise	
  
you	
  are	
  really	
  starting	
  to	
  address	
  the	
  problems	
  that	
  plague	
  cities.”	
  (474)	
  

The	
  ability	
  to	
  achieve	
  communication,	
  the	
  exchange	
  of	
  ideas,	
  the	
  establishment	
  of	
  a	
  common	
  purpose,	
  
and	
  create	
  a	
  working	
  process	
  on	
  a	
  personal	
  as	
  well	
  as	
  community	
  and	
  organizational	
  level	
  is	
  central	
  to	
  
community	
  art.	
  Community	
  art	
  is	
  based	
  on	
  the	
  need	
  and	
  desire	
  to	
  reach	
  out	
  and	
  collaborate	
  with	
  
communities	
  and	
  organizations	
  rather	
  than	
  creating	
  art	
  works	
  based	
  on	
  the	
  achievement	
  of	
  an	
  
individual.	
  	
  

The	
  types	
  of	
  partnerships	
  community	
  artists	
  form	
  vary	
  in	
  their	
  character	
  and	
  mission.	
  For	
  some	
  
community	
  artists	
  a	
  partnership	
  is	
  a	
  fact	
  of	
  life,	
  a	
  channel	
  through	
  which	
  resources	
  are	
  channeled	
  to	
  the	
  
project.	
  In	
  some	
  cases	
  partnerships	
  have	
  become	
  necessary	
  for	
  the	
  optimal	
  use	
  of	
  resources.	
  However,	
  
in	
  some	
  cases	
  this	
  partnership	
  which	
  indeed	
  originates	
  from	
  a	
  financial	
  physical	
  need	
  develops	
  into	
  a	
  
meaningful,	
  enriching	
  working	
  relationship,	
  whereby	
  organizations	
  with	
  parallel	
  purposes	
  collaborate,	
  
share	
  resources,	
  and	
  support	
  each-­‐other.	
  An	
  example	
  of	
  this	
  collaborative	
  mode	
  can	
  be	
  seen	
  in	
  Maud	
  
Clark’s	
  HighWater	
  Theatre	
  project	
  collaborating	
  with	
  the	
  local	
  education	
  as	
  well	
  as	
  the	
  social	
  services	
  so	
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as	
  to	
  be	
  able	
  to	
  allow	
  the	
  project’s	
  participants	
  to	
  truly	
  participate.	
  	
  Lily	
  Yeh	
  repeatedly	
  stresses	
  the	
  
importance	
  of	
  the	
  community	
  artist’s	
  realization	
  of	
  the	
  ability	
  to	
  seek	
  real	
  help	
  in	
  the	
  form	
  of	
  productive	
  
partnerships	
  and	
  the	
  importance	
  of	
  creative	
  thinking	
  in	
  their	
  formulation.	
  While	
  Jane	
  Golden	
  claims	
  that	
  
if	
  a	
  community	
  art	
  project	
  is	
  able	
  to	
  partner	
  with	
  community	
  agencies,	
  this	
  is	
  a	
  sure	
  sign	
  that	
  the	
  art	
  
project	
  is	
  really	
  addressing	
  the	
  problems	
  faced	
  by	
  the	
  community.	
  	
  	
  

Furthermore,	
  the	
  issue	
  of	
  creating	
  successful	
  cross	
  sector	
  collaborations	
  is	
  not	
  only	
  beneficial	
  to	
  all	
  
parties	
  involved,	
  but	
  is	
  a	
  necessary	
  feature	
  of	
  our	
  times:	
  

“The	
  choice	
  is	
  ours:	
  form	
  a	
  global	
  partnership	
  to	
  care	
  for	
  Earth	
  and	
  one	
  another	
  or	
  risk	
  the	
  destruction	
  
of	
  ourselves	
  and	
  the	
  diversity	
  of	
  life”	
  (475)	
  

So	
  states	
  the	
  United	
  Nations	
  Earth	
  Charter	
  which	
  is	
  now	
  increasingly	
  recognized	
  as	
  a	
  global	
  consensus	
  
statement	
  on	
  the	
  meaning	
  of	
  sustainability.	
  The	
  increasing	
  importance	
  of	
  partnerships	
  from	
  the	
  macro	
  
‘one	
  planet’	
  scale	
  such	
  as	
  the	
  Earth	
  Charter,	
  to	
  the	
  small	
  neighborhood	
  project	
  scale,	
  is	
  a	
  feature	
  of	
  the	
  
beginning	
  of	
  the	
  21st	
  Century.	
  So	
  many	
  governments	
  across	
  the	
  world	
  are	
  looking	
  to	
  partnerships	
  to	
  
address	
  a	
  wide	
  spectrum	
  of	
  issues	
  from	
  climate	
  change	
  to	
  intergenerational	
  poverty.	
  “The	
  rate	
  of	
  
change	
  is	
  so	
  rapid	
  that	
  it	
  is	
  no	
  longer	
  possible	
  for	
  professionals	
  in	
  the	
  traditional	
  sectors	
  such	
  as	
  the	
  
arts,	
  education,	
  health	
  work,	
  social	
  services	
  and	
  others	
  to	
  operate	
  in	
  isolation,”	
  (476)	
  

7.4.Socio-­‐Organizational	
  Methodology-­‐	
  Caring	
  for	
  the	
  Care-­‐taker	
  

Given	
  the	
  high-­‐stress	
  situations	
  many	
  individuals	
  place	
  themselves	
  in,	
  particularly	
  those	
  working	
  in	
  
international	
  conflict	
  situations;	
  Zelizer	
  states	
  that	
  the	
  field	
  has	
  done	
  a	
  very	
  poor	
  job	
  of	
  addressing	
  the	
  
importance	
  of	
  self-­‐care.	
  Most	
  helping	
  professions	
  ranging	
  from	
  social	
  work	
  to	
  psychology	
  have	
  well-­‐
established	
  systems	
  of	
  self-­‐care,	
  in	
  terms	
  of	
  peer	
  support	
  groups,	
  mentors	
  and	
  training	
  provided	
  in	
  
instances	
  of	
  burnout	
  and	
  secondary	
  trauma.	
  As	
  a	
  field,	
  Zelizer	
  writes	
  the	
  conflict	
  resolution	
  through	
  
community	
  art	
  is	
  just	
  beginning	
  to	
  incorporate	
  these	
  concerns	
  into	
  its	
  practice.	
  (477)	
  	
  

All	
  of	
  the	
  artists	
  who	
  participated	
  in	
  the	
  research	
  discussed	
  the	
  tremendous	
  ‘burn	
  out’	
  rate	
  of	
  
professionals	
  within	
  this	
  field,	
  which	
  needs	
  to	
  be	
  addressed	
  on	
  an	
  organizational	
  rather	
  than	
  personal	
  
level.	
  Within	
  this	
  research	
  only	
  two	
  of	
  the	
  case	
  studies:	
  Lily	
  Yeh	
  and	
  Maud	
  Clark,	
  referred	
  explicitly	
  to	
  
the	
  continuous	
  need	
  to	
  nurture	
  of	
  the	
  self	
  as	
  a	
  care	
  taker	
  as	
  a	
  part	
  of	
  their	
  methodology	
  initially	
  on	
  the	
  
personal	
  but	
  especially	
  on	
  the	
  organizational	
  level.	
  In	
  a	
  lecture	
  held	
  at	
  the	
  Bioneers	
  Conference,	
  on	
  the	
  	
  
18th	
  October	
  2009	
  California	
  Yeh	
  commented	
  on	
  the	
  subject	
  of	
  replenishing.	
  Bioneers	
  conferences	
  are	
  
held	
  annually	
  and	
  present	
  “social	
  and	
  scientific	
  innovations	
  from	
  all	
  walks	
  of	
  life	
  which	
  have	
  peered	
  
deeply	
  into	
  the	
  heart	
  of	
  living	
  systems,	
  and	
  can	
  provide	
  insights	
  as	
  to	
  how	
  to	
  serve	
  human	
  ends	
  without	
  
harming	
  the	
  web	
  of	
  life”	
  (478)	
  The	
  ability	
  to	
  see	
  the	
  organization	
  as	
  not	
  only	
  giving	
  a	
  service	
  to	
  the	
  
community,	
  but	
  also	
  to	
  its	
  staff	
  who	
  make	
  it	
  all	
  happen,	
  and	
  who	
  must	
  also	
  be	
  healed	
  and	
  replenished	
  
as	
  part	
  of	
  the	
  process,	
  making	
  the	
  intervention	
  more	
  sustainable	
  

In	
  the	
  article	
  “Warrior	
  Angel:	
  the	
  Work	
  of	
  Lily	
  Yeh”	
  (479)	
  Yeh	
  commented	
  while	
  referring	
  to	
  the	
  subject	
  of	
  
‘building	
  sustainable	
  projects	
  in	
  adverse	
  conditions’	
  that	
  :	
  “-­‐you	
  must	
  be	
  replenished	
  on	
  a	
  daily	
  basis	
  
otherwise	
  you	
  burn	
  out”.	
  One	
  of	
  Yeh’s	
  core	
  beliefs	
  is	
  that	
  doing	
  justice	
  is	
  to	
  respect,	
  honor	
  and	
  cherish	
  
self	
  and	
  others.	
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Lily	
  Yeh	
  refered	
  to	
  the	
  subject	
  of	
  self-­‐replenishment	
  both	
  in	
  a	
  lecture	
  held	
  at	
  the	
  Bioneers	
  Conference,	
  
on	
  the	
  	
  18th	
  October	
  2009	
  California	
  (http://www.youtube.com/watch?v=aFJkbwFllWY),	
  	
  as	
  well	
  as	
  in	
  
the	
  article	
  “Warrior	
  Angel:	
  the	
  Work	
  of	
  Lily	
  Yeh”	
  (480)	
  in	
  which	
  Yeh’s	
  methodology	
  was	
  noted,	
  	
  Yeh	
  
commented	
  while	
  referring	
  to	
  the	
  subject	
  of	
  ‘building	
  sustainable	
  projects	
  in	
  adverse	
  conditions’	
  that	
  :	
  
“-­‐you	
  must	
  be	
  replenished	
  on	
  a	
  daily	
  basis	
  otherwise	
  you	
  burn	
  out”.	
  Yeh	
  continuously	
  refers	
  to	
  her	
  
starting	
  point	
  as	
  a	
  community	
  artist,	
  having	
  completed	
  her	
  first	
  abandoned	
  lot	
  transformation	
  project,	
  
the	
  council	
  leveled	
  the	
  11	
  lots	
  adjacent.	
  Yeh	
  repeatedly	
  mentions	
  the	
  voice	
  she	
  heard	
  telling	
  her	
  to	
  rise	
  
to	
  the	
  challenge	
  and	
  expand	
  the	
  project	
  into	
  these	
  lots.	
  For	
  Yeh	
  engagement	
  in	
  community	
  art	
  is	
  a	
  
spiritual	
  endeavor,	
  it	
  is	
  a	
  response	
  to	
  a	
  call,	
  fulfilling	
  a	
  vision,	
  holding	
  on	
  to	
  her	
  inner	
  light,	
  bringing	
  that	
  
light	
  to	
  the	
  darkest	
  places,	
  reminding	
  people	
  that	
  they	
  have	
  that	
  light	
  inside	
  them.	
  This	
  engagement	
  
with	
  fulfilling	
  her	
  life’s	
  mission,	
  bringing	
  light	
  to	
  the	
  future	
  through	
  art	
  is	
  how	
  Yeh	
  re-­‐fuels.	
  	
  One	
  of	
  Yeh’s	
  
core	
  beliefs	
  is	
  that	
  doing	
  justice	
  is	
  to	
  respect,	
  honor	
  and	
  cherish	
  self	
  and	
  others.	
  	
  

A	
  key	
  factor	
  to	
  success	
  noted	
  by	
  Maud	
  Clark	
  in	
  her	
  article	
  “Creativity:	
  the	
  Great	
  Equalizer”	
  (481)	
  is	
  the	
  
issue	
  of	
  nurtutre	
  of	
  the	
  self:	
  meaning	
  the	
  workers	
  who	
  must	
  be	
  looked	
  after,	
  an	
  issue	
  which	
  she	
  stated	
  is	
  
often	
  overlooked.	
  Clark	
  wrote	
  that	
  often	
  we	
  put	
  this	
  issue	
  in	
  last	
  in	
  line.	
  She	
  stated	
  that	
  the	
  workers	
  
must	
  do	
  whatever	
  it	
  takes	
  for	
  them	
  to	
  re-­‐fuel,	
  find	
  one's	
  own	
  centre.	
  Clark	
  reminds	
  us	
  that	
  the	
  human	
  
psychic	
  is	
  so	
  fragile	
  it	
  is	
  easy	
  to	
  become	
  absorbed	
  in	
  some-­‐one	
  else's	
  pain,	
  to	
  want	
  to	
  make	
  the	
  journey	
  
for	
  them	
  when	
  really	
  they	
  can	
  do	
  it.	
  	
  Clark	
  says	
  it	
  is	
  essential	
  to	
  be	
  in	
  a	
  constant	
  process	
  of	
  discussion,	
  
de-­‐briefing,	
  so	
  that	
  the	
  worker	
  will	
  not	
  fall	
  into	
  being	
  a	
  martyr,	
  a	
  victim,	
  a	
  savior,	
  or	
  a	
  guru,	
  and	
  will	
  also	
  
remember	
  that	
  angry	
  words	
  and	
  tantrums	
  are	
  not	
  about	
  them.	
  Although	
  through	
  her	
  experience	
  Clark	
  
has	
  become	
  aware	
  of	
  the	
  emotional	
  needs	
  of	
  staff	
  members,	
  she	
  does	
  not	
  describe	
  her	
  own	
  re-­‐fueling	
  
methodology.	
  Somebody’s	
  Daughter	
  Theatre	
  takes	
  methodological	
  steps	
  so	
  as	
  to	
  care	
  for	
  its	
  staff.	
  A	
  
trained	
  counsellor,	
  a	
  pyschic	
  and	
  a	
  massuer	
  are	
  available	
  at	
  any	
  time.	
  Artists	
  always	
  check	
  in	
  at	
  end	
  of	
  a	
  
session	
  and	
  are	
  debriefed	
  regularly.	
  Meals	
  are	
  taken	
  together	
  at	
  the	
  end	
  of	
  the	
  day.	
  Clark	
  wrote	
  that	
  
HighWater	
  Theatre	
  staff	
  always	
  endeavor	
  to	
  go	
  on	
  a	
  retreat	
  together	
  at	
  least	
  twice	
  a	
  year	
  to	
  “check	
  in”.	
  
Clark	
  wrote	
  that	
  for	
  her	
  personally	
  the	
  ocean	
  is	
  the	
  source	
  of	
  refuge/replenishment	
  and	
  she	
  sees	
  a	
  
pyschic	
  –	
  whom	
  she	
  sees	
  as	
  her	
  counsellor	
  -­‐	
  every	
  3	
  weeks	
  or	
  so.	
  
Clark	
  emphasizes	
  that	
  the	
  work	
  of	
  SDT	
  is	
  all	
  about	
  soul	
  and	
  that	
  is	
  what	
  must	
  be	
  nurtured	
  at	
  all	
  times.	
  
Clark	
  acknowledges	
  the	
  importance	
  of	
  staff	
  dynamics:	
  	
  “We	
  are	
  very	
  lucky	
  at	
  SDT	
  as	
  we	
  have	
  a	
  core	
  
group	
  of	
  artists	
  who	
  have	
  worked	
  together	
  for	
  many	
  years	
  -­‐	
  so	
  everyone	
  looks	
  out	
  for	
  one	
  another.”	
  
(Maud	
  Clark	
  interview	
  1.6.	
  2012	
  appendix	
  V)	
  
	
  

Yang	
  pays	
  attention	
  to	
  the	
  facilitators	
  of	
  conflict	
  resolution	
  processes	
  who	
  even	
  though	
  they	
  are	
  
engaged	
  in	
  creating	
  external	
  harmonies	
  are	
  only	
  human	
  and	
  often	
  suffer	
  internal	
  disharmonies.	
  Yang	
  
mentions	
  volunteer	
  organizations	
  dedicated	
  to	
  justice	
  in	
  which	
  volunteers	
  deny	
  the	
  existence	
  of	
  
problems	
  since	
  the	
  do	
  not	
  wish	
  to	
  “fight”,	
  or	
  are	
  impatient	
  towards	
  those	
  who	
  do	
  not	
  share	
  their	
  
“cause”,	
  or	
  may	
  resist	
  any	
  authoritarianism(482).	
  Yang	
  points	
  out	
  that	
  often	
  as	
  individuals	
  we	
  separate	
  
our	
  profession	
  from	
  our	
  being	
  thus	
  even	
  though	
  our	
  job	
  might	
  be	
  the	
  creation	
  of	
  harmony,	
  we	
  may	
  not	
  
be	
  harmonious	
  people	
  ourselves.	
  Yang	
  comments	
  that	
  there	
  are	
  many	
  environmental	
  factors	
  which	
  
contribute	
  to	
  this	
  state,	
  such	
  as	
  adverse	
  conditions	
  referred	
  to	
  by	
  Lily	
  Yeh,	
  who	
  remarked	
  that	
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community	
  art	
  projects	
  are	
  like	
  a	
  messy	
  dance-­‐	
  three	
  steps	
  forwards,	
  two	
  steps	
  backwards,	
  adversities	
  
brought	
  on	
  by	
  non-­‐cooperative	
  communities,	
  funders,	
  officials,	
  knowing	
  that	
  so	
  much	
  is	
  at	
  stake.	
  	
  
However,	
  Yang	
  stresses	
  that	
  it	
  is	
  imperative	
  that	
  peace	
  will	
  be	
  made	
  among	
  peace-­‐makers,	
  mediate	
  the	
  
mediators,	
  and	
  facilitate	
  the	
  facilitator.	
  Yang	
  lists	
  six	
  kinds	
  of	
  self-­‐reflection	
  processes	
  which	
  the	
  
facilitator	
  must	
  engage	
  in;	
  Fatigue:	
  the	
  work	
  is	
  stressful	
  and	
  demanding	
  and	
  facilitators	
  must	
  take	
  the	
  
time	
  to	
  re-­‐group.	
  Self-­‐escape:	
  many	
  people	
  use	
  their	
  work	
  as	
  an	
  escape,	
  avoiding	
  issues,	
  elevating	
  
someone	
  else’s	
  pain	
  while	
  avoiding	
  addressing	
  our	
  own.	
  Common-­‐sense:	
  conflict	
  resolution	
  experts,	
  
community	
  artist,	
  or	
  any	
  other	
  socially	
  active	
  entities	
  are	
  human	
  beings	
  subjected	
  to	
  issues	
  such	
  as	
  
honor,	
  respect,	
  selfishness,	
  competitiveness,	
  emotions,	
  matters	
  of	
  the	
  heart,	
  etc.,	
  and	
  often	
  forget	
  that	
  
they	
  are	
  the	
  best	
  equipped	
  people	
  to	
  take	
  care	
  of	
  their	
  own	
  problems.	
  Market	
  Economy:	
  at	
  any	
  given	
  
time	
  parallel	
  organizations	
  may	
  compete	
  for	
  the	
  same	
  resources,	
  emphasizing	
  the	
  need	
  for	
  systematic	
  
care.	
  Multidisciplinary	
  enquiry:	
  professionals	
  come	
  from	
  diverse	
  backgrounds	
  and	
  have	
  diverse	
  
methodologies,	
  and	
  while	
  we	
  try	
  to	
  translate,	
  generalize,	
  the	
  increasing	
  complexity	
  of	
  human	
  endeavors	
  
cannot	
  be	
  over-­‐looked	
  and	
  different	
  methodologies,	
  thoughts,	
  traditions,	
  cultures	
  and	
  values	
  must	
  be	
  
treated	
  as	
  equally	
  important.	
  

We,	
  in	
  the	
  West,	
  live	
  in	
  an	
  epoch	
  which	
  cherishes	
  the	
  individual	
  who	
  is	
  of	
  primary	
  importance	
  leaving	
  all	
  
else	
  as	
  secondary,	
  however	
  other	
  societies	
  such	
  as	
  Far	
  Eastern	
  societies	
  where	
  the	
  ability	
  to	
  reflect	
  
termed	
  as	
  meditation	
  is	
  highly	
  regarded	
  	
  as	
  responsible,	
  constructive,	
  competent,	
  and	
  confident.	
  Yang	
  
calls	
  for	
  all	
  practitioners	
  to	
  engage	
  themselves	
  both	
  on	
  the	
  personal	
  and	
  on	
  the	
  organizational	
  level	
  with	
  
the	
  same	
  processes	
  they	
  engage	
  communities	
  with.	
  	
  

CHAPTER	
  8-­‐	
  FURTHER	
  SUGGESTED	
  RESEARCH	
  

8.1.	
  	
  Is	
  it	
  all	
  equally	
  good?	
  Defining	
  a	
  vocabulary	
  for	
  conversation	
  
about	
  the	
  Longitudinal	
  reconciling	
  effects	
  of	
  community	
  art	
  projects	
  	
  

There	
  is	
  a	
  growing	
  recognition	
  of	
  the	
  importance	
  of	
  engaging	
  grassroots	
  communities	
  in	
  all	
  aspects	
  of	
  
community	
  building	
  and	
  other	
  initiatives	
  to	
  address	
  concerns	
  about	
  declining	
  community	
  well-­‐being.	
  
Within	
  the	
  domain	
  of	
  community	
  development	
  there	
  is	
  an	
  emphasis	
  on	
  building	
  individual,	
  family	
  and	
  
community	
  strengths	
  to	
  build	
  capable	
  communities.	
  Many	
  organizations	
  and	
  institutions	
  offer	
  
methodologies	
  and	
  theoretical	
  models	
  that	
  specify	
  the	
  processes	
  through	
  which	
  participation	
  and	
  
engagement	
  with	
  local	
  communities	
  translate	
  into	
  benefits	
  for	
  individuals	
  and	
  communities.	
  Community	
  
Cultural	
  Development	
  (CCD)	
  is	
  one	
  of	
  the	
  methodologies	
  used	
  by	
  the	
  Australian	
  Community	
  Arts	
  
Network	
  WA	
  (CAN	
  WA)	
  to	
  foster	
  local	
  community	
  participation,	
  using	
  culture	
  and	
  arts	
  as	
  means	
  for	
  
promoting	
  community	
  capacity	
  and	
  sense	
  of	
  community.	
  However,	
  even	
  though	
  CCD	
  has	
  the	
  potential	
  
to	
  contribute	
  to	
  community	
  capacity,	
  there	
  is	
  still	
  a	
  lack	
  of	
  clarity	
  about	
  the	
  mechanisms	
  and	
  processes	
  
through	
  which	
  that	
  is	
  achieved.	
  A	
  variety	
  of	
  researches	
  have	
  attempted	
  to	
  develop	
  a	
  clear	
  and	
  maybe	
  
standardized	
  conceptual	
  understanding	
  of	
  applied	
  methodologies	
  mainly	
  with	
  the	
  aim	
  of	
  achieving	
  a	
  
systematic	
  understanding	
  of	
  how	
  CCD	
  activities	
  impact	
  on	
  community	
  and	
  thus	
  evaluate	
  their	
  success.	
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In	
  the	
  first	
  chapter	
  of	
  this	
  research	
  the	
  Training	
  Modules	
  and	
  Mobilizer’s	
  Handbook	
  written	
  by	
  the	
  
sociologist	
  Phil	
  Bartle	
  were	
  presented.	
  Bartle’s	
  ‘Mobilization	
  Cycle’	
  developed	
  since	
  1967,	
  modified	
  in	
  
1987,	
  and	
  offered	
  freely	
  on	
  the	
  internet	
  since	
  2007,	
  translated	
  into	
  six	
  dozen	
  languages,	
  with	
  over	
  one	
  
million	
  views	
  per	
  month,	
  	
  is	
  the	
  first	
  and	
  the	
  most	
  concise	
  guide	
  for	
  any	
  one	
  working	
  in	
  the	
  field	
  of	
  
community	
  empowerment.	
  Although	
  Bartle	
  is	
  a	
  sociologist	
  and	
  his	
  work	
  is	
  not	
  concerned	
  with	
  creativity	
  
or	
  the	
  production	
  of	
  art,	
  and	
  the	
  methodologies	
  presented	
  by	
  the	
  Community	
  Empowerment	
  Collective	
  
cannot	
  be	
  applied	
  directly	
  to	
  community	
  art,	
  much	
  can	
  be	
  learned	
  and	
  possibly	
  adapted	
  by	
  community	
  
artists	
  concerning	
  methodologies	
  for	
  implementation	
  and	
  evaluation	
  of	
  community	
  art	
  projects.	
  	
  	
  

The	
  field	
  of	
  Community	
  Cultural	
  Development	
  is	
  arapidly	
  developing,	
  gaining	
  recognition,	
  offering	
  
methodologies	
  for	
  the	
  application	
  and	
  evaluation	
  of	
  community	
  participation	
  and	
  engagement.	
  But,	
  like	
  
the	
  methodologies	
  presented	
  by	
  Bartle,	
  although	
  they	
  share	
  the	
  general	
  overall	
  objectives,	
  their	
  
operative	
  methodologies	
  are	
  inherently	
  different	
  from	
  those	
  of	
  community	
  art	
  since	
  at	
  the	
  heart	
  of	
  
community	
  art	
  lays	
  our	
  need	
  for	
  culture	
  and	
  self-­‐expression	
  rather	
  than	
  improvement	
  of	
  our	
  physical	
  
environment.	
  Community	
  art	
  is	
  based	
  on	
  the	
  belief	
  in	
  the	
  power	
  of	
  art,	
  in	
  art’s	
  ability	
  to	
  induce	
  a	
  deep	
  
sense	
  of	
  humanity	
  among	
  the	
  people	
  engaged	
  in	
  the	
  making	
  and	
  those	
  exposed	
  to	
  it.	
  	
  

In	
  a	
  lecture	
  held	
  at	
  Falmouth	
  University	
  on	
  June	
  12th	
  2007,	
  the	
  writer	
  researcher	
  and	
  consultant	
  Francois	
  
Matarasso	
  discussed	
  the	
  increase	
  in	
  exposure	
  and	
  expenditure	
  on	
  the	
  creative	
  arts	
  in	
  our	
  society.	
  He	
  
discussed	
  the	
  huge	
  rise	
  in	
  participation	
  and	
  consumption	
  of	
  art	
  in	
  Western	
  culture,	
  claiming	
  that	
  people	
  
view	
  themselves	
  as	
  artists	
  rising	
  participation	
  in	
  arts	
  events:	
  9/10	
  adults	
  egage	
  in	
  in	
  art	
  opportunities	
  
every	
  year,	
  and	
  45%	
  of	
  adults	
  participate	
  in	
  art	
  events	
  weekly.	
  Populations	
  are	
  increasingly	
  educated,	
  
and	
  the	
  service	
  industries	
  have	
  to	
  deal	
  with	
  people’s	
  increased	
  leisure	
  time	
  and	
  incomes.	
  Matarasso	
  
claims	
  that	
  the	
  retreat	
  from	
  religion,	
  faith,	
  and	
  ideology	
  creates	
  a	
  vacuum	
  filled	
  by	
  culture.	
  Culture	
  has	
  
become	
  the	
  only	
  forum	
  left	
  where	
  questions	
  can	
  be	
  raised.	
  The	
  arts	
  have	
  become	
  the	
  principal	
  
supporter	
  of	
  values.	
  Growth	
  in	
  supply	
  has	
  kept	
  pace	
  with	
  growth	
  in	
  demand,	
  and	
  the	
  question	
  
Matarasso	
  raises	
  is	
  if	
  this	
  increase	
  in	
  volume	
  means	
  a	
  decrease	
  in	
  quality.	
  Matarasso	
  distinguishes	
  a	
  
great	
  shift	
  and	
  asks	
  how	
  people	
  working	
  in	
  the	
  field	
  react	
  to	
  this	
  changing	
  environment,	
  and	
  asks	
  
whether	
  artists	
  in	
  general	
  and	
  community	
  more	
  specifically	
  understand	
  the	
  responsibility	
  they	
  carry	
  as	
  
the	
  principal	
  agents	
  of	
  culture.	
  Matarasso	
  who	
  has	
  written	
  much	
  about	
  the	
  evaluation	
  of	
  community	
  art,	
  
argues	
  that	
  given	
  the	
  importance	
  and	
  cost	
  of	
  art,	
  the	
  state	
  cannot	
  afford	
  to	
  foster	
  a	
  position	
  of	
  
neutrality,	
  not	
  all	
  activity	
  is	
  equally	
  good.	
  Thus	
  he	
  calls	
  for	
  creating	
  better	
  conversations	
  as	
  a	
  basis	
  to	
  be	
  
established	
  in	
  which	
  responses	
  can	
  be	
  differenciated.	
  	
  

Critical	
  assessment	
  and	
  reflection	
  is	
  indeed	
  an	
  integral	
  part	
  of	
  any	
  activity	
  we	
  undertake.	
  All	
  of	
  the	
  
community	
  artists	
  studied	
  within	
  this	
  research	
  conduct	
  internal	
  assessment	
  during	
  which	
  problems	
  are	
  
raised	
  and	
  possible	
  future	
  possibilities	
  are	
  explored.	
  However,	
  none	
  of	
  the	
  community	
  artists	
  studied	
  
had	
  any	
  evaluation	
  of	
  the	
  long	
  term	
  effect	
  of	
  the	
  artistic	
  intervention	
  on	
  the	
  community.	
  Further	
  
research	
  may	
  establish	
  criteria	
  for	
  evaluation	
  according	
  to	
  the	
  specific	
  community’s	
  definition	
  of	
  its	
  
problems,	
  such	
  as:	
  participation	
  in	
  community	
  events	
  following	
  a	
  community	
  art	
  project,	
  measuring	
  
reconciliation	
  through	
  levels	
  of	
  crime,	
  suicide,	
  drug	
  abuse,	
  teenage	
  pregnancies	
  before	
  and	
  after	
  
project.	
  However,	
  even	
  though	
  the	
  ability	
  to	
  present	
  positive	
  longitudinal	
  effects	
  on	
  communities	
  would	
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be	
  helpful	
  for	
  the	
  field	
  in	
  securing	
  financial	
  support	
  and	
  the	
  establishment	
  of	
  significant	
  partnerships,	
  
the	
  evaluation	
  of	
  the	
  effects	
  of	
  cultural	
  engagement	
  may	
  not	
  be	
  directly	
  related	
  to	
  the	
  metric	
  
assessment	
  of	
  crime	
  and	
  alienation	
  since	
  there	
  are	
  so	
  many	
  other	
  variables	
  involved.	
  	
  Having	
  said	
  that,	
  it	
  
may	
  be	
  possible	
  to	
  conduct	
  a	
  longitudinal	
  micro	
  rather	
  than	
  macro	
  study,	
  seeking	
  to	
  evaluate	
  
reconciling	
  outcomes	
  of	
  a	
  specific	
  project.	
  	
  

8.2 Drawing parallels between the methodologies of 
community art organizations and the organizational theories 
of Complex Systems (altruism & genetic coding presented by 
Biologist Edward O. Wilson & Physicist Eshel Ben Yaakov) 

The	
  work	
  of	
  community	
  artists,	
  reconciliators,	
  	
  or	
  peace-­‐makers	
  seems	
  to	
  contradict	
  human	
  nature.	
  
According	
  to	
  Darwinism	
  competition	
  over	
  scarce	
  resources	
  is	
  a	
  vital	
  part	
  of	
  his	
  theory	
  of	
  the	
  survival	
  of	
  
the	
  fittest.	
  However,	
  these	
  facilitators,	
  artists,	
  and	
  community	
  activators	
  seem	
  to	
  care	
  for	
  people	
  not	
  
within	
  their	
  genetic	
  pool-­‐	
  not	
  off-­‐springs,	
  descendants	
  or	
  ancestors.  Recent	
  studies	
  demonstrate	
  
interesting	
  collaborations	
  demonstrated	
  among	
  animals	
  and	
  cells.	
  The	
  theories	
  presented	
  by	
  biologist	
  
Edward	
  Wilson	
  and	
  physicist	
  Eshel	
  Ben-­‐Yaakov	
  suggest	
  a	
  biological	
  explanation	
  to	
  the	
  reason	
  why	
  the	
  
methodologies	
  presented	
  by	
  community	
  artists,	
  which	
  seem	
  to	
  contradict	
  human	
  nature,	
  are	
  in-­‐fact	
  
rooted	
  in	
  our	
  biological	
  reality.	
  	
  	
  	
  

Where does good come from? Altruism	
  	
  	
  	
  

An	
  article	
  published	
  by	
  The	
  Boston	
  Globe	
  (483)	
  on	
  April	
  2011	
  informed	
  of	
  a	
  research	
  by	
  the	
  distinguished	
  
Harvard	
  biologist	
  Edward	
  O.	
  Wilson	
  who	
  challenged	
  long-­‐accepted	
  ideas	
  about	
  one	
  of	
  the	
  great	
  
mysteries	
  of	
  evolution:	
  why	
  one	
  creature	
  would	
  ever	
  help	
  another	
  at	
  its	
  own	
  expense.	
  Natural	
  selection	
  
means	
  that	
  the	
  fittest	
  pass	
  down	
  their	
  genes	
  to	
  the	
  next	
  generation,	
  and	
  every	
  organism	
  would	
  seem	
  to	
  
have	
  an	
  overwhelming	
  incentive	
  to	
  survive	
  and	
  reproduce.	
  Yet,	
  strangely,	
  self-­‐sacrifice	
  exists	
  in	
  the	
  
natural	
  world,	
  even	
  though	
  it	
  would	
  seem	
  to	
  put	
  individual	
  organisms	
  at	
  an	
  evolutionary	
  disadvantage:	
  
The	
  squirrel	
  that	
  lets	
  out	
  a	
  cry	
  to	
  warn	
  of	
  a	
  nearby	
  predator	
  is	
  necessarily	
  putting	
  itself	
  in	
  danger.	
  How	
  
could	
  genes	
  that	
  lead	
  to	
  such	
  behavior	
  persist	
  in	
  a	
  population	
  over	
  time?	
  It’s	
  a	
  question	
  that	
  bedeviled	
  
even	
  Charles	
  Darwin,	
  who	
  considered	
  altruism	
  a	
  serious	
  challenge	
  to	
  his	
  theory	
  of	
  evolution.	
  

The	
  puzzle	
  of	
  altruism	
  is	
  more	
  than	
  just	
  a	
  technical	
  curiosity	
  for	
  evolutionary	
  theorists.	
  It	
  amounts	
  to	
  a	
  
high-­‐stakes	
  inquiry	
  into	
  the	
  nature	
  of	
  good.	
  By	
  identifying	
  the	
  mechanisms	
  through	
  which	
  altruism	
  and	
  
other	
  advanced	
  social	
  behaviors	
  have	
  evolved	
  in	
  all	
  kinds	
  of	
  living	
  creatures	
  —	
  like	
  ants,	
  wasps,	
  termites,	
  
and	
  mole	
  rats	
  —	
  we	
  stand	
  to	
  gain	
  a	
  better	
  understanding	
  of	
  the	
  human	
  race,	
  and	
  the	
  evolutionary	
  
processes	
  that	
  helped	
  us	
  develop	
  the	
  capacity	
  for	
  collaboration,	
  loyalty,	
  and	
  even	
  morality.	
  	
  

The	
  currently	
  accepted	
  explanation	
  for	
  altruism	
  is	
  something	
  known	
  as	
  kin	
  selection	
  theory.	
  It	
  says	
  that	
  
an	
  organism	
  trying	
  to	
  pass	
  its	
  genes	
  down	
  to	
  future	
  generations	
  can	
  do	
  so	
  indirectly,	
  by	
  helping	
  a	
  
relative	
  to	
  survive	
  and	
  procreate.	
  Your	
  brother,	
  for	
  example,	
  shares	
  roughly	
  half	
  your	
  genes.	
  And	
  so,	
  by	
  
the	
  dispassionate	
  logic	
  of	
  evolution,	
  helping	
  him	
  produce	
  offspring	
  is	
  half	
  as	
  good	
  for	
  you	
  as	
  producing	
  
your	
  own.	
  Thus,	
  acting	
  altruistically	
  towards	
  someone	
  with	
  whom	
  you	
  share	
  genetic	
  material	
  does	
  not	
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really	
  constitute	
  self-­‐sacrifice:	
  It’s	
  just	
  a	
  different	
  way	
  of	
  promoting	
  your	
  own	
  genes.	
  Wilson	
  was	
  one	
  of	
  
the	
  original	
  champions	
  of	
  kin	
  selection	
  theory,	
  but	
  40	
  years	
  later,	
  he	
  is	
  calling	
  it	
  a	
  “gimmick,”	
  and	
  is	
  
imploring	
  his	
  colleagues	
  to	
  give	
  it	
  up.	
  

Over	
  the	
  course	
  of	
  subsequent	
  decades,	
  Wilson	
  came	
  across	
  evidence	
  that	
  made	
  him	
  doubt	
  the	
  
connection	
  between	
  genetic	
  relatedness	
  and	
  altruism.	
  Researchers	
  were	
  finding	
  species	
  of	
  insects	
  that	
  
shared	
  a	
  lot	
  of	
  genetic	
  material	
  with	
  each	
  other	
  but	
  didn’t	
  behave	
  altruistically,	
  and	
  other	
  species	
  that	
  
shared	
  little	
  and	
  did.	
  	
  

The	
  alternative	
  theory	
  holds	
  that	
  the	
  origins	
  of	
  altruism	
  and	
  teamwork	
  have	
  nothing	
  to	
  do	
  with	
  kinship	
  
or	
  the	
  degree	
  of	
  relatedness	
  between	
  individuals.	
  The	
  key,	
  Wilson	
  said,	
  is	
  the	
  group:	
  Under	
  certain	
  
circumstances,	
  groups	
  of	
  cooperators	
  can	
  out-­‐compete	
  groups	
  of	
  non-­‐cooperators,	
  thereby	
  ensuring	
  
that	
  their	
  genes	
  —	
  including	
  the	
  ones	
  that	
  predispose	
  them	
  to	
  cooperation	
  —	
  are	
  handed	
  down	
  to	
  
future	
  generations.	
  This	
  so-­‐called	
  group	
  selection,	
  Wilson	
  insists,	
  is	
  what	
  forms	
  the	
  evolutionary	
  basis	
  
for	
  a	
  variety	
  of	
  advanced	
  social	
  behaviors	
  linked	
  to	
  altruism,	
  teamwork,	
  and	
  tribalism.	
  

“Human	
  beings	
  have	
  an	
  intense	
  desire	
  to	
  form	
  groups,	
  and	
  they	
  always	
  have,”	
  Wilson	
  said.	
  “This	
  
powerful	
  tendency	
  we	
  have	
  to	
  form	
  groups	
  and	
  then	
  have	
  the	
  groups	
  compete,	
  which	
  is	
  in	
  every	
  aspect	
  
of	
  our	
  social	
  behavior…is	
  basically	
  the	
  driving	
  force	
  that	
  caused	
  the	
  origin	
  of	
  human	
  behavior.”	
  

Wilson	
  will	
  elaborate	
  on	
  this	
  view	
  in	
  his	
  next	
  project,	
  a	
  book	
  he’s	
  tentatively	
  calling	
  “The	
  Social	
  Conquest	
  
of	
  Earth,”	
  which	
  he	
  said	
  will	
  be	
  published	
  by	
  2013.	
  In	
  it,	
  he	
  said,	
  he	
  will	
  explain	
  how	
  socially	
  advanced	
  
species	
  have	
  come	
  to	
  dominate	
  the	
  earth,	
  and	
  will	
  lay	
  out	
  a	
  “reexamination	
  of	
  human	
  evolution”	
  
informed	
  by	
  his	
  recent	
  turn	
  towards	
  group	
  selection.	
  	
  

Drawing	
  the	
  Parallel	
  to	
  Community	
  Art	
  

Wilson’s	
  research	
  proposes	
  a	
  biological	
  hypothesis.	
  The	
  suggested	
  further	
  research	
  can	
  include	
  a	
  
number	
  of	
  community	
  art	
  organizations	
  as	
  case	
  studies	
  which	
  demonstrating	
  the	
  ideas	
  presented	
  by	
  
Wilson,	
  whereby	
  the	
  group	
  or	
  community	
  formed	
  does	
  demonstrate	
  the	
  reaches	
  a	
  highly	
  developed	
  
degree	
  of	
  coopreration	
  making	
  that	
  group	
  and	
  individuals	
  within	
  it	
  stronger.	
  	
  	
  

Genetic	
  Social	
  Behaviour	
  

Another	
  interesting	
  scientific	
  discovery	
  given	
  media	
  exposure	
  this	
  year	
  was	
  conducted	
  by	
  the	
  biological	
  
physicist	
  Eshel	
  Ben-­‐Yaakov,	
  at	
  Tel	
  Aviv	
  University	
  who	
  studies	
  adptive	
  complex	
  systems.	
  In	
  the	
  late	
  
1980’s	
  he	
  turned	
  to	
  study	
  bacterial	
  self-­‐organization,	
  believing	
  that	
  bacteria	
  hold	
  the	
  key	
  to	
  
understanding	
  the	
  larger	
  biological	
  systems.	
  Ben-­‐Yaakov	
  is	
  a	
  pioneer	
  in	
  the	
  study	
  of	
  bacterial	
  
intelligence	
  and	
  the	
  social	
  behavior	
  of	
  bacteria,	
  establishing	
  that	
  bacteria	
  are	
  smart	
  cooperative	
  
organisms	
  that	
  employ	
  advanced	
  communication	
  to	
  lead	
  intricate	
  social	
  lives	
  in	
  large	
  and	
  complex	
  
colonies.	
  Sophisticated	
  chemical	
  communication	
  allows	
  bacteria	
  to	
  rapidly	
  adapt	
  to	
  changes	
  in	
  the	
  
environment,	
  distribute	
  tasks,	
  "learn	
  from	
  experience",	
  make	
  decisions	
  and	
  prepare	
  for	
  the	
  future	
  (484)	
  

Ben-­‐Jacob	
  put	
  forward	
  the	
  idea	
  of	
  bacterial	
  social	
  intelligence	
  and	
  his	
  group	
  devised	
  a	
  social	
  IQ	
  score	
  of	
  
bacteria	
  as	
  a	
  comparative	
  genomic	
  tool	
  to	
  assess	
  the	
  genome	
  potential	
  of	
  bacteria	
  to	
  conduct	
  successful	
  
cooperative	
  and	
  adaptable	
  behaviors,	
  or	
  social	
  behaviors,	
  in	
  complex	
  environments.	
  (485)	
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Multi-­‐agent	
  Swarming 	
  
Inspired	
  by	
  Ben-­‐Jacob's	
  observations	
  of	
  how	
  bacteria	
  can	
  spontaneously	
  order	
  their	
  motion	
  during	
  
collective	
  swarming,	
  the	
  groups	
  of	
  T.	
  Vicsek	
  and	
  Ben-­‐Jacob	
  devised	
  a	
  simple	
  model	
  able	
  to	
  generate	
  
non-­‐equilibrium	
  states	
  that	
  violate	
  the	
  usual	
  physics	
  theorems	
  for	
  equilibrium	
  states.	
  This	
  work	
  has	
  led	
  
to	
  the	
  creating	
  of	
  a	
  new	
  field	
  of	
  multi-­‐agent	
  swarming	
  (486)	
  (swarming	
  intelligence)	
  as	
  it	
  explains	
  the	
  
foundations	
  of	
  a	
  wide	
  variety	
  of	
  phenomena	
  ranging	
  from	
  collective	
  navigation	
  (swarming	
  intelligence)	
  
of	
  bacteria	
  (487),	
  amoeba	
  and	
  insects,	
  to	
  flocking	
  of	
  birds	
  and	
  schools	
  of	
  fish as	
  well	
  as	
  to	
  the	
  design	
  of	
  
autonomous	
  vehicles	
  capable	
  of	
  functional	
  self-­‐organization	
  even	
  in	
  the	
  absence	
  of	
  an	
  overall	
  
omniscient	
  controller.	
  	
  

In	
  an	
  article	
  published	
  in	
  Trends	
  in	
  Microbiology,	
  Prof.	
  Eshel	
  Ben-­‐Jacob	
  of	
  TAU's	
  School	
  of	
  Physics	
  and	
  
Astronomy	
  and	
  Prof.	
  Herbert	
  Levine	
  of	
  Rice	
  University,	
  long-­‐time	
  bacteria	
  researchers,	
  and	
  Prof.	
  Donald	
  
Coffey	
  of	
  Johns	
  Hopkins	
  University,	
  a	
  cancer	
  researcher,	
  examine	
  the	
  shared	
  traits	
  of	
  cancer	
  cells	
  and	
  
bacteria.	
  Like	
  bacteria,	
  cancer	
  cells	
  rely	
  on	
  communication	
  and	
  "social	
  networking"	
  to	
  become	
  powerful	
  
entities	
  within	
  the	
  body.	
  Inspired	
  by	
  the	
  social	
  and	
  survival	
  tactics	
  of	
  bacteria,	
  the	
  team	
  presents	
  a	
  new	
  
picture	
  of	
  cancer	
  as	
  a	
  meta-­‐community	
  of	
  smart	
  communicating	
  cells	
  possessing	
  special	
  traits	
  for	
  
cooperative	
  behavior.	
  

Complex	
  social	
  interaction	
  

For	
  many	
  years,	
  scientists	
  ignored	
  the	
  complex	
  social	
  interactions	
  of	
  bacteria,	
  now	
  the	
  number	
  three	
  
killer	
  in	
  hospitals	
  in	
  the	
  Western	
  world.	
  The	
  researchers	
  believe	
  that	
  medical	
  professionals	
  are	
  similarly	
  
"underestimating	
  the	
  enemy"	
  when	
  it	
  comes	
  to	
  cancer	
  cells	
  that	
  exhibit	
  many	
  similar	
  behaviors.	
  

The	
  parallels	
  that	
  can	
  be	
  drawn	
  between	
  the	
  two	
  types	
  of	
  cells	
  are	
  astounding.	
  While	
  healthy	
  cells	
  are	
  
highly	
  disciplined,	
  responding	
  to	
  chemical	
  and	
  physical	
  cues	
  telling	
  them	
  how	
  to	
  behave,	
  bacteria	
  and	
  
cancer	
  cells	
  override	
  this	
  control	
  by	
  using	
  different	
  chemical	
  and	
  genetic	
  pathways.	
  They	
  proliferate	
  
quickly	
  to	
  make	
  rapid	
  genetic	
  changes,	
  avoiding	
  the	
  body's	
  immune	
  system	
  and	
  developing	
  drug	
  
resistance.	
  

Using	
  intricate	
  communication,	
  cancer	
  cells	
  can	
  distribute	
  tasks,	
  share	
  resources,	
  differentiate,	
  and	
  
make	
  decisions.	
  Before	
  sending	
  cells	
  to	
  colonize	
  organs	
  and	
  tissues	
  throughout	
  the	
  body	
  (metastasis),	
  
"spying	
  cells"	
  explore	
  the	
  body	
  and	
  return	
  the	
  cancer's	
  origin.	
  Only	
  then	
  do	
  metastatic	
  cells	
  leave	
  the	
  
primary	
  tumor	
  and	
  navigate	
  to	
  new	
  posts.	
  

Also	
  like	
  bacteria,	
  cancer	
  cells	
  change	
  their	
  own	
  environment.	
  They	
  induce	
  genetic	
  changes	
  and	
  enslave	
  
surrounding	
  normal	
  cells,	
  forcing	
  them	
  to	
  do	
  the	
  disease's	
  bidding	
  -­‐-­‐	
  providing	
  physical	
  support,	
  
protecting	
  them	
  from	
  the	
  immune	
  system,	
  and	
  more.	
  Cancer	
  cells	
  can	
  also	
  become	
  dormant	
  when	
  they	
  
sense	
  danger,	
  such	
  as	
  chemotherapy	
  chemicals,	
  then	
  reactivate	
  at	
  will.	
  (488)	
  

Drawing	
  the	
  parallels	
  between	
  Bacteria	
  and	
  Community	
  Art	
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The	
  above	
  study	
  demonstrates	
  the	
  sociology	
  of	
  bacterial	
  cells	
  working	
  with	
  extreme	
  wit	
  to	
  find	
  their	
  
place	
  within	
  an	
  existing	
  organism.	
  Much	
  can	
  be	
  learned	
  from	
  this	
  research	
  concerning	
  organizational	
  
methodology	
  -­‐	
  the	
  ability	
  to	
  practice	
  group	
  intelligence	
  and	
  communications	
  working	
  towards	
  a	
  shared	
  
purpose,	
  as	
  well	
  as	
  the	
  ability	
  to	
  induce	
  a	
  state	
  whereby	
  each	
  cell	
  has	
  an	
  important	
  role	
  in	
  the	
  colony’s	
  
success.	
  For	
  me	
  the	
  most	
  interesting	
  part	
  of	
  this	
  research	
  is	
  the	
  discovery	
  that	
  social	
  collaboration	
  is	
  
genetically	
  coded,	
  and	
  that	
  different	
  communication	
  mechanisms	
  	
  among	
  neighboring	
  systems	
  operate	
  
simultaneously	
  within	
  one	
  organism,	
  and	
  the	
  degree	
  to	
  which	
  one	
  system	
  is	
  able	
  to	
  achieve	
  
collaborations	
  will	
  determine	
  its	
  success	
  or	
  failure.	
  If	
  parallels	
  are	
  drawn	
  from	
  these	
  biological	
  systems	
  
to	
  our	
  society,	
  then	
  essentially	
  the	
  successful	
  survival	
  of	
  communities	
  (which	
  according	
  to	
  the	
  study	
  
presented	
  above	
  by	
  Eduard	
  Wilson	
  over-­‐rides	
  the	
  survival	
  of	
  one’s	
  family),	
  depends	
  on	
  our	
  
methodological	
  ability	
  to	
  share	
  ideas	
  and	
  goals,	
  collaborate,	
  communicate,	
  and	
  share	
  resources.	
  A	
  
suggested	
  research	
  may	
  attempt	
  to	
  practice	
  the	
  bacteria	
  communication	
  and	
  organizational	
  skills	
  
observed	
  on	
  a	
  community	
  art	
  project.	
  	
  	
  	
  

8.3	
  Caring	
  for	
  the	
  Participants:	
  Investigate	
  methodological	
  means	
  by	
  

which	
  community	
  art	
  organizations	
  create	
  a	
  community	
  encouraging	
  

community	
  members	
  to	
  belong.	
  	
  	
  
The	
  ability	
  to	
  become	
  a	
  group,	
  and	
  the	
  ability	
  of	
  individuals	
  to	
  identify	
  themselves	
  as	
  part	
  of	
  the	
  group	
  
was	
  one	
  of	
  the	
  core	
  issues	
  discussed	
  by	
  Maud	
  Clark	
  (see	
  Appendix	
  IV).	
  Clark	
  described	
  a	
  number	
  of	
  
methodologies	
  developed	
  so	
  as	
  to	
  not	
  only	
  create	
  what	
  Mari	
  Gardner	
  defined	
  as	
  a	
  ‘safe	
  space’	
  (see	
  
Appendix	
  II),	
  but	
  also	
  to	
  make	
  participants	
  feel	
  that	
  their	
  physical	
  and	
  spiritual	
  needs	
  are	
  addressed.	
  
Clark	
  described	
  the	
  methodology	
  of	
  care	
  with	
  which	
  participants	
  are	
  handled:	
  the	
  young	
  people	
  are	
  
picked	
  up	
  daily	
  from	
  their	
  homes,	
  fed	
  nutritious	
  food,	
  dressed,	
  given	
  health-­‐care,	
  mental	
  health	
  care,	
  
legal	
  support,	
  and	
  tuition.	
  	
  HighWater	
  participants	
  regularly	
  take	
  part	
  in	
  what	
  Clark	
  terms	
  as	
  ‘feel	
  good	
  
times’:	
  outings	
  to	
  culture	
  events,	
  nature	
  trips,	
  restaurants,	
  birthdays	
  are	
  celebrated.	
  Gradually	
  
participants	
  start	
  identifying	
  themselves	
  as	
  part	
  of	
  the	
  group,	
  taking	
  on	
  the	
  responsibilities	
  assumed	
  by	
  a	
  
group	
  member.	
  Thus	
  participation	
  is	
  achieved	
  through	
  developing	
  the	
  ability	
  of	
  participants	
  to	
  identify	
  
themselves	
  as	
  part	
  of	
  the	
  group.	
  In	
  effect	
  Clark’s	
  HighWater	
  Theatre	
  is	
  a	
  community.	
  	
  
	
  

CHAPTER	
  9-­‐	
  SUMMARY	
  CONCLUSIONS:	
  artistic	
  and	
  

organizational	
  methodologies	
  for	
  the	
  community	
  artist	
  
The	
  aim	
  of	
  this	
  research	
  was	
  to	
  trace	
  the	
  artistic	
  methodologies	
  of	
  ten	
  well	
  established	
  community	
  
artists	
  (see	
  chapter	
  4),	
  working	
  to	
  encourage	
  reconciliation	
  in	
  communities	
  so	
  as	
  to	
  construct	
  a	
  
methodology	
  hand-­‐book	
  (see	
  chapter	
  5),	
  so	
  as	
  to	
  advance	
  understandings	
  and	
  improve	
  the	
  
effectiveness	
  of	
  artists	
  working	
  to	
  reconcile	
  communities.	
  Ten	
  artists	
  were	
  selected	
  for	
  their	
  
achievements.	
  Their	
  working	
  methodologies	
  were	
  recorded	
  by	
  researching	
  materials	
  published	
  by	
  the	
  
artists	
  or	
  their	
  organizations,	
  a	
  questionnaire,	
  personal	
  interviews,	
  and	
  correspondence.	
  Each	
  case	
  study	
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was	
  deeply	
  prodded,	
  results	
  were	
  translated	
  into	
  visual	
  displays:	
  flow	
  charts,	
  diagrams	
  and	
  tables.	
  The	
  
research	
  hypothesis	
  was	
  that	
  the	
  artistic	
  methodology	
  is	
  the	
  key	
  issue	
  for	
  analysis	
  and	
  implementation.	
  
However,	
  the	
  research	
  discovered	
  that	
  the	
  community	
  artist	
  must	
  not	
  only	
  define	
  his/her	
  working	
  
methodology,	
  but	
  that	
  this	
  methodology	
  must	
  be	
  directly	
  related	
  to	
  the	
  specific	
  community	
  involved.	
  
Furthermore,	
  equally	
  crucial	
  is	
  the	
  socio-­‐organizational	
  framework	
  established	
  around	
  the	
  project.	
  
Emerging	
  from	
  the	
  case	
  studies	
  was	
  a	
  clear	
  distinction	
  between	
  artistic	
  and	
  socio-­‐organizational	
  
methodology.	
  “Artistic	
  methodology”	
  (1)	
  integrated	
  personal	
  artistic/social	
  ideology,	
  (2)	
  addressing	
  &	
  
suiting	
  the	
  specific	
  community.	
  “Socio-­‐organizational	
  Methodology”	
  (1)	
  construction	
  of	
  collaborations	
  &	
  
partnerships,	
  (2)	
  care	
  for	
  the	
  organization’s	
  staff.	
  

The	
  chief	
  findings	
  of	
  this	
  research	
  suggest	
  that	
  community	
  artist’s	
  methodologies	
  divide	
  into	
  two	
  distinct	
  
areas:	
  artistic,	
  and	
  socio-­‐organizational	
  methodologies	
  which	
  interchange.	
  At	
  the	
  core	
  of	
  the	
  artist’s	
  
methodology	
  is	
  the	
  discovery	
  of	
  personal	
  motivating	
  ideology	
  formulated	
  while	
  addressing	
  a	
  specific	
  
community.	
  Very	
  frequently	
  the	
  socio-­‐organizational	
  methodology	
  occurs	
  simultaneously,	
  and	
  it	
  too	
  
presents	
  simultaneous	
  processes	
  of	
  forming	
  external	
  partnerships	
  while	
  internally	
  caring	
  for	
  the	
  
organization’s	
  personnel.	
  	
  	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
   Diagram14:	
  	
  the	
  community	
  artist’s	
  methodology	
  

The	
  above	
  diagram	
  demonstrates	
  the	
  methodology	
  steps	
  carried	
  out	
  by	
  the	
  community	
  artist.	
  The	
  
artist’s	
  methodology	
  is	
  developed	
  through	
  personal	
  ideology	
  while	
  addressing	
  the	
  specific	
  community	
  
engaged	
  with,	
  thus	
  even	
  though	
  the	
  basis	
  of	
  the	
  community	
  artist	
  methodology	
  is	
  an	
  awareness	
  of	
  why	
  
he/she	
  are	
  engaged	
  in	
  community	
  art,	
  and	
  the	
  specific	
  reconciliation	
  the	
  artist	
  aims	
  to	
  achieve,	
  the	
  
artist’s	
  methodological	
  process	
  as	
  defined	
  above	
  depends	
  to	
  a	
  large	
  extent	
  on	
  the	
  specific	
  community	
  
engaged	
  with	
  and	
  the	
  suitability	
  of	
  all	
  the	
  above	
  elements	
  to	
  each-­‐other	
  into	
  one	
  coherent	
  

Personal	
  ideology	
   Specific	
  community	
  engaged	
  

Aims	
  

Definitions	
  
of	
  

community	
  
art	
  

Plan	
  
interventi

on	
  
Creative	
  
process	
  

Expose	
  
&	
  

review	
  

UNIVERSITAT ROVIRA I VIRGILI 
RECONCILIATION AND COMMUNITY DEVELOPMENT THROUGH COMMUNITY ART: AN INVESTIGATION INTO THE METHODOLOGIES EMPLOYED 
BY COMMUNITY ARTISTS 
Tamar Sharon 
Dipòsit Legal: T.611-2013 
 



314	
  
	
  

methodology.	
  The	
  methodology	
  steps	
  described	
  carried	
  out	
  by	
  the	
  artist	
  are	
  presented	
  not	
  omly	
  as	
  a	
  
process	
  or	
  procedure,	
  but	
  are	
  presented	
  as	
  inter-­‐related,	
  and	
  dependant	
  upon	
  each-­‐other.	
  	
  

	
  

	
  

	
  	
  

	
  

	
  

	
  

	
  

	
  

	
  

	
   Diagram	
  15:	
  community	
  artist’s	
  socio-­‐organizational	
  methodology	
  

The	
  diagram	
  above	
  presents	
  a	
  very	
  simplified	
  representation	
  of	
  organizational	
  methodology.	
  At	
  the	
  
basis	
  of	
  the	
  diagram	
  above	
  is	
  the	
  development	
  of	
  a	
  methodology	
  concerning	
  the	
  formulation	
  of	
  
partnerships	
  and	
  collaborations	
  since	
  partnering	
  organizations	
  have	
  a	
  crucial	
  effect	
  on	
  the	
  project’s	
  
methodology,	
  tied	
  with	
  methodological	
  care	
  for	
  the	
  organization’s	
  staff.	
  Not	
  only	
  is	
  the	
  organization	
  
concerned	
  with	
  fulfilling	
  its	
  mission,	
  but	
  in	
  caring	
  for	
  itself	
  and	
  its	
  staff	
  so	
  as	
  to	
  be	
  able	
  to	
  conduct	
  the	
  
process	
  and	
  make	
  the	
  intervention	
  sustainable.	
  Following,	
  methodological	
  decisions	
  concerning	
  staff	
  
and	
  the	
  type	
  of	
  staff	
  recruited	
  and	
  staff	
  training,	
  engagement	
  in	
  conversation	
  and	
  development	
  of	
  a	
  
methodology	
  concerning	
  the	
  future	
  and	
  continuation	
  of	
  the	
  project	
  and	
  thus	
  frequently	
  resulting	
  in	
  
diversification.	
  Thus	
  this	
  diagram	
  demonstrates	
  the	
  interaction	
  between	
  the	
  construction	
  of	
  
partnerships	
  and	
  the	
  quality	
  of	
  the	
  relationships	
  among	
  staff	
  as	
  the	
  socio-­‐organizational	
  methodology	
  
which	
  according	
  to	
  this	
  research	
  is	
  	
  crucial	
  for	
  the	
  success	
  of	
  community	
  art,	
  I	
  might	
  go	
  so	
  far	
  as	
  to	
  claim	
  
that	
  any	
  significant	
  human	
  interactive	
  endeavor	
  is	
  the	
  product	
  of	
  partnerships	
  and	
  their	
  quality.	
  	
  

The	
  two	
  diagrams	
  above	
  present	
  artistic	
  and	
  socio-­‐organizational	
  as	
  separate,	
  the	
  diagram	
  below	
  places	
  
the	
  artistic	
  methodology	
  at	
  the	
  core,	
  and	
  demonstrates	
  that	
  frequently	
  there	
  is	
  much	
  overlapping.	
  
“Socio-­‐Organizational	
  and	
  Personal	
  Methodologies	
  for	
  the	
  Community	
  Artist	
  as	
  Derived	
  from	
  the	
  work	
  
of	
  Lily	
  Yeh	
  as	
  described	
  in	
  the	
  article	
  “Warrior	
  Angel”	
  which	
  further	
  develops	
  element	
  s	
  of	
  the	
  socio-­‐
organizational	
  methodology	
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Diagram	
  16:	
  Socio-­‐Organizational	
  and	
  Artistic	
  Methodologies	
  for	
  the	
  Community	
  Artist	
  

demonstrated	
  as	
  a	
  simultaneous	
  process	
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Appendix	
  I-­‐	
  Martin	
  Lynch	
  Questionnaire	
  &	
  	
  Correspondence	
  

The	
  methodologies	
  of	
  community	
  artists	
  pursuing	
  peace	
  and	
  reconciliation-­‐Questions	
  11.1.2012	
  

I	
  will	
  be	
  writing	
  in	
  the	
  past	
  tense	
  as	
  –	
  in	
  the	
  true	
  sense,	
  whilst	
  some	
  of	
  my	
  recent	
  projects	
  have	
  had	
  a	
  community	
  dimension	
  	
  –	
  I	
  haven’t	
  been	
  working	
  in	
  
community	
  arts	
  for	
  10	
  years. 	
  

	
  
-­‐How	
  would	
  you	
  define	
  community	
  art?	
  In	
  the	
  Community	
  Arts	
  Forum	
  (Belfast)	
  some	
  years	
  ago,	
  we	
  drafted	
  a	
  form	
  of	
  words	
  which	
  we	
  felt	
  should	
  guide	
  all	
  
community	
  arts	
  activity	
  as	
  follows:	
  Access,	
  Participation,	
  Authorship,	
  Ownership.	
  We	
  felt	
  that	
  unless	
  a	
  community	
  arts	
  project	
  had	
  each	
  of	
  these	
  elements	
  –	
  to	
  a	
  	
  
varying	
  range	
  of	
  degrees	
  –	
  then	
  it	
  probably	
  isn’t	
  a	
  community	
  arts	
  project.	
  	
  

-­‐What	
  is	
  your	
  methodology-­‐	
  core	
  ideology	
  of	
  working	
  with	
  communities? 	
  
1.	
  Making	
  sure	
  I	
  was	
  working	
  with	
  a	
  bona	
  fida	
  community 	
  
2.	
  making	
  sure	
  I	
  was	
  working	
  on	
  subject	
  matter	
  that	
  would	
  be	
  of	
  great	
  interest	
  to	
  that	
  community. 	
  
3.	
  Being	
  prepared	
  to	
  give	
  a	
  part	
  of	
  myself	
  away,	
  i.e.	
  that	
  the	
  script	
  will	
  be	
  as	
  much	
  by	
  them	
  as	
  by	
  me. 	
  
4.	
  Making	
  sure	
  the	
  community	
  –	
  in	
  the	
  broadest	
  sense	
  –	
  would	
  be	
  able	
  to	
  see	
  the	
  finished	
  play. 	
  
5.	
  Knowing	
  there	
  would	
  be	
  strong	
  talent	
  in	
  the	
  community	
  and	
  making	
  sure	
  this	
  talent	
  had	
  a	
  good	
  platform	
  in	
  the	
  end	
  result.	
   	
  
6.	
  No	
  middle-­‐class,	
  theatre	
  practitioners/posers	
  on	
  the	
  project	
  whose	
  main/only	
  intention	
  is	
  to	
  get	
  work,	
  unless	
  I	
  really	
  need	
  them. 	
  
Description	
  of	
  the	
  alienation	
  to	
  overcome 	
  

d	
  class.	
  Catholic/nationalist/republican	
  an-­‐Exclusively	
  working	
  Describe	
  the	
  type	
  of	
  communities	
  you	
  work	
  with	
  (social,	
  political,	
  economic).
Protestant/unionist/loyalist. 	
  
-­‐Do	
  you	
  bring	
  different	
  communities	
  into	
  interaction;	
  do	
  you	
  work	
  to	
  strengthen	
  weak	
  communities	
  
Basically	
  work	
  to	
  provide	
  a	
  voice	
  for	
  communities	
  who	
  don’t	
  have	
  much	
  of	
  a	
  voice	
  but	
  also	
  in	
  the	
  Northern	
  Irish	
  context,	
  working	
  with	
  both	
  Protestant	
  and	
  Catholic	
  
communities,	
  both	
  separately	
  and	
  in	
  bringing	
  them	
  together.	
  
-­‐What	
  are	
  the	
  differences	
  between	
  the	
  interacting	
  communities	
  (social,	
  political,	
  economic,	
  religious)? 	
  
As	
  Gusty	
  Spence,	
  the	
  famous	
  Loyalist	
  leader	
  once	
  said,	
  “The	
  Protestants	
  had	
  twopence	
  halfpenny	
  and	
  the	
  Catholics	
  had	
  twopence.	
  In	
  other	
  words,	
  religious	
  labels	
  
didn’t	
  matter,	
  if	
  you’re	
  w/c	
  you	
  don’t	
  have	
  much.	
   	
  
-­‐Could	
  you	
  describe	
  the	
  type	
  of	
  antagonism	
  you	
  wish	
  to	
  help	
  reconcile? 	
  
In	
  N	
  Ireland,	
  it	
  is	
  deeply	
  historical	
  going	
  back	
  over	
  2	
  or	
  3	
  hundred	
  years	
  and	
  even	
  beyond	
  that	
  would	
  you	
  consider	
  the	
  plantation	
  of	
  Ulster	
  by	
  the	
  British	
  took	
  place	
  
in	
  the	
  17th	
  century. 	
  
So	
  the	
  differences	
  today	
  are	
  still	
  there.	
  The	
  Ulster	
  Protestants	
  perceive	
  themselves	
  as	
  British	
  and	
  owe	
  allegiance	
  to	
  the	
  UK	
  while	
  native	
  Irish	
  Catholics	
  see	
  
themselves	
  as	
  Irish	
  and	
  wish	
  for	
  a	
  new	
  constitutional	
  arrangement	
  such	
  as	
  a	
  United	
  Ireland	
  without	
  British	
  interference. 	
  
Working	
  method 	
  
-­‐How	
  do	
  you	
  begin	
  a	
  project? 	
  
A	
  round	
  of	
  meetings	
  in	
  the	
  particular	
  community	
  to	
  bring	
  on	
  board	
  all	
  the	
  opinion	
  leaders,	
  community	
  leaders	
  and	
  anybody	
  else	
  I	
  think	
  will	
  help	
  or	
  indeed	
  might	
  
create	
  an	
  obstacle	
  to	
  the	
  project.	
  If	
  I	
  don’t	
  have	
  everyone’s	
  active	
  participation	
  at	
  least	
  I	
  will	
  have	
  their	
  tacit	
  support	
  or	
  will	
  have	
  neutralized	
  them.	
  At	
  the	
  end	
  of	
  this	
  
process	
  I	
  will	
  have	
  a	
  community	
  committee	
  to	
  oversee	
  all	
  aspects	
  of	
  the	
  project. 	
  
I	
  also	
  make	
  sure	
  I	
  am	
  physically	
  fit	
  to	
  take	
  on	
  what	
  I	
  know	
  will	
  be	
  a	
  hugely	
  demanding	
  	
  project. 	
  
-­‐How	
  do	
  you	
  make	
  contact	
  and	
  meet	
  the	
  community? 	
  
Get	
  off	
  my	
  arse	
  and	
  go	
  straight	
  in	
  there.	
  I	
  will	
  attend	
  Tenants	
  Assoc	
  meetings,	
  pensioners	
  meetings,	
  dart	
  team,	
  mothers	
  and	
  toddlers,	
  anybody.	
  I	
  will	
  go	
  drinking	
  
with	
  key	
  people	
  and	
  groups,	
  attend	
  their	
  social	
  nights,	
  get	
  involved,	
  etc.	
  It’s	
  a	
  way	
  of	
  letting	
  them	
  know	
  I’m	
  an	
  ordinary	
  person,	
  was	
  reared	
  the	
  same	
  as	
  them	
  and	
  
that	
  I’m	
   	
  
not	
  an	
  arty-­‐farty	
  person	
  in	
  to	
  ride	
  them.	
  From	
  a	
  series	
  of	
  specific	
  group	
  workshops,	
  i.e.	
  mothers	
  and	
  toddlers,	
  pensioners,	
  etc.	
  and	
  open	
  recruitment	
  meetings,	
  I	
  will	
  
find	
  the	
  project	
  participants.	
  My	
  experience	
  is	
  you	
  find	
  participants	
  in	
  the	
  most	
  unusual	
  ways,	
  as	
  well	
  as	
  your	
  normal	
  processes.	
   	
  
-­‐What	
  is	
  the	
  level	
  of	
  community	
  involvement	
  in	
  the	
  process? 	
  
As	
  far	
  as	
  I’m	
  concerned,	
  absolute.	
  There	
  is	
  no	
  community	
  arts	
  without	
  total	
  involvement	
  from	
  the	
  community.	
  	
  I	
  will	
  work	
  hard	
  to	
  make	
  sure	
  they	
  are	
  involved	
  at	
  all	
  
levels,	
  e.g.	
  writing,	
  administration,	
  designing,	
  acting,	
  stage	
  management,	
  Press	
  work,	
  research,	
  everything.	
  There	
  is	
  no	
  aspect	
  of	
  the	
  project	
  they	
  won’t	
  be	
  involved	
  
in.	
  	
   	
  
-­‐Do	
  you	
  plan	
  for	
  differing	
  levels	
  of	
  involvement	
  to	
  suit	
  community	
  members? 	
  
You	
  have	
  to.	
  It’s	
  crucial	
  that	
  you	
  learn	
  to	
  ask	
  yourself,	
  “what	
  can	
  I	
  ask	
  for	
  here?”	
  	
  from	
  each	
  individual	
  and	
  group.	
  Cathal	
  Goulding,	
  former	
  chief	
  of	
  Staff	
  of	
  the	
  IRA	
  
told	
  me	
  many	
  years	
  ago,	
  if	
  a	
  man	
  can’t	
  put	
  you	
  up	
  in	
  his	
  house	
  or	
  keep	
  materials	
  for	
  you	
  but	
  might	
  be	
  able	
  to	
  give	
  you	
  the	
  laces	
  out	
  of	
  his	
  boots	
  –	
  take	
  them. 	
  
-­‐What	
  kind	
  of	
  interaction	
  with	
  the	
  community	
  do	
  you	
  pursue? 	
  
I	
  think	
  I’ve	
  outlined	
  this	
  above.	
  If	
  I	
  haven’t	
  let	
  me	
  know	
  what	
  specifics	
  you	
  are	
  talking	
  about. 	
  
-­‐Does	
  the	
  project	
  have	
  a	
  certain	
  objective	
  or	
  is	
  the	
  process	
  the	
  objective? 	
  
Several	
  objectives	
  as	
  follows:	
   	
  
A.	
  Create	
  and	
  produce	
  a	
  play	
  for	
  public	
  performance	
  that	
  will	
  serve	
  as	
  a	
  voice	
  for	
  a	
  community. 	
  
B.	
  Create	
  a	
  large	
  access	
  point	
  for	
  people	
  to	
  participate	
  in	
  the	
  project. 	
  
C.	
  Get	
  as	
  many	
  of	
  the	
  community	
  involved	
  as	
  possible	
  at	
  some	
  level	
  or	
  another. 	
  

UNIVERSITAT ROVIRA I VIRGILI 
RECONCILIATION AND COMMUNITY DEVELOPMENT THROUGH COMMUNITY ART: AN INVESTIGATION INTO THE METHODOLOGIES EMPLOYED 
BY COMMUNITY ARTISTS 
Tamar Sharon 
Dipòsit Legal: T.611-2013 
 



325	
  
	
  

D.	
  	
  Make	
  sure	
  they	
  get	
  involved	
  in	
  the	
  writing	
  of	
  the	
  play,	
  that	
  they	
  own	
  the	
  script	
  as	
  much	
  if	
  not	
  more	
  than	
  me	
  as	
  the	
  main	
  writer.	
   	
  
E.	
  By	
  creating	
  a	
  project	
  committee	
  made	
  up	
  of	
  community	
  participants	
  to	
  oversee	
  the	
  project,	
  the	
  community	
  effectively	
  owns	
  the	
  project	
  and	
  can	
  decide	
  where	
  it	
  
goes,	
  when	
  it	
  goes,	
  etc.	
  	
  I	
  love	
  the	
  process	
  and	
  really	
  regard	
  it	
  as	
  crucial	
  to	
  a	
  project	
  but	
  I	
  would	
  never	
  –NEVER	
  –	
  do	
  a	
  project	
  simply	
  for	
  the	
  process.	
  That	
  is	
  social	
  
work.	
  I	
  work	
  in	
  the	
  arts.	
  I	
  believe	
  that	
  participation	
  in	
  the	
  arts	
  is	
  a	
  special,	
  life-­‐enhancing	
  process	
  that	
  may	
  do	
  more	
  for	
  an	
  individual	
  than	
  11	
  years	
  of	
  formal	
  
education	
  or	
  a	
  lifetime	
  of	
  underachievement.	
  There	
  has	
  to	
  be	
  a	
  public	
  performance	
  –	
  a	
  demonstration	
  –	
  a	
  public	
  affirmation	
  of	
  who	
  a	
  people	
  are	
  –	
  for	
  it	
  to	
  be	
  
worthwhile	
  for	
  me.	
  	
   	
  
-­‐Do	
  your	
  projects	
  have	
  a	
  beginning,	
  middle,	
  and	
  an	
  end? 	
  
Probably.	
  The	
  meetings,	
  setting	
  up	
  a	
  committee,	
  start	
  fundraising,	
  etc.	
  first,	
  then	
  the	
  fundraising	
  proper,	
  workshops,	
  creation	
  of	
  the	
  script	
  and	
  lastly,	
  the	
  public	
  
performance.	
   	
  
-­‐How	
  is	
  the	
  scale	
  of	
  your	
  projects	
  defined;	
  by	
  subject,	
  duration,	
  no.	
  of	
  people	
  involved. 	
  
SCALE	
  -­‐	
  XXXXXXXX 	
  
For	
  what	
  I	
  do/did	
  –	
  community	
  plays	
  –	
  I	
  learned	
  by	
  experience	
  that	
  you	
  need	
  anywhere	
  between	
  a	
  year	
  and	
  2	
  years	
  to	
  do	
  a	
  project	
  properly. 	
  
Staff	
  and	
  support 	
  
-­‐Do	
  you	
  work	
  with	
  professional	
  skilled	
  staff	
  or	
  do	
  you	
  seek	
  talent	
  within	
  the	
  community? 	
  
Again,	
  through	
  experience	
  I	
  came	
  to	
  the	
  position	
  that	
  I	
  need	
  to	
  build	
  a	
  professional	
  scaffolding	
  around	
  a	
  community	
  arts	
  project.	
  Selecting	
  the	
  right	
  professionals	
  
who	
  know	
  that	
  they	
  have	
  to	
  be	
  involved	
  in	
  the	
  community,	
  get	
  their	
  hands	
  dirty,	
  get	
  stuck	
  in,	
  is	
  crucial.	
  No	
  posers	
  and	
  no	
  prima	
  donnas.	
  	
  However,	
  as	
  stated	
  earlier	
  I	
  
will	
  work	
  to	
  seek	
  out	
  and	
  provide	
  a	
  platform	
  for	
  talent	
  in	
  the	
  community.	
  This	
  is	
  a	
  crucial	
  part	
  of	
  it	
  for	
  me	
  and	
  a	
  great	
  delight	
  when	
  we	
  find	
  great	
  local	
  talent.	
   	
  
I	
  will	
  try	
  to	
  have	
  at	
  least:	
  a	
  professional	
  writer,	
  set	
  designer,	
  stage	
  manager,	
  administrator(you	
  will	
  often	
  find	
  an	
  administrator	
  from	
  the	
  community)	
  I	
  usually	
  
employ	
  up	
  to	
  4	
  professional	
  actors.	
   	
  
-­‐If	
  you	
  do	
  work	
  with	
  staff	
  do	
  you	
  have	
  a	
  set	
  'team'-­‐	
  or	
  do	
  you	
  construct	
  each	
  project	
  individually. 	
  
Construct	
  each	
  project	
  individually. 	
  
-­‐Is	
  the	
  emphasis	
  on	
  employing	
  skilled	
  professionals	
  or	
  people	
  with	
  communication	
  skills,	
  community	
  leaders,	
  or	
  community	
  members	
  with	
  good	
  intentions? 	
  
All	
  of	
  the	
  above	
  –	
  no	
  emphasis	
  on	
  one	
  or	
  the	
  other.	
  They	
  are	
  all	
  crucial.	
   	
  
-­‐Do	
  you	
  and	
  your	
  staff	
  have	
  support	
  from	
  trained	
  community	
  workers?	
  If	
  yes	
  what	
  is	
  their	
  role. 	
  
It	
  is	
  important	
  to	
  get	
  professional	
  Community	
  workers	
  involved	
  in	
  any	
  capacity,	
  such	
  as	
  actors,	
  writers,	
  fundraisers,	
  etc	
  but	
  particularly	
  on	
  the	
  committee. 	
  
Funding 	
  
-­‐Do	
  you	
  initiate	
  and	
  acquire	
  funding	
  or	
  is	
  this	
  aspect	
  of	
  the	
  work	
  conducted	
  by	
  someone	
  else? 	
  
I	
  usually	
  lead	
  the	
  fundraising	
  and	
  –	
  unless	
  I	
  can	
  avoid	
  it	
  –	
  help	
  with	
  filling	
  in	
  application	
  forms,	
  etc.	
   	
  
If	
  I	
  can	
  identify	
  a	
  good	
  administrator	
  this	
  person	
  will	
  play	
  a	
  key	
  role	
  in	
  the	
  admin	
  of	
  fundraising.	
  It’s	
  also	
  great	
  to	
  find	
  a	
  Community	
  worker	
  who	
  can	
  bring	
  in	
  some	
  
funds	
  via	
  his/her	
  traditional	
  routes.	
   	
  
I	
  gave	
  up	
  on	
  forming	
  fundraising	
  sub-­‐committees	
  –	
  they	
  never	
  do	
  the	
  work	
  or	
  probably	
  don’t	
  have	
  the	
  skills.	
   	
  
-­‐Who	
  are	
  your	
  funders	
  and	
  why	
  do	
  they	
  support	
  your	
  work? 	
  
Arts	
  Council,	
  Belfast	
  City	
  Council	
  ,	
  Community	
  Relation	
  Commission	
  and	
  whoever	
  looks	
  like	
  they	
  might	
  fund	
  your	
  particular	
  project,	
  e.g.	
  Trusts,	
  social	
  agencies,	
  etc.	
   	
  
These	
  particular	
  funders	
  recognize	
  the	
  importance	
  of	
  the	
  work	
  we	
  do.	
  However,	
  it	
  was	
  a	
  long	
  struggle	
  with	
  the	
  Arts	
  Council	
  who	
  don’t	
  come	
  to	
  supporting	
  
community	
  arts	
  naturally.	
  	
  For	
  the	
  previous	
  50	
  years	
  they	
  believed	
  that	
  art	
  was	
  born	
  into	
  certain	
  talented	
  individuals,	
  would	
  come	
  from	
  educated,	
  middle-­‐class	
  
highly-­‐talented	
  people,	
  etc.	
  So,	
  their	
  movement	
  has	
  been	
  slow	
  and	
  torturous	
  -­‐	
  for	
  them	
  and	
  us.	
   	
  
-­‐Do	
  you	
  have	
  to	
  continually	
  apply	
  for	
  funding	
  and	
  support? 	
  
Fundraising	
  for	
  a	
  project	
  is	
  always	
  intense	
  and	
  has	
  to	
  be	
  engaged	
  in	
  like	
  a	
  military	
   	
  
operation. 	
  
-­‐What	
  is	
  the	
  financial	
  scale	
  of	
  the	
  projects	
  you	
  were	
  involved	
  with	
  in	
  terms	
  of	
  budget,	
  no.	
  of	
  employees? 	
  
In	
  the	
  80’s	
  and	
  90’s	
  the	
  projects	
  I	
  was	
  involved	
  in	
  started	
  at	
  £10-­‐20K	
  and	
  moved	
  to	
  £40-­‐100K	
  by	
  the	
  late	
  90’s.	
   	
  
There	
  were	
  usually	
  2	
  or	
  3	
  permanent	
  employees,	
  Producer/writer,	
  Workshop	
  leader/actor	
  and	
  an	
  Administrator.	
  Then	
  we	
  employed	
  up	
  to	
  7	
  or	
  8	
  professional	
  
creatives	
  as	
  outlined	
  earlier.	
   	
  
-­‐Describe	
  your	
  relationship	
  with	
  your	
  funders	
  and	
  stakeholders.	
  Is	
  your	
  relationship	
  personal,	
  formal,	
  do	
  you	
  keep	
  them	
  updated	
  regularly;	
  do	
  you	
  contact	
  them	
  by	
  
phone,	
  mail?	
  Are	
  they	
  part	
  of	
  the	
  process	
  or	
  are	
  they	
  invited	
  to	
  the	
  opening? 	
  
Documentation	
  and	
  celebration 	
  
-­‐Do	
  you	
  document	
  your	
  work	
  and	
  its	
  process-­‐	
  or	
  have	
  it	
  documented	
  for	
  you? 	
  
-­‐Does	
  your	
  work	
  with	
  the	
  community	
  get	
  exposure?	
  If	
  yes	
  what	
  do	
  you	
  regard	
  as	
  effective	
  exposure? 	
  
-­‐Is	
  there	
  a	
  point	
  in	
  time	
  within	
  your	
  work	
  for	
  celebration	
  and	
  review	
  of	
  the	
  work	
  done?  

	
  
Wednesday,	
  February	
  29,	
  2012	
  8:17	
  PM	
  

Hi	
  Tamar,	
  

Thank	
  you	
  for	
  sending	
  me	
  your	
  work.It	
  was	
  great	
  and	
  well	
  outlined	
  and	
  presented.	
  I	
  hope	
  it	
  helps	
  in	
  your	
  work/studies.I	
  would	
  like	
  to,	
  if	
  I	
  may,	
  make	
  a	
  few	
  
observations	
  which	
  you	
  might	
  like	
  to	
  incorporate.	
  

	
  It	
  wouldn’t	
  be	
  accurate	
  to	
  state	
  that	
  the	
  objective	
  of	
  my	
  community	
  theatre	
  work	
  was	
  to	
  bring	
  Catholics	
  and	
  Protestants	
  together.	
  Many	
  of	
  my	
  community	
  theatre	
  
projects	
  were	
  single	
  identity	
  projects,	
  e.g.	
  only	
  Catholics	
  or	
  only	
  young	
  delinquents,	
  etc.	
  You	
  may	
  be	
  getting	
  confused	
  with	
  my	
  work	
  on	
  The	
  Wedding	
  Community	
  
Play	
  which	
  did	
  have	
  as	
  a	
  major	
  objective	
  the	
  notion	
  of	
  bringing	
  Protestant	
  and	
  Catholic	
  working	
  class	
  participants	
  together.	
  Very	
  often	
  it’s	
  a	
  by-­‐product	
  of	
  a	
  project	
  
but	
  it	
  wasn’t	
  always	
  the	
  main	
  objective.	
  	
  

(I	
  have	
  listed	
  most	
  of	
  my	
  Community	
  Theatre	
  projects	
  at	
  end.)	
  

Similarly,	
  you	
  seem	
  to	
  have	
  the	
  impression	
  that	
  my	
  community	
  theatre	
  work	
  was	
  always	
  done	
  through	
  CAF.	
  In	
  fact,	
  only	
  2	
  plays	
  were	
  done	
  through	
  CAF.	
  Most	
  work	
  
was	
  done	
  independently.	
  

On	
  several	
  occasions	
  you	
  refer	
  to	
  me	
  setting	
  up	
  workshops	
  for	
  participants	
  	
  and	
  you	
  repeatedly	
  reference	
  only	
  two	
  grades	
  of	
  workshops,	
  i.e.	
  mothers	
  and	
  toddlers	
  
and	
  pensioners.	
  This	
  may	
  give	
  the	
  wrong	
  impression	
  and	
  	
  is	
  probably	
  because	
  those	
  were	
  two	
  examples	
  I	
  gave.	
  However,	
  the	
  reality	
  is	
  that	
  a	
  project	
  might	
  throw	
  up	
  
workshops	
  in	
  lots	
  of	
  categories,	
  e.g.	
  mothers	
  and	
  toddlers,	
  pensioners,	
  youth	
  groups,	
  dart	
  teams,	
  football	
  teams,	
  students,	
  children,	
  writers	
  groups,	
  tenants	
  groups,	
  
housing	
  action	
  groups,	
  ex-­‐paramilitary	
  combatants,	
  etc.	
  The	
  list	
  expands	
  or	
  contracts	
  depending	
  on	
  the	
  project.	
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  List	
  of	
  community	
  theatre	
  plays	
  I	
  have	
  been	
  involved	
  in:	
  

We	
  Want	
  Work,	
  We	
  Want	
  Bread	
  (Turf	
  Lodge	
  fellowship	
  Community	
  Theatre	
  1976)	
  

Is	
  There	
  life	
  Before	
  Death	
  ?	
  (	
  “	
  	
  	
  	
  	
  	
  “	
  	
  	
  	
  	
  	
  1978)	
  

They’re	
  Takin’	
  The	
  Barricades	
  Down	
  (	
  	
  “	
  	
  	
  	
  	
  “	
  	
  	
  1979)	
  

What	
  About	
  Your	
  Ma,	
  Is	
  Your	
  Da	
  Still	
  Working	
  ?	
  (	
  “	
  	
  	
  	
  “	
  	
  	
  	
  	
  	
  1981)	
  

Billy	
  Maxwell	
  Sketches	
  (	
  	
  	
  	
  “	
  	
  	
  	
  	
  	
  “	
  	
  	
  weekly,	
  1977	
  -­‐	
  1981)	
  

Ricochets	
  (	
  Arts	
  Council	
  Youth	
  groups,	
  1983)	
  

Lay	
  Up	
  Your	
  Ends	
  (Charabanc	
  Theatre	
  Compnay,	
  1983)	
  

Oul	
  Delph	
  And	
  False	
  Teeth	
  (	
  Charabanc	
  Theatre	
  Company,	
  1984)	
  

The	
  Stone	
  Chair	
  (	
  Short	
  Strand	
  community,	
  Belfast)	
  

Bonjour	
  Mucker	
  (	
  St	
  Pat’s	
  Training	
  Care	
  Home	
  for	
  Young	
  Boys	
  1994)	
  

MOTHS	
  (	
  Neighbourhood	
  Open	
  Workshops	
  1995)	
  

The	
  Wedding	
  Community	
  Play	
  (CAF	
  –	
  Community	
  Theatre	
  groups,	
  1999)	
  

Smell	
  The	
  Roses	
  (Magherafelt	
  Women’s	
  Group,	
  Co.	
  Tyrone,	
  2000)	
  	
  

Playing	
  For	
  Time	
  (CAF	
  –	
  Community	
  Theatre	
  groups,	
  2001)	
  

	
  There	
  may	
  be	
  one	
  or	
  two	
  that	
  at	
  the	
  moment	
  I	
  can’t	
  remember.	
  Certainly,	
  these	
  are	
  the	
  major	
  ones.Thank	
  you	
  for	
  taking	
  an	
  interest	
  in	
  my	
  work,	
  Tamar.	
  I	
  wish	
  you	
  
all	
  the	
  best	
  in	
  your	
  future	
  endeavours.	
  

Best	
  Wishes	
  

Martin	
  Lynch	
  

	
  
Friday,	
  February	
  24,	
  2012	
  6:59	
  PM	
  

Hi	
  Tamar,	
  

Here	
  are	
  my	
  responses	
  to	
  your	
  questions:	
  

1.	
  	
  	
  	
  	
  	
  	
  The	
  subject	
  for	
  the	
  play	
  will	
  arise	
  from	
  one	
  of	
  the	
  following	
  or	
  a	
  combination	
  of	
  the	
  following	
  two	
  processes	
  –	
  A.	
  Some	
  ideas	
  I	
  will	
  have	
  based	
  on	
  
my	
  knowledge	
  of	
  the	
  community	
  and	
  subsequent	
  research	
  about	
  the	
  community	
  and/or	
  B.	
  	
  discussions	
  with	
  key	
  groups	
  from	
  within	
  the	
  community,	
  
i.e.	
  	
  In	
  some	
  other	
  instances,	
  the	
  idea	
  may	
  come	
  from	
  an	
  individual	
  from	
  a	
  community	
  that	
  I	
  think	
  is	
  exciting	
  which	
  will	
  then	
  be	
  put	
  to	
  the	
  community	
  
for	
  ratification	
  or	
  agreement.	
  Sometimes	
  it’s	
  an	
  idea	
  I	
  will	
  have	
  that	
  I	
  believe	
  is	
  a	
  perfect	
  fit	
  for	
  the	
  community	
  ,	
  which	
  will	
  be	
  put	
  to	
  the	
  community	
  for	
  
ratification	
  or	
  agreement.	
  	
  
2.	
  	
  	
  	
  	
  	
  	
  I	
  believe	
  everybody	
  can	
  write	
  something.	
  Very	
  few	
  people	
  are	
  dead	
  creatively.	
  Some	
  people	
  will	
  be	
  good	
  at	
  writing	
  or	
  vocalising	
  characters,	
  
others	
  will	
  be	
  good	
  at	
  writing	
  scenes,	
  others	
  will	
  be	
  good	
  at	
  just	
  pitching	
  in	
  with	
  creative	
  ideas	
  in	
  group	
  discussions,	
  etc.	
  	
  Usually,	
  I	
  will	
  form	
  a	
  script	
  
group	
  who	
  will	
  take	
  the	
  writing	
  forward.	
  I	
  will	
  convene	
  this	
  group	
  and	
  tease	
  out	
  who	
  can	
  write	
  and	
  who	
  can’t	
  but	
  asking	
  those	
  willing	
  to	
  write	
  some	
  bits	
  
and	
  take	
  it	
  from	
  there.	
  I	
  will	
  edit	
  and	
  encourage	
  and	
  support	
  those	
  that	
  write.	
  I	
  will	
  then	
  pull	
  everything	
  together	
  and	
  turn	
  it	
  into	
  the	
  first	
  draft	
  –	
  
recognising	
  that	
  the	
  bulk	
  of	
  the	
  actual	
  dialogue	
  will	
  be	
  my	
  own,	
  though	
  lots	
  of	
  it	
  will	
  be	
  based	
  on	
  community	
  stories,	
  workshops,	
  other	
  writing	
  
contributions,	
  etc.	
  
3.	
  	
  	
  	
  	
  	
  	
  The	
  workshops	
  serve	
  multiple	
  purposes.	
  We	
  get	
  people	
  involved.	
  We	
  get	
  people	
  to	
  like	
  us.	
  We	
  get	
  people	
  to	
  break	
  their	
  barriers	
  about	
  being	
  
actors,	
  storytellers,	
  writers,	
  administrators,	
  etc.	
  	
  Everybody	
  I	
  meet	
  –	
  everybody	
  -­‐	
  	
  I’m	
  assessing	
  them	
  for	
  what	
  they	
  can	
  contribute	
  to	
  the	
  project.	
  Some	
  I	
  
just	
  have	
  to	
  mention	
  a	
  role	
  for	
  them	
  and	
  they	
  are	
  breaking	
  down	
  your	
  door,	
  others	
  need	
  massaged,	
  cajoled,	
  persuaded,	
  etc.	
  Those	
  that	
  want	
  to	
  act	
  
then	
  go	
  into	
  regular	
  acting	
  workshops,	
  those	
  who	
  want	
  to	
  write	
  go	
  into	
  the	
  scripting	
  team,	
  those	
  who	
  are	
  material	
  for	
  the	
  committee	
  or	
  whatever,	
  are	
  
channelled	
  in	
  that	
  direction.	
  
4.	
  	
  	
  	
  	
  	
  	
  The	
  1st	
  draft	
  is	
  distributed	
  to	
  the	
  Committee	
  and	
  the	
  scripting	
  team	
  and	
  any	
  creatives	
  that	
  are	
  onboard	
  at	
  this	
  stage,	
  set	
  designer,	
  etc.	
  I	
  take	
  the	
  
feed	
  back,	
  will	
  then	
  hold	
  another	
  Script	
  meeting	
  and	
  proceed	
  to	
  a	
  2nd	
  Draft.	
  This	
  –	
  after	
  another	
  consultation	
  process	
  with	
  the	
  aforementioned	
  -­‐	
  is	
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handed	
  to	
  the	
  director	
  and	
  Hopefully	
  this	
  will	
  be	
  the	
  rehearsal	
  ready	
  draft.	
  There	
  will	
  inevitably	
  be	
  loads	
  of	
  changes	
  and	
  revisions	
  in	
  the	
  rehearsal	
  stage	
  
before	
  the	
  play	
  goes	
  up.	
  	
  
Hope	
  this	
  all	
  helps,	
  Tamar.	
  
Martin.	
  
 

Appendix	
  II-­‐	
  Mari	
  Gardner	
  questionnaire	
  and	
  correspondence	
  

Hi	
  Tamar,	
  
Is	
  the	
  information	
  I	
  sent	
  you	
  yesterday	
  more	
  what	
  you	
  are	
  looking	
  for?	
  

On	
  Nov	
  29,	
  2011	
  3:44	
  PM,	
  "Mari	
  Gardner-­‐Euflauzino"	
  <marigardner@gmail.com>	
  wrote:	
  
Well,	
  that	
  makes	
  it	
  much	
  more	
  difficult...	
  :)	
  
To	
  begin	
  a	
  project	
  I	
  like	
  to	
  know	
  what	
  kind	
  of	
  community	
  I	
  am	
  working	
  with	
  (age,	
  demographics,	
  etc)	
  as	
  well	
  as	
  as	
  much	
  as	
  possible	
  about	
  the	
  
history	
  of	
  the	
  place.	
  It	
  also	
  depends	
  on	
  if	
  I	
  already	
  know	
  the	
  participants,	
  if	
  they	
  know	
  each	
  other,	
  how	
  far	
  of	
  an	
  "outsider"	
  I	
  am,	
  and	
  the	
  kind	
  of	
  
project	
  we	
  are	
  going	
  to	
  make.	
  I	
  begin	
  a	
  film	
  project	
  differently	
  than	
  I	
  begin	
  a	
  sculpture	
  project	
  or	
  a	
  mosaic	
  project.	
  
How	
  about	
  I	
  try	
  to	
  give	
  you	
  a	
  couple	
  examples	
  of	
  how	
  I've	
  approached	
  past	
  projects...	
  
2	
  different	
  projects	
  with	
  youth:	
  
I'm	
  not	
  sure	
  if	
  you've	
  seen	
  these	
  articles.	
  They	
  were	
  published	
  years	
  ago	
  on	
  the	
  CAN	
  website,	
  that	
  unfortunately	
  doesn't	
  exist	
  anymore	
  
(although	
  are	
  thankfully	
  archived).	
  They	
  are	
  writings	
  about	
  two	
  different	
  projects	
  that	
  I	
  did	
  with	
  youth.	
  They	
  explain	
  my	
  process	
  a	
  bit.	
  
http://wayback.archive-­‐it.org/2077/20100906203134/http://www.communityarts.net/readingroom/archivefiles/2007/02/art_club_a_safe.php	
  
http://wayback.archive-­‐
it.org/2077/20100906202706/http://www.communityarts.net/readingroom/archivefiles/2008/11/safe_spaces_com.php	
  
Here's	
  a	
  mini-­‐doc	
  about	
  the	
  Mosaic	
  Wall	
  Project:	
  
http://video.google.com/videoplay?docid=980508045480112621	
  
Photography	
  and	
  audio	
  project	
  in	
  tiny	
  Swaziland	
  village	
  with	
  adults	
  in	
  HIV	
  support	
  group:	
  	
  
I	
  was	
  a	
  visiting	
  artist	
  through	
  the	
  American	
  Artists	
  Abroad	
  program	
  through	
  the	
  United	
  States	
  Embassy.	
  I	
  was	
  in	
  Swaziland	
  for	
  just	
  shy	
  of	
  3	
  
weeks	
  and	
  was	
  to	
  do	
  a	
  photography	
  and	
  audio	
  project	
  in	
  Timbutini	
  (Land	
  of	
  many	
  Goats)	
  with	
  an	
  HIV	
  support	
  group	
  about	
  their	
  struggles	
  and	
  
the	
  abuse	
  they	
  suffered	
  being	
  HIV	
  positive.	
  (60%	
  of	
  Swazi	
  people	
  are	
  HIV	
  positive).	
  I	
  had	
  limited	
  time	
  with	
  these	
  people	
  	
  and	
  didn't	
  know	
  too	
  
much	
  other	
  about	
  them	
  except	
  the	
  bit	
  of	
  Swazi	
  history	
  that	
  I	
  read	
  about,	
  that	
  they	
  had	
  never	
  had	
  their	
  photos	
  taken	
  nor	
  ever	
  used	
  cameras	
  
before,	
  that	
  they	
  didn't	
  all	
  speak	
  fluent	
  English	
  (I	
  had	
  a	
  translator),	
  and	
  that	
  they	
  had	
  suffered	
  greatly,	
  many	
  having	
  been	
  kicked	
  out	
  of	
  theirs	
  
homes	
  and	
  communities,	
  been	
  beaten	
  badly	
  by	
  family	
  members,	
  and	
  had	
  babies	
  taken	
  away,	
  only	
  to	
  die	
  later	
  from	
  AIDS..	
  	
  
Briefly,	
  here	
  is	
  what	
  I	
  remember-­‐	
  
With	
  this	
  group	
  we	
  started	
  with	
  introductions,..	
  then	
  passed	
  a	
  camera	
  around	
  so	
  they	
  knew	
  what	
  they	
  were.	
  We	
  talked	
  a	
  little	
  bit	
  about	
  who	
  I	
  
was	
  and	
  what	
  I	
  was	
  doing	
  there..	
  they	
  were	
  all	
  pretty	
  tense	
  and	
  seemed	
  really	
  unsure	
  so	
  I	
  took	
  them	
  outside	
  to	
  stretch	
  out	
  a	
  little	
  bit.	
  We	
  
played	
  a	
  couple	
  of	
  icebreakers	
  to	
  get	
  silly	
  and	
  loosen	
  up.	
  We	
  made	
  collages	
  about	
  happiness	
  while	
  having	
  general	
  discussions	
  about	
  HIV	
  and	
  
what	
  the	
  situation	
  was	
  in	
  Swaziland.	
  Then	
  we	
  started	
  taking	
  photographs.	
  I	
  showed	
  them	
  the	
  basics	
  and	
  we	
  clicked	
  away..	
  Then	
  we	
  spoke	
  about	
  
portraits	
  and	
  what	
  they	
  had	
  the	
  power	
  to	
  show.	
  We	
  spoke	
  about	
  all	
  the	
  different	
  ways	
  we	
  could	
  take	
  them	
  and	
  that	
  they	
  didn't	
  need	
  to	
  be	
  of	
  
faces,	
  per	
  say..	
  We	
  took	
  portraits..	
  We	
  talked	
  about	
  emotions	
  and	
  how	
  we	
  could	
  show	
  them	
  through	
  images.	
  Again,	
  took	
  more	
  photos..	
  Each	
  
day	
  and	
  the	
  end	
  of	
  the	
  day	
  I	
  would	
  download	
  the	
  photos	
  they	
  had	
  taken	
  and	
  we	
  would	
  look	
  at	
  them	
  and	
  talk	
  about	
  them;	
  if	
  they	
  liked	
  them,	
  if	
  
they	
  saw	
  meaning	
  in	
  them,	
  what	
  they	
  saw,	
  etc..	
  
I	
  showed	
  them	
  images	
  of	
  my	
  past	
  work	
  with	
  communities	
  and	
  shared	
  a	
  little	
  bit	
  about	
  the	
  lives	
  of	
  the	
  participants.	
  I	
  remember	
  them	
  being	
  very	
  
interested	
  in	
  that.	
  It	
  made	
  them	
  feel	
  comfortable	
  to	
  see	
  where	
  I	
  was	
  coming	
  from	
  and	
  what	
  the	
  end	
  result	
  of	
  the	
  artwork	
  could	
  look	
  like.	
  I	
  think	
  
it	
  made	
  them	
  feel	
  comfortable	
  with	
  my	
  intentions.	
  
After	
  that	
  I	
  asked	
  who	
  wanted	
  to	
  share	
  their	
  stories	
  (to	
  be	
  recorded).	
  Thinking	
  it	
  would	
  be	
  one	
  or	
  two	
  of	
  them,	
  I	
  was	
  surprised	
  to	
  see	
  that	
  it	
  was	
  
the	
  majority..	
  We	
  recorded..I	
  edited	
  the	
  audio	
  together	
  and	
  brought	
  it	
  back	
  to	
  make	
  sure	
  it	
  said	
  what	
  they	
  wanted	
  it	
  to	
  say	
  and	
  make	
  changes	
  if	
  
necessary,	
  we	
  continued	
  to	
  take	
  photographs	
  with	
  more	
  of	
  an	
  emphasis	
  on	
  their	
  feelings	
  regarding	
  HIV	
  and	
  how	
  it	
  had	
  effected	
  their	
  lives.	
  
Together	
  they	
  chose	
  the	
  photographs	
  for	
  the	
  exhibit	
  and	
  we	
  decided	
  how	
  we	
  wanted	
  to	
  display	
  it	
  with	
  the	
  audio..	
  
We	
  had	
  the	
  show	
  at	
  the	
  Embassy,	
  We	
  bussed	
  them	
  in	
  and	
  had	
  a	
  huge	
  dinner	
  for	
  them..	
  lots	
  of	
  public	
  came	
  and	
  they	
  were	
  very	
  proud,	
  said	
  it	
  
brought	
  them	
  very	
  much	
  closer	
  as	
  a	
  community	
  and	
  that	
  it	
  made	
  them	
  realize	
  that	
  they	
  were	
  strong.	
  
How	
  about	
  that	
  for	
  now.	
  I'll	
  try	
  to	
  get	
  back	
  to	
  you	
  with	
  another	
  example	
  of	
  a	
  different	
  project	
  later,	
  if	
  you	
  need.	
  
	
  
The	
  methodologies	
  of	
  community	
  artists	
  pursuing	
  peace	
  and	
  reconciliation-­‐Questions	
  

These	
  questions	
  are	
  guidelines.	
  If	
  your	
  work	
  is	
  rooted	
  in	
  a	
  particular	
  approach,	
  belief,	
  philosophy	
  or	
  is	
  influenced	
  by	
  an	
  idea	
  which	
  you	
  see	
  
as	
  a	
  cornerstone	
  please	
  write	
  them.	
  You	
  may	
  even	
  feel	
  that	
  these	
  questions	
  are	
  restrictive	
  and	
  irrelevant	
  to	
  your	
  philosophy	
  or	
  vision.	
  This	
  is	
  
very	
  understandable	
  since	
  the	
  questions	
  refer	
  to	
  the	
  creative	
  process	
  which	
  cannot	
  be	
  standardized,	
  predicted,	
  analyzed,	
  or	
  repeated.	
  
However	
  certain	
  patterns	
  can	
  emerge,	
  and	
  visions	
  can	
  be	
  translated.	
  Thus	
  you	
  could	
  answer	
  the	
  questions	
  or	
  decide	
  to	
  write	
  your	
  ideas	
  in	
  
another	
  way.	
  

	
  

-­‐How	
  would	
  you	
  define	
  community	
  art?Community	
  art	
  is	
  loosely	
  defined	
  as	
  people	
  coming	
  together	
  to	
  engage	
  in	
  creative	
  activity.	
  Grounded	
  in	
  
social	
  justice,	
  the	
  intention	
  of	
  community	
  art	
  is	
  to	
  unearth	
  and	
  facilitate	
  the	
  voice	
  of	
  the	
  community	
  and	
  to	
  empower	
  those	
  who	
  have	
  been	
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marginalized	
  by	
  the	
  larger	
  society.	
  

-­‐What	
  is	
  your	
  methodology-­‐	
  core	
  ideology	
  of	
  working	
  with	
  communities?My	
  work	
  as	
  a	
  community	
  artist	
  is	
  based	
  in	
  the	
  pedagogies	
  of	
  Paulo	
  
Freire	
  (Brazilian	
  educator	
  and	
  philosopher)	
  and	
  maintains	
  his	
  belief	
  that	
  teaching	
  should	
  be	
  done	
  though	
  dialogue	
  and	
  liberatory	
  education.	
  
“Liberatory	
  education	
  is	
  the	
  collective	
  responsibility	
  of	
  learners,	
  teachers,	
  and	
  the	
  community	
  alike	
  who,	
  through	
  dialogue,	
  seek	
  political,	
  as	
  
well	
  as	
  economic	
  and	
  personal	
  empowerment.”	
  

Description	
  of	
  the	
  alienation	
  to	
  overcome	
  

-­‐Describe	
  the	
  type	
  of	
  communities	
  you	
  work	
  with	
  (social,	
  political,	
  economic).I	
  work	
  most	
  often	
  with	
  communities	
  that	
  are	
  underrepresented	
  
in	
  some	
  form	
  or	
  anther.	
  They	
  are	
  generally	
  of	
  the	
  poor	
  class.	
  I	
  have	
  done	
  substantial	
  work	
  with	
  incarcerated	
  teens,	
  and	
  those	
  living	
  in	
  the	
  
ghettos,	
  slums	
  (whatever	
  your	
  preference	
  of	
  calling	
  severely	
  impoverished	
  neighborhoods)	
  in	
  both	
  the	
  United	
  States	
  and	
  Brazil.	
  I	
  have	
  also	
  
worked	
  with	
  refugees,	
  HIV	
  support	
  groups	
  (in	
  Swaziland),	
  and	
  persons	
  suffering	
  from	
  drug	
  addictions.	
  	
  

-­‐Do	
  you	
  bring	
  different	
  communities	
  into	
  interaction;	
  I	
  try	
  to	
  bring	
  different	
  communities	
  into	
  interaction,	
  even	
  if	
  it	
  is	
  just	
  for	
  celebrations.	
  For	
  
example,	
  films	
  that	
  have	
  been	
  made	
  in	
  impoverished	
  neighborhoods	
  of	
  Brazil	
  and	
  the	
  US	
  have	
  been	
  shown	
  at	
  respected	
  Art	
  Centers.	
  The	
  young	
  
video	
  artists	
  have	
  been	
  present	
  for	
  panel	
  discussions	
  and	
  to	
  receive	
  questions	
  from	
  the	
  audience,	
  who	
  are	
  almost	
  always	
  of	
  a	
  different	
  social	
  
background.	
  I	
  believe	
  that	
  this	
  kind	
  of	
  interaction	
  can	
  begin	
  the	
  process	
  of	
  breaking	
  down	
  stereotypes.	
  

-­‐Do	
  you	
  work	
  to	
  strengthen	
  weak	
  communities?	
  Of	
  Course.	
  

-­‐What	
  are	
  the	
  differences	
  between	
  the	
  interacting	
  communities	
  (social,	
  political,	
  economic,	
  religious)?	
  	
  Most	
  often,	
  class	
  and	
  race	
  

-­‐Could	
  you	
  describe	
  the	
  type	
  of	
  antagonism	
  you	
  wish	
  to	
  help	
  reconcile?	
  Ideally,	
  I’d	
  love	
  to	
  reconcile	
  all	
  destructive	
  "isms"	
  (racism,	
  sexism,	
  
classism,	
  ageism,	
  ethnocentrism,	
  etc..)	
  	
  	
  

Working	
  method	
  

-­‐How	
  do	
  you	
  begin	
  a	
  project?	
  

-­‐How	
  do	
  you	
  make	
  contact	
  and	
  meet	
  the	
  community?Most	
  times	
  there	
  is	
  a	
  middle	
  contact	
  who	
  makes	
  the	
  introductions,	
  whether	
  it	
  be	
  a	
  non-­‐
profit	
  who	
  I	
  am	
  working	
  through,	
  a	
  community	
  member,	
  the	
  Dept.	
  of	
  Juvenile	
  Services,	
  	
  a	
  social	
  worker,	
  etc..	
  

-­‐What	
  is	
  the	
  level	
  of	
  community	
  involvement	
  in	
  the	
  process?	
  I	
  prefer	
  to	
  have	
  the	
  community	
  involved	
  in	
  the	
  majority	
  of	
  the	
  process.	
  

-­‐Do	
  you	
  plan	
  for	
  differing	
  levels	
  of	
  involvement	
  to	
  suit	
  community	
  members?	
  Of	
  course	
  

-­‐What	
  kind	
  of	
  interaction	
  with	
  the	
  community	
  do	
  you	
  pursue?	
  All	
  kinds.	
  I	
  like	
  to	
  spend	
  substantial	
  time	
  with	
  the	
  community	
  that	
  I	
  am	
  working	
  
with.	
  I	
  believe	
  that	
  trust	
  is	
  essential	
  in	
  community	
  arts,	
  and	
  therefore	
  want	
  the	
  community	
  to	
  have	
  the	
  opportunity	
  to	
  get	
  to	
  know	
  me	
  and	
  my	
  
intentions	
  as	
  well	
  as	
  I	
  like	
  to	
  get	
  to	
  know	
  them.	
  

-­‐Does	
  the	
  project	
  have	
  a	
  certain	
  objective	
  or	
  is	
  the	
  process	
  the	
  objective?	
  The	
  process	
  is	
  the	
  objective,	
  but	
  through	
  the	
  process	
  the	
  objective	
  is	
  
to	
  provide	
  a	
  creative	
  means	
  to	
  self-­‐expression	
  and	
  empowerment.	
  	
  

-­‐Do	
  your	
  projects	
  have	
  a	
  beginning,	
  middle,	
  and	
  an	
  end?	
  Each	
  project	
  is	
  different.	
  

-­‐How	
  is	
  the	
  scale	
  of	
  your	
  projects	
  defined;	
  by	
  subject,	
  duration,	
  no.	
  of	
  people	
  involved.	
  They	
  are	
  each	
  very	
  different.	
  

Staff	
  and	
  support	
  

-­‐Do	
  you	
  work	
  with	
  professional	
  skilled	
  staff	
  or	
  do	
  you	
  seek	
  talent	
  within	
  the	
  community?	
  My	
  work	
  is	
  created	
  with	
  community	
  members.	
  
Depending	
  on	
  the	
  scale	
  and	
  type	
  of	
  project,	
  I	
  hire	
  professional	
  assistant/s	
  and/or	
  college	
  interns,	
  an	
  engineer/s	
  to	
  help	
  with	
  the	
  particulars	
  of	
  
installation,	
  assisting	
  the	
  community	
  participants,	
  etc.	
  

-­‐If	
  you	
  do	
  work	
  with	
  staff	
  do	
  you	
  have	
  a	
  set	
  'team'-­‐	
  or	
  do	
  you	
  construct	
  each	
  project	
  individually.	
  Each	
  project	
  is	
  done	
  individually,	
  as	
  many	
  
times	
  the	
  projects	
  take	
  place	
  in	
  different	
  locations.	
  

	
  -­‐Is	
  the	
  emphasis	
  on	
  employing	
  skilled	
  professionals	
  or	
  people	
  with	
  communication	
  skills,	
  community	
  leaders,	
  or	
  community	
  members	
  with	
  
good	
  intentions?	
  Of	
  course.	
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-­‐Do	
  you	
  and	
  your	
  staff	
  have	
  support	
  from	
  trained	
  community	
  workers?	
  If	
  yes	
  what	
  is	
  their	
  role?	
  Not	
  usually.	
  

Funding	
  

-­‐Do	
  you	
  initiate	
  and	
  acquire	
  funding	
  or	
  is	
  this	
  aspect	
  of	
  the	
  work	
  conducted	
  by	
  someone	
  else?	
  It	
  depends	
  on	
  the	
  project.	
  Many	
  times	
  my	
  
programs	
  are	
  run	
  through	
  non-­‐profit	
  groups	
  who	
  obtain	
  the	
  funding.	
  Other	
  times,	
  I	
  have	
  written	
  for	
  small	
  grants	
  and	
  held	
  fundraisers.	
  

-­‐Who	
  are	
  your	
  funders	
  and	
  why	
  do	
  they	
  support	
  your	
  work?	
  

-­‐Do	
  you	
  have	
  to	
  continually	
  apply	
  for	
  funding	
  and	
  support?	
  Generally	
  funding	
  is	
  needed	
  for	
  each	
  project	
  new.	
  

-­‐What	
  is	
  the	
  financial	
  scale	
  of	
  the	
  projects	
  you	
  were/are	
  	
  involved	
  with	
  in	
  terms	
  of	
  budget,	
  no.	
  of	
  employees?	
  My	
  programs/projects	
  have	
  
ranged	
  from	
  $1000	
  and	
  just	
  me	
  to	
  $200,000	
  with	
  2	
  assistants,	
  1	
  engineer,	
  and	
  numerous	
  college	
  interns.	
  (This	
  is	
  not	
  counting	
  involved	
  
community	
  members)	
  

-­‐Describe	
  your	
  relationship	
  with	
  your	
  funders	
  and	
  stakeholders.	
  Is	
  your	
  relationship	
  personal,	
  formal,	
  do	
  you	
  keep	
  them	
  updated	
  regularly;	
  
do	
  you	
  contact	
  them	
  by	
  phone,	
  mail?	
  Are	
  they	
  part	
  of	
  the	
  process	
  or	
  are	
  they	
  invited	
  to	
  the	
  opening?	
  Funders	
  are	
  always	
  invited,	
  and	
  
encouraged,	
  to	
  attend	
  opening	
  receptions.	
  

Documentation	
  and	
  celebration	
  

-­‐Do	
  you	
  document	
  your	
  work	
  and	
  its	
  process-­‐	
  or	
  have	
  it	
  documented	
  for	
  you?	
  I	
  document	
  my	
  work	
  myself.	
  

-­‐Does	
  your	
  work	
  with	
  the	
  community	
  get	
  exposure?	
  If	
  yes	
  what	
  do	
  you	
  regard	
  as	
  effective	
  exposure?	
  Various	
  times	
  my	
  work	
  has	
  gotten	
  
exposure	
  in	
  city	
  papers,	
  magazines,	
  and	
  online	
  journals.	
  Many	
  of	
  the	
  projects	
  are	
  permanent	
  public	
  works,	
  so	
  they	
  continue	
  to	
  get	
  exposure.	
  

-­‐Is	
  there	
  a	
  point	
  in	
  time	
  within	
  your	
  work	
  for	
  celebration	
  and	
  review	
  of	
  the	
  work	
  done?	
  Definitely.	
  I	
  believe	
  the	
  celebration	
  is	
  crucial	
  for	
  the	
  
participants	
  and	
  for	
  the	
  community	
  at	
  large.	
  	
  	
  

Can	
  you	
  name	
  some	
  of	
  your	
  partnering	
  organizations?	
  
The	
  Creative	
  Alliance,	
  Baltimore,	
  MD	
  
Banner	
  Neighborhoods,	
  Baltimore,	
  MD	
  
American	
  Visionary	
  Art	
  Museum,	
  Baltimore,	
  MD	
  
On	
  Our	
  Shoulder,	
  Baltimore,	
  MD	
  
Grupo	
  Pé	
  no	
  Chão,	
  Recife,	
  Brazil	
  
Ypiranga	
  de	
  Pastinha,	
  Rio	
  de	
  Janeiro,	
  Brazil	
  
Coyote	
  Central,	
  Seattle,	
  WA	
  
	
  
http://www2.citypaper.com/news/story.asp?id=15287	
  	
  	
  (link	
  to	
  an	
  article	
  about	
  old	
  film	
  project)	
  
Some	
  organizations	
  (very	
  few)	
  have	
  realized	
  that	
  the	
  staff	
  or	
  community	
  artists	
  need	
  to	
  be	
  supported	
  so	
  as	
  not	
  to	
  burn	
  out	
  since	
  community	
  art	
  
is	
  very	
  demanding.	
  Some	
  artists	
  have	
  specifically	
  stated	
  that	
  they	
  make	
  a	
  point	
  of	
  re-­‐fueling,	
  re-­‐centering,	
  rejuvinating	
  themselves	
  as	
  
individuals	
  so	
  as	
  not	
  to	
  become	
  absorbed	
  in	
  the	
  pain	
  of	
  others	
  or	
  to	
  be	
  overcome	
  by	
  frustratins	
  resulting	
  from	
  the	
  process.	
  Do	
  you?	
  

After	
  a	
  pretty	
  bad	
  burn	
  out,	
  I've	
  learned	
  that	
  I	
  need	
  to	
  take	
  time	
  to	
  refuel,	
  yes.	
  

Friday	
  June	
  1,	
  2012	
  
Hi	
  Tamar,	
  
	
  
Here	
  you	
  go:	
  
1.	
  what	
  are	
  the	
  sources	
  of	
  finance	
  for	
  your	
  projects?	
  It	
  is	
  different	
  for	
  every	
  project.	
  Many	
  projects	
  I	
  am	
  contracted	
  by	
  NGOs	
  who	
  have	
  already	
  
secured	
  funding	
  from	
  their	
  sources,	
  others	
  have	
  been	
  through	
  the	
  state,	
  one	
  was	
  through	
  the	
  US	
  Embassy,	
  another	
  was	
  privately	
  funded	
  
through	
  a	
  fundraiser	
  with	
  independent	
  donors	
  and	
  film	
  sales.	
  
2.	
  what	
  is	
  your	
  relationship	
  with	
  the	
  funders?	
  Since	
  the	
  situations	
  are	
  different	
  every	
  time,	
  and	
  usually	
  solidified	
  before	
  I	
  am	
  hired	
  as	
  the	
  
community	
  artist	
  I	
  don't	
  really	
  have	
  relationships	
  with	
  the	
  funders.	
  	
  
3.	
  during	
  projects	
  are	
  participants	
  trained?	
  Yes,	
  of	
  course.	
  	
  
4.	
  during	
  projects	
  do	
  you	
  and/or	
  your	
  staff	
  recieve	
  support	
  (	
  not	
  financial,	
  but	
  professional	
  or	
  emotional)	
  Not	
  really...	
  not	
  sure	
  what	
  you	
  mean	
  
here..	
  
5.	
  is	
  there	
  a	
  process	
  or	
  a	
  time	
  when	
  the	
  project	
  is	
  reviewed	
  by	
  yourself,	
  staff,	
  or	
  participants?	
  Yes,	
  we	
  always	
  review	
  the	
  project	
  at	
  the	
  end	
  -­‐	
  with	
  
participants	
  and	
  with	
  staff,	
  both	
  separately	
  and	
  together	
  
6.	
  is	
  there	
  an	
  element	
  of	
  celebration?	
  Always,	
  I	
  feel	
  that	
  the	
  end	
  celebration	
  is	
  very	
  important.	
  Community	
  members,	
  public	
  officials,	
  etc	
  are	
  
generally	
  invited.	
  	
  
7.	
  Have	
  you	
  observed	
  a	
  change	
  in	
  community	
  participation	
  following	
  a	
  project?	
  Almost	
  always.	
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8.	
  Have	
  projects	
  developed	
  beyond	
  intended	
  scope?	
  What	
  do	
  you	
  mean?	
  
9.	
  Has	
  the	
  work	
  diversified	
  into	
  other	
  fields?	
  ??	
  
10.	
  Have	
  you	
  formed	
  partnerships?	
  I	
  am	
  constantly	
  forming	
  new	
  partnerships	
  and	
  forging	
  relationships	
  with	
  community	
  organizations,	
  ngos,	
  
community	
  members,	
  etc	
  	
  
11.	
  Have	
  you	
  identified	
  any	
  element	
  of	
  reconciliation	
  following	
  a	
  project	
  or	
  long-­‐term	
  positive	
  effects?	
  Yes.	
  Many	
  times	
  I	
  see	
  people	
  change	
  their	
  
preconceived	
  visions/stereotypes	
  of	
  the	
  participants.	
  
	
  	
  
Hope	
  that	
  helps!	
  

	
  Appendix	
  III-­‐	
  Rebecca	
  Yenawine	
  

27.6.2012	
  
Hello	
  Tamar,	
  
Thanks	
  for	
  sharing	
  your	
  experiences.	
  I	
  think	
  art	
  can	
  help	
  bring	
  people	
  together	
  in	
  a	
  way	
  that	
  emphasizes	
  the	
  strengths	
  of	
  the	
  individual	
  and	
  
celebrate	
  differences.	
  This	
  can	
  be	
  done	
  without	
  art	
  too	
  but	
  art,	
  by	
  nature,	
  art	
  is	
  an	
  asset-­‐based	
  model	
  for	
  working	
  with	
  groups.	
  I	
  have	
  seen	
  
groups	
  where	
  you	
  bring	
  different	
  people	
  together	
  and	
  instead	
  of	
  building	
  connections,	
  they	
  notice	
  all	
  the	
  differences	
  and	
  end	
  up	
  not	
  
connecting.	
  Art	
  is	
  not	
  the	
  only	
  tool	
  but	
  it	
  is	
  a	
  good	
  one!	
  
We	
  used	
  to	
  get	
  our	
  youth	
  through	
  setting	
  up	
  a	
  table	
  in	
  school	
  cafeterias	
  and	
  recruiting.	
  Now	
  we	
  are	
  mostly	
  recruiting	
  through	
  word	
  of	
  mouth	
  
and	
  from	
  jobs	
  we	
  are	
  hired	
  to	
  do	
  where	
  we	
  meet	
  kids	
  that	
  want	
  to	
  go	
  the	
  next	
  step	
  and	
  come	
  to	
  our	
  center	
  to	
  work.	
  When	
  we	
  worked	
  with	
  
foster	
  youth	
  we	
  called	
  group	
  homes.	
  It	
  tends	
  to	
  work	
  best	
  to	
  recruit	
  kids	
  directly.	
  The	
  further	
  away	
  you	
  are	
  from	
  young	
  people	
  in	
  the	
  food	
  chain	
  
the	
  harder	
  it	
  is	
  to	
  recruit.	
  For	
  ex:	
  social	
  workers	
  and	
  principles	
  have	
  rarely	
  helped	
  us	
  recruit	
  but	
  someone	
  who	
  works	
  in	
  a	
  group	
  home	
  who	
  sees	
  
young	
  people	
  doing	
  nothing	
  all	
  day	
  is	
  motivated	
  to	
  get	
  them	
  out	
  doing	
  something.	
  
I	
  am	
  attaching	
  the	
  article	
  by	
  Mark	
  and	
  I.	
  I	
  don't	
  know	
  why	
  they	
  took	
  the	
  CAN	
  website	
  down!	
  
Best,	
  
Rebecca	
  

	
  
June	
  27	
  2012	
  

The	
  methodologies	
  of	
  community	
  artists	
  pursuing	
  peace	
  and	
  reconciliation-­‐Questions	
  

-­‐How	
  would	
  you	
  define	
  community	
  art?	
  Community	
  art	
  is	
  a	
  field	
  that	
  uses	
  art	
  as	
  a	
  tool	
  to	
  empower	
  individuals	
  and	
  to	
  increase	
  the	
  strength	
  
and	
  cohesion	
  of	
  communities.	
  This	
  work	
  most	
  often	
  takes	
  place	
  in	
  communities	
  and	
  with	
  populations	
  that	
  are	
  underrepresented	
  and	
  in	
  need	
  of	
  
a	
  voice	
  in	
  social	
  systems.	
  The	
  product	
  and	
  process	
  is	
  often	
  designed	
  to	
  affect	
  personal	
  and/or	
  social	
  change.	
  

-­‐What	
  is	
  your	
  methodology-­‐	
  core	
  ideology	
  of	
  working	
  with	
  communities?	
  My	
  work	
  is	
  defined	
  by	
  a	
  pedagogical	
  approach	
  called	
  Art	
  Action	
  for	
  
Social	
  Change,	
  which	
  was	
  created	
  over	
  the	
  course	
  of	
  the	
  last	
  15	
  years	
  of	
  my	
  practice	
  as	
  a	
  community	
  artist.	
  This	
  pedagogy	
  is	
  defined	
  by	
  the	
  idea	
  
that	
  art	
  has	
  the	
  ability	
  to	
  generate	
  reflection	
  and	
  conversation,	
  to	
  change	
  beliefs	
  and	
  behaviors	
  and	
  to	
  ultimately	
  lead	
  to	
  social	
  change.	
  This	
  
pedagogical	
  approach	
  begins	
  with	
  experiential	
  education.	
  This	
  1st	
  phase	
  is	
  where	
  community	
  art	
  participants	
  are	
  invited	
  to	
  select	
  a	
  theme,	
  
which	
  impacts	
  their	
  lives	
  and	
  to	
  research	
  it	
  from	
  multiple	
  perspectives	
  and	
  in	
  dynamic	
  ways.	
  The	
  2nd	
  phase	
  is	
  called	
  art	
  action.	
  This	
  is	
  where	
  
participants	
  make	
  art	
  about	
  the	
  theme	
  they	
  have	
  just	
  explored.	
  They	
  also	
  choose	
  what	
  target	
  population	
  they	
  want	
  impact,	
  what	
  medium	
  will	
  
best	
  reach	
  their	
  audience	
  and	
  learn	
  the	
  skills	
  needed	
  to	
  produce	
  a	
  high	
  quality	
  product.	
  The	
  3rd	
  phase	
  is	
  called	
  civic	
  engagement	
  when	
  
participants	
  use	
  the	
  artwork	
  created	
  in	
  phase	
  2	
  in	
  order	
  to	
  generate	
  change	
  in	
  the	
  intended	
  audience.	
  This	
  phase	
  can	
  include	
  a	
  show	
  our	
  
celebration	
  of	
  the	
  work,	
  a	
  more	
  systematic	
  advocacy	
  campaign,	
  or	
  the	
  participants	
  passing	
  along	
  their	
  knowledge	
  to	
  a	
  new	
  group	
  in	
  some	
  way.	
  
These	
  3	
  phases	
  have	
  defined	
  every	
  successful	
  project	
  that	
  I	
  have	
  worked	
  on	
  the	
  last	
  15	
  years	
  and	
  is	
  a	
  pedagogy	
  I	
  currently	
  use	
  to	
  teach	
  
graduate	
  students	
  how	
  to	
  think	
  about	
  using	
  art	
  to	
  make	
  social	
  change	
  at	
  the	
  Maryland	
  Institute	
  College	
  of	
  Art	
  in	
  Baltimore	
  City.	
  

Description	
  of	
  the	
  alienation	
  to	
  overcome	
  

-­‐Describe	
  the	
  type	
  of	
  communities	
  you	
  work	
  with	
  (social,	
  political,	
  economic).	
  I	
  primarily	
  work	
  with	
  high	
  school	
  age	
  young	
  people	
  and	
  young	
  
people	
  who	
  are	
  in	
  the	
  transition	
  from	
  high	
  school	
  to	
  college	
  or	
  careers	
  in	
  Baltimore	
  City.	
  All	
  of	
  these	
  youth	
  attend	
  or	
  have	
  attended	
  Baltimore	
  
City	
  Public	
  Schools	
  and	
  come	
  from	
  lower	
  income	
  backgrounds.	
  All	
  of	
  our	
  young	
  people	
  are	
  African-­‐American.	
  

-­‐Do	
  you	
  bring	
  different	
  communities	
  into	
  interaction;	
  do	
  you	
  work	
  to	
  strengthen	
  weak	
  communities?	
  We	
  have	
  done	
  a	
  tremendous	
  amount	
  of	
  
work	
  to	
  bring	
  different	
  communities	
  together.	
  One	
  of	
  our	
  more	
  notable	
  bridge	
  building	
  projects	
  was	
  the	
  work	
  we	
  did	
  in	
  bridging	
  the	
  gap	
  
between	
  police	
  and	
  youth.	
  For	
  a	
  little	
  over	
  a	
  year	
  we	
  brought	
  a	
  team	
  of	
  young	
  people	
  to	
  the	
  police	
  department	
  to	
  train	
  40	
  police	
  officers	
  per	
  
month	
  in	
  how	
  to	
  be	
  more	
  thoughtful	
  in	
  their	
  communication	
  with	
  young	
  people.	
  We	
  used	
  theater	
  as	
  well	
  as	
  a	
  youth	
  produced	
  video	
  as	
  our	
  
primary	
  tools	
  for	
  bridging	
  this	
  gap.	
  Much	
  of	
  our	
  other	
  work	
  focuses	
  on	
  helping	
  young	
  people	
  from	
  low-­‐income	
  backgrounds	
  offer	
  their	
  
experiences	
  to	
  a	
  target	
  audience	
  that	
  has	
  decision-­‐making	
  power	
  in	
  a	
  particular	
  system	
  or	
  to	
  those	
  who	
  might	
  benefit	
  from	
  better	
  
understanding	
  a	
  youth	
  perspective.	
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We	
  do	
  this	
  work	
  because	
  we	
  feel	
  that	
  if	
  those	
  who	
  are	
  most	
  impacted	
  by	
  social	
  problems	
  should	
  have	
  a	
  voice	
  in	
  exploring	
  the	
  issues	
  and	
  in	
  
identifying	
  solutions.	
  We	
  also	
  believe	
  that	
  through	
  including	
  young	
  people's	
  voices	
  in	
  the	
  dialogue	
  about	
  important	
  issues	
  that	
  we	
  will	
  as	
  a	
  
society,	
  be	
  able	
  to	
  better	
  solve	
  social	
  problems	
  that	
  impact	
  youth.	
  	
  

-­‐What	
  are	
  the	
  differences	
  between	
  the	
  interacting	
  communities	
  (social,	
  political,	
  economic,	
  religious)?	
  The	
  gaps	
  we	
  attempt	
  to	
  bridge	
  
generally	
  involve	
  a	
  power	
  relationship	
  or	
  a	
  relationships	
  where	
  there	
  is	
  tension.	
  For	
  ex:	
  foster	
  youth	
  and	
  social	
  workers,	
  youth	
  and	
  adults,	
  
private	
  and	
  public	
  school	
  youth,	
  etc.	
  

-­‐Could	
  you	
  describe	
  the	
  type	
  of	
  antagonism	
  you	
  wish	
  to	
  help	
  reconcile?	
  

Working	
  method	
  

-­‐How	
  do	
  you	
  begin	
  a	
  project?	
  We	
  begin	
  by	
  identifying	
  the	
  need.	
  This	
  is	
  sometimes	
  driven	
  by	
  a	
  funder	
  but	
  often	
  driven	
  by	
  a	
  circumstance	
  or	
  the	
  
interests	
  of	
  young	
  people.	
  We	
  then	
  explore	
  the	
  topic	
  through	
  research.	
  

-­‐How	
  do	
  you	
  make	
  contact	
  and	
  meet	
  the	
  community?	
  We	
  operate	
  in	
  a	
  community	
  where	
  we	
  have	
  deep	
  connections.	
  We	
  make	
  additional	
  
connections	
  all	
  over	
  the	
  city	
  through	
  partnerships,	
  networking,	
  joining	
  into	
  existing	
  movements,	
  etc.	
  

-­‐What	
  is	
  the	
  level	
  of	
  community	
  involvement	
  in	
  the	
  process?	
  	
  Our	
  organization	
  is	
  staffed	
  almost	
  entirely	
  by	
  young	
  people.	
  We	
  have	
  two	
  adults	
  
and	
  ten	
  youth	
  on	
  staff.	
  This	
  means	
  that	
  the	
  community	
  of	
  youth	
  drive	
  the	
  direction	
  of	
  the	
  organization	
  almost	
  completely.	
  

-­‐Do	
  you	
  plan	
  for	
  differing	
  levels	
  of	
  involvement	
  to	
  suit	
  community	
  members?	
  We	
  always	
  alter	
  our	
  plan	
  to	
  suit	
  the	
  needs	
  of	
  the	
  community	
  we	
  
are	
  working	
  with.	
  We	
  are	
  however	
  	
  a	
  small	
  organization	
  so	
  there	
  are	
  some	
  accomodations	
  we	
  cannot	
  make.	
  For	
  ex:	
  we	
  worked	
  with	
  foster	
  
youth	
  last	
  year	
  and	
  were	
  invited	
  to	
  reapply	
  to	
  work	
  with	
  foster	
  youth	
  again	
  this	
  year.	
  We	
  found	
  that	
  the	
  resources	
  offered	
  to	
  do	
  the	
  work	
  were	
  
not	
  adequate	
  so	
  we	
  declined	
  the	
  opportunity.	
  We	
  do	
  however	
  have	
  some	
  of	
  the	
  youth	
  from	
  last	
  year	
  remaining	
  on	
  staff.	
  

-­‐What	
  kind	
  of	
  interaction	
  with	
  the	
  community	
  do	
  you	
  pursue?	
  We	
  strive	
  to	
  create	
  trust,	
  to	
  be	
  able	
  to	
  see	
  the	
  perspectives	
  of	
  multiple	
  partners	
  
and	
  to	
  give	
  voice	
  to	
  people	
  who	
  have	
  less	
  power	
  than	
  others.	
  

-­‐Does	
  the	
  project	
  have	
  a	
  certain	
  objective	
  or	
  is	
  the	
  process	
  the	
  objective?	
  We	
  know	
  that	
  young	
  people	
  learn	
  to	
  think	
  critically,	
  become	
  more	
  
engaged	
  and	
  connected	
  throughout	
  the	
  process.	
  This	
  is	
  a	
  big	
  part	
  of	
  our	
  goal	
  but	
  our	
  overarching	
  mission	
  is	
  for	
  this	
  process	
  to	
  be	
  a	
  vehicle	
  for	
  
creating	
  greater	
  systemic	
  change.	
  

-­‐Do	
  your	
  projects	
  have	
  a	
  beginning,	
  middle,	
  and	
  an	
  end?	
  

-­‐How	
  is	
  the	
  scale	
  of	
  your	
  projects	
  defined;	
  by	
  subject,	
  duration,	
  no.	
  of	
  people	
  involved.	
  Every	
  project	
  is	
  different	
  and	
  is	
  defined	
  by	
  partners,	
  
funders,	
  youth	
  and	
  staff.	
  

Staff	
  and	
  support	
  

-­‐Do	
  you	
  work	
  with	
  professional	
  skilled	
  staff	
  or	
  do	
  you	
  seek	
  talent	
  within	
  the	
  community?	
  	
  We	
  strive	
  to	
  have	
  our	
  youth	
  staff	
  be	
  able	
  to	
  run	
  the	
  
organization	
  and	
  to	
  grow	
  into	
  positions	
  of	
  leadership.	
  If	
  we	
  do	
  not	
  have	
  young	
  people	
  who	
  are	
  ready	
  for	
  leadership	
  we	
  will	
  hire	
  outside	
  the	
  
community	
  so	
  that	
  we	
  can	
  provide	
  mentoring	
  and	
  skills	
  needed	
  for	
  young	
  people	
  to	
  grow	
  into	
  leadership.	
  

Do	
  you	
  work	
  with	
  staff	
  do	
  you	
  have	
  a	
  set	
  'team'-­‐	
  or	
  do	
  you	
  construct	
  each	
  project	
  individually.	
  We	
  have	
  a	
  set	
  team	
  for	
  most	
  projects	
  but	
  also	
  
hire	
  new	
  people	
  for	
  projects	
  that	
  exceed	
  the	
  skill	
  level	
  or	
  time	
  available	
  for	
  the	
  existing	
  team.	
  

	
  -­‐Is	
  the	
  emphasis	
  on	
  employing	
  skilled	
  professionals	
  or	
  people	
  with	
  communication	
  skills,	
  community	
  leaders,	
  or	
  community	
  members	
  with	
  
good	
  intentions?	
  

-­‐Do	
  you	
  and	
  your	
  staff	
  have	
  support	
  from	
  trained	
  community	
  workers?	
  If	
  yes	
  what	
  is	
  their	
  role?	
  We	
  get	
  support	
  from	
  partners	
  and	
  
occasionally	
  attend	
  trainings	
  

Funding	
  

-­‐Do	
  you	
  initiate	
  and	
  acquire	
  funding	
  or	
  is	
  this	
  aspect	
  of	
  the	
  work	
  conducted	
  by	
  someone	
  else?	
  I	
  am	
  in	
  charge	
  of	
  raising	
  funds	
  for	
  the	
  
organization.	
  We	
  are	
  funded	
  through	
  grants	
  and	
  through	
  commissions	
  from	
  partners	
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-­‐Who	
  are	
  your	
  funders	
  and	
  why	
  do	
  they	
  support	
  your	
  work?	
  Foundations	
  support	
  our	
  work	
  because	
  of	
  our	
  mission	
  to	
  help	
  young	
  people	
  gain	
  
employment	
  skills	
  or	
  to	
  help	
  communities	
  with	
  a	
  particular	
  issue.	
  We	
  gain	
  commissions	
  from	
  partners	
  who	
  want	
  us	
  to	
  teach	
  groups	
  of	
  young	
  
people	
  or	
  from	
  groups	
  that	
  want	
  us	
  to	
  create	
  art	
  or	
  media	
  to	
  benefit	
  their	
  mission.	
  All	
  the	
  groups	
  we	
  partner	
  with	
  have	
  a	
  social	
  justice	
  mission	
  
and	
  value	
  a	
  youth	
  driven	
  artistic	
  perspective.	
  

-­‐Do	
  you	
  have	
  to	
  continually	
  apply	
  for	
  funding	
  and	
  support?	
  Yes,	
  unfortunately.	
  

-­‐What	
  is	
  the	
  financial	
  scale	
  of	
  the	
  projects	
  you	
  were/are	
  	
  involved	
  with	
  in	
  terms	
  of	
  budget,	
  no.	
  of	
  employees?	
  Our	
  annual	
  budget	
  is	
  about	
  
$100,000.	
  This	
  supports	
  one	
  full-­‐time	
  adult,	
  one	
  part-­‐time	
  and	
  10	
  part-­‐time	
  youth.	
  

-­‐Describe	
  your	
  relationship	
  with	
  your	
  funders	
  and	
  stakeholders.	
  Is	
  your	
  relationship	
  personal,	
  formal,	
  do	
  you	
  keep	
  them	
  updated	
  regularly;	
  
do	
  you	
  contact	
  them	
  by	
  phone,	
  mail?	
  Are	
  they	
  part	
  of	
  the	
  process	
  or	
  are	
  they	
  invited	
  to	
  the	
  opening?	
  We	
  invite	
  funders	
  to	
  events	
  but	
  we	
  
primarily	
  communicate	
  through	
  proposals	
  and	
  reports.	
  They	
  tend	
  to	
  not	
  want	
  to	
  be	
  too	
  involved	
  beyond	
  writing	
  a	
  check.	
  Individual	
  donors	
  
receive	
  emails	
  and	
  are	
  much	
  more	
  likely	
  to	
  attend	
  our	
  events.	
  

Documentation	
  and	
  celebration	
  

-­‐Do	
  you	
  document	
  your	
  work	
  and	
  its	
  process-­‐	
  or	
  have	
  it	
  documented	
  for	
  you?	
  We	
  have	
  some	
  documentation	
  of	
  specific	
  projects	
  but	
  generally	
  
unless	
  a	
  funder	
  pays	
  for	
  documentation	
  or	
  requires	
  it,	
  we	
  tend	
  to	
  forget.	
  We	
  are	
  busy!	
  

-­‐Does	
  your	
  work	
  with	
  the	
  community	
  get	
  exposure?	
  If	
  yes	
  what	
  do	
  you	
  regard	
  as	
  effective	
  exposure?	
  Events	
  have	
  become	
  a	
  primary	
  way	
  that	
  
we	
  gain	
  exposure.	
  Our	
  website	
  and	
  the	
  presence	
  of	
  our	
  media	
  work	
  online	
  also	
  helps	
  people	
  understand	
  what	
  we	
  do.	
  

-­‐Is	
  there	
  a	
  point	
  in	
  time	
  within	
  your	
  work	
  for	
  celebration	
  and	
  review	
  of	
  the	
  work	
  done?	
  Every	
  project	
  culminates	
  in	
  some	
  kind	
  of	
  final	
  
presentation	
  and	
  reflective	
  session.	
  

Tuesday,	
  May	
  29,	
  2012	
  6:57	
  PM	
  

Hi	
  Tamar,	
  
Fusion	
  is	
  not	
  a	
  funder	
  but	
  a	
  fiscal	
  sponsor.	
  We	
  earned	
  50%	
  of	
  our	
  operating	
  budget	
  through	
  getting	
  hired	
  to	
  teach	
  and	
  produce	
  art	
  and	
  media	
  
for	
  partnering	
  organizations	
  and	
  the	
  other	
  50%	
  came	
  from	
  	
  donors	
  and	
  foundations.	
  
	
  
We	
  have	
  50%	
  of	
  our	
  youth	
  who	
  are	
  in	
  the	
  foster	
  care	
  system	
  on	
  our	
  youth	
  staff.	
  We	
  partner	
  with	
  many	
  many	
  organizations.	
  The	
  Baltimore	
  
ALgebra	
  Project,	
  Wide	
  Angle	
  Youth	
  Media,	
  the	
  Reservoir	
  Hill	
  Improvement	
  Council,	
  AIRS,	
  Elev8,	
  Jewish	
  Community	
  Services	
  and	
  many	
  more.	
  
	
  
We	
  develop	
  new	
  structures	
  every	
  year!	
  This	
  year	
  we	
  didn't	
  have	
  as	
  much	
  grant	
  funding	
  so	
  we	
  paired	
  down	
  to	
  a	
  smaller	
  team	
  of	
  youth	
  staff.	
  Not	
  
sure	
  what	
  you	
  mean	
  about	
  diversifying.	
  Our	
  team	
  of	
  youth	
  are	
  all	
  African	
  American	
  and	
  we	
  still	
  touch	
  about	
  200	
  young	
  people	
  through	
  our	
  
teaching,	
  events	
  and	
  workshops	
  throughout	
  the	
  year.	
  
We	
  hosted	
  a	
  conference	
  with	
  year	
  on	
  youth	
  jobs	
  which	
  was	
  out	
  main	
  special	
  event.	
  We	
  showed	
  video	
  and	
  used	
  it	
  as	
  a	
  springboard	
  for	
  
discussion.	
  
Hope	
  this	
  helps.	
  
-­‐Rebecca	
  

Appendix	
  IV-­‐	
  Adi	
  Yekutieli:	
  Correspondence	
  and	
  Interview.	
  

5.11.2011	
  

Hello	
  Tamar,	
  

Indeed	
  the	
  subject	
  of	
  community	
  art	
  is	
  gravely	
  under-­‐developed	
  in	
  Israel,	
  and	
  naturally	
  the	
  academic	
  or	
  non-­‐academic	
  research	
  and	
  discussion	
  
leaves	
  much	
  to	
  be	
  desired.	
  	
  

I	
  have	
  been	
  engaged	
  with	
  community	
  art	
  for	
  over	
  25	
  years	
  and	
  recently	
  I	
  have	
  been	
  addressed	
  by	
  many	
  requests	
  to	
  convert	
  my	
  knowledge	
  into	
  
a	
  written	
  methodology	
  which	
  can	
  be	
  taught.	
  	
  

A	
  project	
  which	
  I	
  have	
  been	
  conducting	
  for	
  several	
  years	
  in	
  a	
  number	
  of	
  places	
  in	
  the	
  world	
  named	
  “Talking	
  Kites”,	
  started	
  in	
  Israel	
  and	
  in	
  the	
  
Palestinian	
  Authority	
  in	
  2005	
  with	
  170	
  locations	
  with	
  40,000	
  participants,	
  and	
  was	
  “transferred”	
  to	
  an	
  international	
  teaching	
  association	
  and	
  is	
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part	
  of	
  the	
  annual	
  program.	
  Communities	
  make	
  and	
  draw	
  images	
  on	
  their	
  kites	
  of	
  what	
  they	
  would	
  like	
  to	
  say	
  to	
  the	
  other	
  side	
  with	
  which	
  they	
  
are	
  in	
  a	
  state	
  of	
  conflict.	
  Thousands	
  of	
  participants	
  in	
  communities	
  around	
  the	
  world	
  participate.	
  

Please	
  be	
  very	
  concise	
  with	
  your	
  questions.	
  

Good	
  morning,	
  and	
  good	
  day	
  

Adi	
  	
  

Adi	
  Yekutieli-­‐	
  notes	
  made	
  during	
  personal	
  interview	
  Hertzeliya,	
  Israel,	
  January	
  2012.	
  

What	
  is	
  community	
  art?	
  For	
  Yekutieli	
  community	
  art	
  is	
  a	
  tool	
  for	
  the	
  community	
  to	
  have	
  its	
  say,	
  and	
  thus	
  influence	
  its	
  reality.	
  His	
  core	
  ideology	
  
is	
  the	
  search	
  for	
  a	
  common	
  ground	
  and	
  the	
  creation	
  of	
  collaborations	
  (which	
  are	
  different	
  from	
  co-­‐operation),	
  the	
  opposite	
  of	
  differentiation.	
  
Some	
  processes	
  happen	
  now,	
  some	
  will	
  occure	
  as	
  a	
  result	
  of	
  a	
  project	
  presently	
  or	
  in	
  a	
  completely	
  different	
  time.	
  The	
  issue	
  is	
  to	
  release	
  the	
  
idea.	
  If	
  it	
  is	
  a	
  tool,	
  and	
  that	
  tool	
  is	
  effective	
  then	
  it	
  will	
  bring	
  results.	
  

The	
  Character	
  of	
  the	
  community	
  artist	
  Yekutieli’s	
  first	
  comment	
  on	
  the	
  methodology	
  of	
  community	
  art	
  was	
  the	
  character	
  issue.	
  Community	
  art,	
  
according	
  to	
  Yekutieli	
  depends	
  entirely	
  on	
  the	
  personal	
  traits	
  or	
  character	
  of	
  the	
  leading	
  persona.	
  Is	
  he/she	
  a	
  “giver”	
  or	
  a	
  “taker”?	
  The	
  roles	
  can	
  
alter	
  temporarily	
  but	
  basic	
  patterns	
  prevail.	
  Community	
  art	
  is	
  about	
  giving	
  to	
  an	
  unlimited	
  extent;	
  it	
  is	
  not	
  a	
  9	
  to	
  5	
  job.	
  It	
  is	
  about	
  giving	
  
everything	
  it	
  takes	
  to	
  see	
  the	
  project	
  through,	
  and	
  more	
  often	
  than	
  not	
  that	
  means	
  being	
  prepared	
  to	
  put	
  your-­‐self	
  at	
  stake	
  emotionally	
  and	
  
financially.	
  

Difficulties	
  in	
  teaching	
  the	
  methodology	
  of	
  community	
  art	
  There	
  are	
  inherent	
  difficulties	
  in	
  the	
  theoretical	
  teaching	
  of	
  the	
  methodology	
  of	
  
community	
  art.	
  The	
  first	
  is	
  described	
  above.	
  Not	
  every	
  artist	
  can	
  become	
  a	
  community	
  artist;	
  much	
  depends	
  on	
  given	
  personal	
  qualities.	
  The	
  
second	
  is	
  the	
  technical	
  gap	
  between	
  theory	
  and	
  practice.	
  Appropriate	
  conditions	
  must	
  be	
  present	
  so	
  as	
  to	
  enable	
  an	
  understanding	
  of	
  the	
  
process.	
  Thus	
  Yekutieli	
  stresses	
  that	
  the	
  community	
  artist	
  should	
  be	
  accompanied	
  by	
  a	
  mentor	
  so	
  as	
  to	
  bridge	
  the	
  gap	
  between	
  theory	
  and	
  
practice.	
  It	
  is	
  important	
  to	
  experience	
  and	
  thus	
  acquire	
  the	
  delicacy	
  of	
  dealing	
  with	
  and	
  being	
  able	
  to	
  successfully	
  sustain	
  complex	
  human	
  
interactions	
  so	
  as	
  to	
  know	
  how	
  to	
  conduct	
  relationships	
  with	
  seemingly	
  unimportant	
  or	
  irrelevant	
  figures	
  such	
  as	
  clerks	
  or	
  secretaries	
  who	
  are	
  
in-­‐fact	
  crucial	
  to	
  the	
  success	
  of	
  the	
  project	
  .	
  Although	
  Municipalities	
  declare	
  their	
  devotion	
  and	
  dedication	
  to	
  community	
  art,	
  do	
  they	
  create	
  
optimal	
  conditions?	
  In	
  most	
  cases	
  they	
  do	
  not	
  and	
  therefore	
  the	
  ability	
  to	
  navigate	
  through	
  the	
  beurocratic	
  ocean	
  is	
  crucial.	
  Yekutieli	
  says	
  that	
  
conduct	
  with	
  officials	
  must	
  be	
  experienced	
  and	
  accompanied	
  rather	
  than	
  theoretically	
  learned.	
  Community	
  artists	
  must	
  fit	
  in	
  like	
  a	
  hand	
  in	
  a	
  
glove,	
  and	
  acquire	
  the	
  skills	
  of	
  working	
  with	
  and	
  for	
  systems	
  which	
  although	
  state	
  their	
  support,	
  will	
  not	
  manifest	
  their	
  support	
  actively.	
  	
  

Cultural	
  alienations,	
  humbleness,	
  and	
  venerability	
  Community	
  art	
  is	
  all	
  about	
  location	
  and	
  situation.	
  Cultural	
  alienation	
  is	
  what	
  we	
  seek	
  to	
  
overcome.	
  Yekutieli	
  embraces	
  alienation	
  saying	
  that	
  alienation	
  makes	
  you	
  humble,	
  creating	
  conditions	
  for	
  the	
  ability	
  to	
  listen	
  to	
  things	
  that	
  are	
  
not	
  said.	
  Being	
  foreign	
  to	
  a	
  community	
  entails	
  communication	
  which	
  is	
  not	
  necessarily	
  verbal.	
  A	
  foreign	
  entity	
  wishing	
  to	
  communicate	
  has	
  to	
  
place	
  a	
  great	
  emphasis	
  on	
  the	
  desire	
  to	
  understand	
  thus	
  assumptions	
  cannot	
  be	
  made.	
  But	
  this	
  model	
  depends	
  greatly	
  on	
  personal	
  traits	
  such	
  
as	
  empathy	
  and	
  the	
  ability	
  to	
  understand.	
  A	
  great	
  part	
  in	
  this	
  process	
  is	
  one’s	
  ability	
  to	
  be	
  vulnerable,	
  which	
  is	
  in	
  Yekutieli’s	
  opinion	
  a	
  great	
  
asset.	
  Yekutieli	
  says	
  that	
  the	
  ability	
  to	
  make	
  one’s	
  self	
  vulnerable	
  demands	
  great	
  strength.	
  Putting	
  one’s	
  self	
  in	
  a	
  position	
  to	
  ask	
  people	
  to	
  oblige	
  
and	
  help	
  opens	
  the	
  opportunity	
  for	
  interaction.	
  	
  

In	
  1985	
  Yekutieli	
  conducted	
  a	
  year-­‐long	
  project	
  in	
  Chino	
  prison	
  in	
  South	
  West	
  Los	
  Angeles,	
  California.	
  The	
  pattern	
  of	
  returning	
  inmates	
  who	
  are	
  
not	
  murderers	
  but	
  who	
  keep	
  returning	
  to	
  prison	
  is	
  a	
  common	
  phenomenon.	
  Yekutieli	
  claimed	
  that	
  the	
  reason	
  they	
  return	
  to	
  prison	
  is	
  that	
  they	
  
cannot	
  integrate	
  into	
  the	
  multicultural	
  reality	
  they	
  have	
  to	
  deal	
  with	
  outside	
  the	
  prison	
  walls.	
  Generally	
  in	
  prisons	
  inmates	
  are	
  culturally	
  
segregated	
  and	
  do	
  not	
  form	
  relations	
  outside	
  their	
  cultural	
  background.	
  When	
  released	
  these	
  ex-­‐inmates	
  find	
  it	
  difficult	
  to	
  integrate	
  into	
  a	
  
multicultural,	
  multi-­‐ethnic	
  society,	
  and	
  prefer	
  to	
  return	
  to	
  the	
  culturally	
  protected	
  prison.	
  Yekutieli	
  claimed	
  that	
  by	
  creating	
  collaborations	
  
among	
  inmates	
  on	
  the	
  basis	
  of	
  artistic	
  interest	
  regardless	
  of	
  ethnic	
  background	
  prisoners	
  would	
  be	
  able	
  to	
  establish	
  multicultural	
  relationships	
  
outside	
  the	
  prison	
  walls	
  and	
  thus	
  not	
  feel	
  the	
  need	
  to	
  return.	
  In	
  his	
  first	
  encounter	
  with	
  the	
  inmates	
  Yekutieli	
  records	
  practicing	
  his	
  first	
  
principle	
  of	
  vulnerability.	
  He	
  records	
  it	
  was	
  a	
  ten	
  hour	
  session-­‐	
  his	
  first	
  encounter	
  with	
  prison	
  inmates	
  ever,	
  after	
  the	
  initial	
  shock	
  on	
  
experiencing	
  personally	
  the	
  reality	
  of	
  prison	
  life,	
  understanding	
  the	
  huge	
  differences	
  between	
  himself	
  and	
  the	
  prisoners	
  who	
  must	
  think	
  how	
  
strange	
  this	
  white,	
  Jewish,	
  Israeli,	
  artist	
  who	
  had	
  just	
  “landed”	
  on	
  them	
  must	
  be,	
  Yekutieli	
  decided	
  to	
  make	
  himself	
  vulnerable	
  and	
  asked	
  the	
  
prisoners	
  to	
  ask	
  him	
  anything	
  they	
  want.	
  Yekutieli	
  remembers	
  this	
  ten	
  hour	
  long	
  interrogation	
  (by	
  prison	
  inmates	
  who	
  have	
  been	
  interrogated	
  
themselves	
  and	
  thus	
  are	
  good	
  at	
  it),	
  as	
  the	
  ice	
  breaker	
  in	
  which	
  he	
  was	
  as	
  vulnerable	
  as	
  they	
  expected	
  him	
  to	
  ever	
  be.	
  

Establishing	
  a	
  common	
  ground	
  	
  The	
  year-­‐long	
  program	
  in	
  Chino	
  Prison	
  was	
  based	
  on	
  establishing	
  collaborations	
  among	
  inmates	
  with	
  similar	
  
artistic	
  interests.	
  For	
  example,	
  inmates	
  who	
  were	
  professional	
  musicians	
  who	
  have	
  recorded	
  much	
  work	
  were	
  requested	
  to	
  collaborate	
  with	
  
inmates	
  with	
  little	
  experience,	
  and	
  work	
  together	
  thus	
  exercising	
  communication,	
  discussion,	
  conversation,	
  reaction,	
  co-­‐operation,	
  and	
  
collaboration.	
  Every	
  artistic	
  discipline	
  worked	
  separately	
  and	
  later	
  they	
  had	
  to	
  respond	
  to	
  each-­‐other’s	
  work.	
  Of	
  the	
  inmates	
  who	
  participated	
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in	
  the	
  project	
  who	
  had	
  previously	
  been	
  imprisoned	
  3-­‐4	
  times	
  only	
  20%	
  returned,	
  thus	
  the	
  theory	
  of	
  breaking	
  down	
  cultural	
  segregation	
  through	
  
the	
  establishment	
  of	
  artistic	
  common	
  interests	
  and	
  collaboration	
  was	
  proved.	
  Consequently	
  Yekutieli	
  was	
  asked	
  to	
  continue	
  the	
  program	
  
throughout	
  California’s	
  prisons.	
  

Expanding	
  the	
  common	
  ground	
  via	
  visual	
  imagery	
  Yekutieli	
  described	
  a	
  project	
  he	
  conducted	
  with	
  women	
  from	
  the	
  fundamentalist	
  Jewish	
  right	
  
wing	
  from	
  the	
  settlement	
  of	
  Ofra,	
  with	
  Hammas	
  women	
  as	
  an	
  example	
  to	
  his	
  unique	
  technique	
  of	
  establishing	
  a	
  common	
  ground	
  and	
  
expanding	
  it	
  with	
  the	
  use	
  of	
  visual	
  imagery.	
  The	
  women	
  in	
  this	
  project	
  spoke	
  different	
  languages,	
  and	
  belonged	
  to	
  opposing	
  camps.	
  Yekutieli	
  
had	
  developed	
  a	
  visual	
  imagery	
  technique	
  whereby	
  the	
  participants	
  are	
  presented	
  with	
  a	
  multitude	
  of	
  visual	
  images,	
  mostly	
  images	
  from	
  crafts	
  
presenting	
  an	
  iconography	
  which	
  participants	
  will	
  be	
  able	
  to	
  identify	
  with.	
  The	
  concept	
  of	
  plenty	
  is	
  central	
  to	
  Yekutieli’s	
  work	
  thus	
  a	
  group	
  of	
  
thirty	
  will	
  work	
  with	
  200	
  images,	
  and	
  a	
  group	
  of	
  40	
  will	
  be	
  presented	
  with	
  600	
  images.	
  With	
  this	
  particular	
  group	
  of	
  women	
  Yekutieli	
  asked	
  each	
  
woman	
  to	
  choose	
  an	
  image	
  which	
  will	
  demonstrate	
  her	
  motherhood.	
  Thus	
  each	
  participant	
  had	
  to	
  initiate	
  a	
  conversation	
  with	
  herself.	
  Next	
  
each	
  woman	
  was	
  asked	
  to	
  place	
  her	
  image	
  next	
  to	
  the	
  image	
  chosen	
  by	
  another	
  woman	
  to	
  whom	
  she	
  can	
  relate.	
  Next	
  each	
  couple	
  was	
  
requested	
  to	
  choose	
  another	
  pair	
  which	
  relates	
  to	
  their	
  own	
  pair,	
  thus	
  forming	
  a	
  group	
  of	
  four.	
  In	
  order	
  to	
  perform	
  the	
  task	
  the	
  pair	
  had	
  to	
  
exercise	
  negotiation,	
  discussion,	
  agreement,	
  and	
  unity.	
  Then	
  the	
  group	
  of	
  four	
  had	
  to	
  connect	
  to	
  another	
  four	
  forming	
  a	
  group	
  of	
  eight,	
  thus	
  
constructing	
  the	
  concept	
  of	
  “us”.	
  The	
  group	
  must	
  form	
  a	
  serial	
  of	
  images	
  and	
  symbols	
  while	
  dealing	
  with	
  dilemmas	
  facing	
  processes,	
  and	
  these	
  
images	
  will	
  at	
  a	
  later	
  stage	
  be	
  converted	
  into	
  making	
  a	
  work	
  of	
  art.	
  	
  Yekutieli	
  developed	
  more	
  than	
  200	
  exercises	
  which	
  beguine	
  with	
  images	
  of	
  
a	
  nearly	
  abstract	
  nature	
  which	
  he	
  carefully	
  selects.	
  The	
  use	
  of	
  imagery	
  in	
  his	
  opinion	
  overcome	
  the	
  difficulties	
  of	
  initiating	
  artistic	
  processes	
  and	
  
allows	
  non	
  verbal	
  participants	
  as	
  well	
  as	
  timid	
  or	
  people	
  who	
  are	
  not	
  social	
  leaders	
  to	
  communicate.	
  In	
  Yekutieli’s	
  opinion	
  giving	
  someone	
  a	
  
blank	
  paper	
  and	
  asking	
  them	
  to	
  express	
  emotions	
  is	
  intimidating	
  and	
  fruitless	
  since	
  they	
  would	
  not	
  know	
  how.	
  However,	
  asking	
  a	
  participant	
  to	
  
choose	
  an	
  image	
  is	
  an	
  achievable	
  goal.	
  Working	
  with	
  communities	
  Yekutieli	
  initiates	
  processes	
  by	
  taking	
  small	
  steps,	
  setting	
  achievable	
  goals,	
  
and	
  making	
  short	
  term	
  “agreements”	
  with	
  the	
  participants.	
  Things	
  must	
  happen	
  within	
  a	
  very	
  limited	
  time	
  frame	
  and	
  usually	
  people	
  a	
  very	
  
suspicious.	
  The	
  construction	
  of	
  the	
  community’s	
  “strength”	
  must	
  happen	
  rapidly	
  but	
  cautiously,	
  while	
  supplying	
  many	
  possible	
  tools	
  to	
  build	
  
with.	
  	
  

Inclusiveness	
  In	
  Yekutieli’s	
  opinion	
  the	
  leader	
  of	
  a	
  community	
  art	
  project	
  must	
  identify	
  the	
  unique	
  quality	
  within	
  each	
  one	
  of	
  the	
  participants	
  
and	
  find	
  a	
  way	
  to	
  materialize	
  and	
  realize	
  the	
  importance	
  of	
  their	
  contribution.	
  Even	
  the	
  person	
  supplying	
  the	
  people	
  working	
  on	
  the	
  scaffolding	
  
with	
  water	
  is	
  crucial,	
  or	
  the	
  accompanying	
  “music	
  master”.	
  It	
  may	
  take	
  six	
  month	
  to	
  plan	
  a	
  project	
  which	
  will	
  only	
  be	
  physically	
  manifested	
  for	
  
three	
  days.	
  The	
  time	
  spent	
  planning	
  must	
  be	
  a	
  community	
  process,	
  each	
  and	
  every	
  aspect	
  of	
  the	
  work	
  must	
  be	
  carefully	
  planned	
  and	
  co-­‐
ordinate	
  making	
  sure	
  that	
  each	
  participant	
  contributes.	
  Yekutieli	
  uses	
  the	
  metaphor	
  of	
  developing	
  community	
  “fitness”	
  which	
  has	
  to	
  be	
  built	
  
gradually,	
  offering	
  each	
  participant	
  at	
  least	
  three	
  options	
  to	
  start	
  with	
  so	
  as	
  to	
  allow	
  for	
  personal	
  choice	
  and	
  achieve	
  specialization	
  and	
  focus.	
  
Yekutieli	
  records	
  how	
  while	
  working	
  in	
  a	
  high	
  school	
  he	
  formulated	
  20	
  committees	
  led	
  by	
  the	
  children,	
  thus	
  creating	
  as	
  many	
  opportunities	
  as	
  
possible	
  for	
  children	
  to	
  take	
  part	
  according	
  to	
  their	
  abilities	
  and	
  to	
  assume	
  a	
  position	
  of	
  responsibility	
  for	
  their	
  role.	
  	
  As	
  the	
  project	
  advances	
  
the	
  community	
  as	
  well	
  as	
  the	
  participants	
  find	
  within	
  themselves	
  qualities	
  which	
  previously	
  lay	
  hidden.	
  	
  	
  	
  	
  

Demonstrating	
  the	
  potential	
  Yekutiali	
  says	
  that	
  community	
  art	
  cannot	
  change	
  a	
  community;	
  however,	
  it	
  can	
  trigger	
  a	
  change	
  by	
  demonstrating	
  
to	
  a	
  community	
  its	
  own	
  potential.	
  Community	
  art	
  is	
  about	
  understanding	
  and	
  demonstrating	
  why	
  a	
  community	
  is	
  a	
  community,	
  what	
  are	
  the	
  
things	
  that	
  unite	
  it,	
  even	
  when	
  sometimes	
  the	
  community	
  is	
  identified	
  by	
  its	
  dilemma.	
  Yekutieli	
  stresses	
  that	
  much	
  depends	
  on	
  the	
  ability	
  to	
  
“translate”	
  an	
  idea	
  into	
  countless	
  “languages”	
  depending	
  on	
  the	
  understanding	
  of	
  who	
  is	
  you	
  are	
  addressing.	
  The	
  community	
  must	
  reach	
  a	
  
point	
  whereby	
  key	
  concepts	
  are	
  reached.	
  These	
  key	
  concepts	
  must	
  then	
  be	
  “translated”	
  so	
  that	
  the	
  many	
  partners	
  within	
  the	
  community	
  will	
  
be	
  able	
  to	
  relate	
  and	
  understand	
  them.	
  	
  

Visibility	
  One	
  of	
  Yekutieli’s	
  principals	
  is	
  the	
  presentation	
  of	
  the	
  art	
  work	
  in	
  public	
  spaces.	
  The	
  presentation	
  may	
  be	
  only	
  temporary,	
  or	
  it	
  may	
  
become	
  a	
  part	
  of	
  the	
  community’s	
  visual	
  every-­‐day	
  reality.	
  He	
  states	
  that	
  community	
  art	
  is	
  not	
  made	
  specifically	
  and	
  exclusively	
  for	
  the	
  group	
  
who	
  made	
  it	
  but	
  for	
  the	
  whole	
  community.	
  Moreover,	
  our	
  public	
  spaces	
  are	
  full	
  of	
  visual	
  rubbish	
  such	
  as	
  signs,	
  adverts,	
  electricity	
  cables,	
  badly	
  
maintained	
  buildings,	
  playgrounds,	
  and	
  gardens.	
  Yekutieli	
  feels	
  a	
  moral	
  duty	
  to	
  improve,	
  personalize,	
  and	
  reclaim	
  our	
  public	
  spaces.	
  

Technical	
  support	
  Yekutieli’s	
  staff	
  members	
  were	
  all	
  people	
  who	
  had	
  participated	
  in	
  his	
  projects	
  and	
  thus	
  had	
  the	
  opportunity	
  to	
  witness	
  the	
  
process.	
  His	
  staff	
  are	
  professionals	
  in	
  their	
  own	
  field,	
  who	
  had	
  acquired	
  the	
  skills	
  of	
  community	
  work	
  from	
  him.	
  His	
  concern	
  is	
  to	
  make	
  sure	
  that	
  
the	
  staff	
  is	
  appropriate	
  for	
  the	
  project.	
  When	
  working	
  with	
  troubled	
  communities	
  he	
  always	
  brings	
  a	
  psychologist	
  with	
  whom	
  he	
  had	
  been	
  
working	
  for	
  11	
  years	
  so	
  as	
  to	
  make	
  sure	
  that	
  sensitive	
  issues	
  are	
  dealt	
  with	
  appropriately.	
  Processes	
  can	
  accelerate	
  rapidly	
  while	
  working	
  with	
  a	
  
group.	
  If	
  the	
  psychologist	
  identifies	
  a	
  difficulty,	
  he	
  calls	
  for	
  a	
  break	
  in	
  which	
  he	
  works	
  to	
  resolve	
  the	
  issue.	
  A	
  second	
  member	
  of	
  staff	
  would	
  be	
  a	
  
technically	
  competent	
  artist	
  who	
  would	
  help	
  translate	
  the	
  participant’s	
  ideas,	
  and	
  would	
  make	
  the	
  infrastructure	
  for	
  their	
  work.	
  Yekutiali	
  tries	
  
to	
  avoid	
  calling	
  in	
  professionals	
  who	
  are	
  not	
  familiar	
  with	
  his	
  working	
  methods	
  since	
  from	
  his	
  experience	
  often	
  they	
  prove	
  to	
  be	
  more	
  trouble	
  
than	
  worth.	
  	
  

Funding	
  Yekutieli	
  states	
  than	
  more	
  often	
  than	
  not	
  he	
  has	
  to	
  invest	
  more	
  energy	
  in	
  the	
  fund	
  rising	
  than	
  in	
  the	
  project	
  itself.	
  His	
  relationships	
  
with	
  the	
  funders	
  are	
  very	
  complex	
  and	
  difficult	
  and	
  often	
  they	
  have	
  unrealistically	
  high	
  expectations.	
  He	
  tries	
  to	
  diversify	
  as	
  much	
  as	
  possible	
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and	
  create	
  varied	
  partnerships	
  with	
  towns,	
  municipalities,	
  companies,	
  government	
  offices,	
  educational	
  systems,	
  volunteers,	
  and	
  many	
  ad-­‐hock	
  
collaborations.	
  	
  

Documentation	
  and	
  celebration	
  Yekutieli	
  admits	
  that	
  documentation	
  is	
  one	
  of	
  the	
  weaker	
  aspects	
  of	
  his	
  work.	
  Although	
  documentation	
  is	
  
carried	
  out	
  for	
  the	
  purpose	
  of	
  publishing	
  catalogues,	
  Yekutieli	
  claims	
  it	
  is	
  not	
  detailed	
  enough.	
  	
  

Celebration	
  is	
  a	
  central	
  element	
  of	
  his	
  work.	
  There	
  are	
  rituals	
  and	
  celebrations	
  carried	
  out	
  throughout	
  the	
  work.	
  There	
  is	
  always	
  a	
  goal	
  to	
  be	
  
fulfilled,	
  which	
  is	
  not	
  always	
  reached.	
  One	
  must	
  allow	
  for	
  very	
  successful	
  project	
  as	
  well	
  as	
  for	
  not	
  so	
  successful	
  ones.	
  	
  

Adi	
  Yekutieli	
  is	
  an	
  artist,	
  curator,	
  and	
  director	
  of	
  the	
  Art	
  and	
  Community	
  foundation-­‐	
  a	
  non-­‐profit	
  responsible	
  for	
  many	
  community	
  art	
  projects,	
  
has	
  been	
  active	
  in	
  the	
  field	
  since	
  1985,	
  and	
  is	
  currently	
  directing	
  the	
  Tel-­‐Aviv	
  Art	
  Year.	
  	
  

Appendix	
  V-­‐	
  Maud	
  Clark	
  

Wednesday,	
  March	
  14,	
  2012	
  9:36	
  PM	
  
Tamar	
  they	
  are	
  creative	
  Every	
  human	
  is.	
  It	
  is	
  about	
  allowing/trusting	
  that	
  to	
  flow	
  and	
  be	
  seen	
  it	
  is	
  all	
  in	
  the	
  process.	
  Coming	
  to	
  the	
  circle	
  Voice	
  
work	
  Text	
  Improvisation	
  Text	
  Solid	
  skills	
  work.	
  	
  They	
  choose	
  to	
  be	
  there.	
  	
  We	
  know	
  it	
  will	
  take	
  longer	
  than	
  working	
  with	
  trained	
  actor.s	
  We	
  
totally	
  believe	
  in	
  their	
  possibilities	
  and	
  the	
  group.	
  	
  As	
  said	
  before	
  I	
  could	
  do	
  a	
  telephone.	
  We	
  are	
  in	
  middle	
  of	
  3	
  projects	
  	
  
Regards	
  maud	
  
	
  
Friday, June 1, 2012 6:20 AM 
 
Dear	
  Tamar	
  	
  
Greetings	
  -­‐	
  apologies	
  it	
  is	
  such	
  a	
  busy	
  time	
  and	
  I	
  think	
  I	
  have	
  lost	
  the	
  capacity	
  to	
  think!	
  
Yes	
  we	
  always	
  have	
  a	
  process	
  of	
  review	
  	
  -­‐	
  after	
  a	
  show	
  we	
  always	
  allocate	
  days	
  for	
  both	
  written	
  and	
  face	
  to	
  face	
  feedback.	
  
All	
  throughout	
  the	
  process	
  we	
  circle	
  every	
  day	
  to	
  reflect	
  and	
  plan	
  and	
  at	
  end	
  we	
  try	
  and	
  ensure	
  that	
  as	
  a	
  group	
  we	
  have	
  at	
  least	
  2	
  weeks	
  so	
  that	
  
whatever	
  may	
  trickle	
  down	
  can	
  -­‐	
  this	
  is	
  really	
  important	
  if	
  we	
  have	
  finished	
  major	
  work	
  near	
  the	
  Christmas	
  break	
  -­‐	
  if	
  this	
  happens	
  we	
  try	
  to	
  take	
  
the	
  young	
  people	
  and	
  artists	
  to	
  ocean	
  where	
  we	
  can	
  debrief	
  mentally/phsically	
  and	
  at	
  soul	
  level!	
  
SDT	
  has	
  a	
  full	
  time	
  person	
  who	
  is	
  evaluator/reseracher	
  and	
  we	
  also	
  have	
  both	
  a	
  trained	
  counsellor,	
  a	
  pyschic	
  and	
  a	
  massuer	
  who	
  are	
  available	
  
at	
  any	
  time.	
  
We	
  always	
  endeavor	
  to	
  have	
  at	
  least	
  twice	
  a	
  year	
  when	
  we	
  spend	
  time	
  away	
  together	
  to	
  check	
  in.	
  
Artists	
  always	
  check	
  in	
  at	
  end	
  of	
  session	
  -­‐	
  when	
  we	
  are	
  in	
  country	
  we	
  eat	
  together	
  at	
  end	
  of	
  day.	
  
Personally	
  the	
  ocean	
  is	
  my	
  source	
  of	
  refuge/replenishment	
  and	
  i	
  see	
  a	
  pyschic	
  -­‐	
  who	
  I	
  see	
  as	
  my	
  counsellor	
  -­‐	
  every	
  3	
  weeks	
  or	
  so.	
  
The	
  work	
  is	
  all	
  about	
  soul	
  and	
  that	
  is	
  what	
  must	
  be	
  nurtured	
  at	
  all	
  times.	
  
We	
  are	
  very	
  lucky	
  	
  at	
  SDT	
  as	
  we	
  have	
  a	
  core	
  group	
  of	
  artists	
  who	
  have	
  worked	
  together	
  for	
  many	
  years	
  -­‐	
  so	
  everyone	
  looks	
  out	
  for	
  one	
  another.	
  
I	
  know	
  this	
  is	
  vague	
  -­‐	
  i	
  am	
  attaching	
  a	
  talk	
  I	
  gave	
  some	
  time	
  ago.	
  
You	
  might	
  have	
  it	
  -­‐	
  there	
  is	
  a	
  lot	
  that	
  is	
  repeated	
  but	
  I	
  do	
  touch	
  on	
  caring	
  for	
  the	
  artist.	
  
Warmest	
  Regards	
  
Maud	
  

 
Appendix	
  VI-­‐	
  Amir	
  Baumfeld	
  
Amir	
  Baumfeld	
  interview-­‐	
  26.3.2012	
  

How	
  would	
  you	
  define	
  community	
  art?	
  The	
  term	
  “Community	
  Art”	
  is	
  a	
  grave	
  inequity	
  and	
  injustice	
  to	
  the	
  creative	
  process	
  and	
  the	
  creative	
  
mode	
  which	
  is	
  an	
  essential	
  part	
  of	
  the	
  processes	
  undertaken	
  when	
  a	
  group	
  of	
  people	
  decide	
  to	
  carry	
  out	
  a	
  creative	
  project	
  whereby	
  seeds	
  of	
  a	
  
different	
  collective	
  consciousness	
  are	
  planted.	
  Thus	
  I	
  have	
  coined	
  the	
  term	
  “Collective	
  Group	
  Artwork”	
  which	
  is	
  a	
  much	
  more	
  precise	
  term	
  
describing	
  a	
  creative	
  process	
  undertaken	
  by	
  a	
  group	
  of	
  people.	
  

Can	
  you	
  describe	
  your	
  ideology	
  for	
  the	
  creation	
  of	
  “Collective	
  Group	
  Artwork”?	
  My	
  ideology	
  was	
  channeled	
  to	
  start	
  with	
  through	
  the	
  ‘Peace	
  
Tree”	
  project	
  which	
  was	
  a	
  joint	
  Jewish	
  and	
  Arab	
  project	
  which	
  begun	
  in	
  1999.	
  The	
  project	
  travelled	
  in	
  4	
  countries	
  and	
  work	
  was	
  conducted	
  with	
  
Palestinians.	
  The	
  idea	
  was	
  to	
  work	
  with	
  ordinary	
  citizens,	
  initiating	
  processes	
  among	
  people,	
  planting	
  seeds	
  of	
  awareness.	
  	
  I	
  am	
  trying	
  to	
  
preserve	
  the	
  seeds,	
  this	
  project	
  still	
  goes	
  on	
  although	
  the	
  dialogue	
  has	
  become	
  personal,	
  a	
  mosaic	
  or	
  patchwork	
  rather	
  than	
  collective.	
  
Individuals	
  make	
  their	
  own	
  work	
  on	
  a	
  given	
  subject	
  and	
  then	
  the	
  work	
  is	
  put	
  together,	
  rather	
  than	
  everyone	
  working	
  together	
  on	
  one	
  whole	
  
piece.	
  Some	
  communities	
  are	
  simply	
  not	
  interested	
  in	
  the	
  process,	
  they	
  want	
  to	
  physically	
  work.	
  I	
  have	
  been	
  working	
  with	
  the	
  community	
  at	
  
Har	
  Adar	
  for	
  12	
  years	
  as	
  their	
  guiding	
  instructor.	
  They	
  are	
  a	
  group	
  of	
  20	
  who	
  work	
  together.	
  My	
  approach	
  to	
  artwork	
  has	
  much	
  to	
  do	
  with	
  
ancient	
  cultures	
  trying	
  to	
  identify	
  another	
  consciousness.	
  Everything	
  is	
  connected	
  to	
  the	
  elements,	
  with	
  Nature’s	
  cycles,	
  and	
  reaching	
  an	
  
understanding	
  of	
  how	
  everything	
  works	
  together.	
  The	
  Collective	
  Group	
  Artwork	
  is	
  a	
  bridge	
  though	
  I	
  do	
  not	
  work	
  as	
  a	
  mediator;	
  it	
  is	
  
engagement	
  in	
  the	
  process	
  which	
  works	
  as	
  the	
  mediator.	
  I	
  work	
  with	
  the	
  group	
  and	
  through	
  a	
  subject	
  matter	
  agreements	
  are	
  reached.	
  	
  	
  

Can	
  you	
  describe	
  your	
  working	
  method?	
  I	
  make	
  contact	
  with	
  participants	
  prior	
  to	
  the	
  initial	
  group	
  meeting	
  by	
  telephone,	
  and	
  usually	
  arrive	
  at	
  
the	
  first	
  meeting	
  with	
  a	
  staff	
  of	
  3-­‐4.	
  Sometimes	
  the	
  community	
  to	
  be	
  worked	
  with	
  is	
  already	
  integrated;	
  on	
  other	
  times	
  participants	
  have	
  to	
  be	
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identified	
  and	
  invited.	
  Usually	
  it	
  is	
  the	
  organizers	
  who	
  choose	
  a	
  subject.	
  This	
  selection	
  directs	
  the	
  participant’s	
  awareness.	
  It	
  is	
  important	
  for	
  me	
  
to	
  state	
  at	
  the	
  earliest	
  stage	
  that	
  we	
  do	
  not	
  express	
  anything	
  negative	
  or	
  violent	
  through	
  sculpture.	
  I	
  remember	
  a	
  particular	
  project	
  in	
  the	
  Arab	
  
village	
  of	
  Fahdi	
  Myasser	
  where	
  participants	
  kept	
  drawing	
  hands	
  holding	
  stones,	
  so	
  I	
  make	
  this	
  clear,	
  we	
  do	
  not	
  bring	
  any	
  negative	
  expression.	
  

	
  The	
  first	
  stage,	
  the	
  planning	
  stage	
  usually	
  takes	
  4	
  days.	
  Participants	
  are	
  seated	
  in	
  a	
  circle,	
  tea	
  is	
  poured,	
  and	
  everyone	
  says	
  why	
  they	
  came	
  and	
  
something	
  about	
  the	
  subject.	
  Each	
  participant	
  speaks	
  in	
  their	
  turn	
  following	
  the	
  circle,	
  I	
  identify	
  the	
  energy	
  necessary	
  and	
  dictate	
  the	
  circle’s	
  
direction-­‐	
  to	
  the	
  left:	
  male,	
  to	
  the	
  right:	
  female.	
  People	
  express	
  their	
  initial	
  idea	
  which	
  is	
  usually	
  the	
  strongest.	
  The	
  collective	
  processes	
  are	
  
incredibly	
  important	
  and	
  irreversible	
  damage	
  can	
  be	
  done	
  if	
  not	
  enough	
  attention	
  is	
  paid	
  to	
  the	
  purpose	
  and	
  process,	
  trying	
  to	
  achieve	
  only	
  the	
  
end	
  result.	
  The	
  project’s	
  purpose	
  is	
  to	
  create	
  a	
  creative	
  collaboration,	
  the	
  meaning	
  of	
  which	
  is	
  the	
  experience	
  of	
  personal	
  existence	
  within	
  the	
  
collective	
  whereby	
  personal	
  ideas	
  are	
  expressed	
  collectively.	
  There	
  is	
  no	
  artist	
  making	
  decisions	
  about	
  how	
  things	
  should	
  be,	
  participants	
  are	
  
not	
  laborers.	
  The	
  work	
  is	
  spiritually	
  rooted	
  employing	
  the	
  creative	
  vibration	
  so	
  as	
  to	
  evoke	
  happiness	
  and	
  excitement	
  and	
  a	
  sense	
  fraternity	
  and	
  
communion	
  as	
  a	
  base	
  for	
  the	
  establishment	
  of	
  a	
  common	
  ground	
  as	
  a	
  base	
  for	
  an	
  uplifting	
  encounter	
  aimed	
  to	
  create	
  and	
  not	
  to	
  destroy.	
  The	
  
circle	
  has	
  two	
  dimensions,	
  and	
  when	
  developments	
  initiate	
  motion,	
  movement	
  is	
  directed	
  upward.	
  This	
  is	
  the	
  movement	
  of	
  Collective	
  Group	
  
Artwork.	
  Stability	
  and	
  balance	
  must	
  be	
  maintained	
  within	
  the	
  circle.	
  It	
  is	
  important	
  that	
  while	
  conducting	
  this	
  motion	
  from	
  the	
  personal	
  to	
  the	
  
collective,	
  each	
  individual	
  will	
  be	
  expressed	
  else	
  he/she	
  will	
  lose	
  their	
  sense	
  of	
  belonging	
  to	
  the	
  group.	
  During	
  the	
  whole	
  process	
  I	
  make	
  noted	
  
all	
  the	
  time.	
  	
  	
  	
  

Once	
  the	
  first	
  circle	
  is	
  complete	
  I	
  divide	
  the	
  group	
  into	
  smaller	
  groups	
  of	
  3-­‐4.	
  I	
  make	
  a	
  point	
  of	
  making	
  the	
  group	
  heterogeneous,	
  bringing	
  
opposing	
  forces	
  together.	
  Each	
  group	
  receives	
  an	
  A3	
  paper	
  with	
  a	
  drawing	
  of	
  the	
  tree	
  trunk,	
  charcoals,	
  clay,	
  pastels	
  and	
  pencils,	
  and	
  after	
  a	
  few	
  
hours’	
  work	
  each	
  group	
  presents	
  its	
  proposal,	
  thus	
  initiating	
  the	
  upward	
  energetic	
  spiral.	
  The	
  groups	
  come	
  together	
  and	
  the	
  ieas	
  are	
  presented	
  
to	
  the	
  whole	
  group	
  within	
  the	
  Circle.	
  From	
  their	
  ideas	
  I	
  seek	
  symbols	
  which	
  heal	
  Mother	
  Earth,	
  ideas	
  which	
  have	
  the	
  quality	
  of	
  collective	
  
awareness.	
  Symbols	
  involve	
  the	
  use	
  of	
  knowledge,	
  and	
  they	
  carry	
  power,	
  energy,	
  and	
  motion:	
  vertically	
  from	
  Earth	
  upwards	
  as	
  well	
  as	
  the	
  
opposite.	
  The	
  ideas	
  are	
  like	
  ripples	
  emanating	
  from	
  the	
  individuals	
  reaching	
  even	
  governments,	
  and	
  back	
  again,	
  this	
  is	
  a	
  two-­‐way	
  motion.	
  After	
  
maybe	
  5	
  rounds	
  of	
  the	
  in	
  the	
  Circle,	
  the	
  group’s	
  proposal	
  is	
  ready,	
  and	
  the	
  group	
  is	
  ready	
  to	
  approach	
  the	
  tree	
  trunk.	
  	
  

The	
  artistic	
  process	
  is	
  very	
  enjoyable.	
  Each	
  participant	
  works	
  on	
  his/her	
  particular	
  area	
  on	
  the	
  tree	
  trunk,	
  it	
  is	
  important	
  for	
  each	
  individual	
  to	
  
physically	
  express	
  their	
  own	
  ideas.	
  Work	
  with	
  carving	
  tools	
  begins.	
  A	
  process	
  of	
  deepen	
  their	
  motifs	
  manually	
  while	
  I	
  periodically	
  deepen	
  their	
  
carving	
  with	
  a	
  mechanical	
  tool.	
  This	
  process	
  continues	
  according	
  to	
  the	
  project’s	
  schedule.	
  At	
  the	
  end	
  of	
  the	
  individual	
  carving	
  process,	
  
“neighbors”	
  must	
  make	
  decisions	
  about	
  how	
  to	
  address	
  their	
  “boarders”-­‐	
  a	
  joint	
  decision.	
  Once	
  all	
  carving	
  processes	
  are	
  complete,	
  the	
  piece	
  
will	
  be	
  installed,	
  this	
  is	
  the	
  celebration.	
  

It	
  is	
  important	
  to	
  note	
  that	
  first,	
  at	
  the	
  end	
  of	
  every	
  Circle	
  session	
  summaries	
  are	
  mailed	
  to	
  the	
  participants,	
  and	
  second,	
  that	
  periodical	
  breaks	
  
are	
  taken	
  within	
  each	
  stage	
  of	
  the	
  process	
  during	
  which	
  participants	
  unload,	
  share	
  food,	
  drink	
  beer,	
  and	
  spend	
  time	
  together	
  unwinding.	
  

What	
  is	
  the	
  duration	
  of	
  your	
  projects?	
  There	
  are	
  two	
  types	
  of	
  projects.	
  The	
  first	
  is	
  a	
  short	
  version	
  of	
  the	
  second,	
  and	
  is	
  carried	
  out	
  within	
  10	
  
days,	
  4	
  of	
  which	
  are	
  spent	
  planning.	
  The	
  long	
  version	
  is	
  a	
  year-­‐long	
  project.	
  

What	
  staff	
  do	
  you	
  work	
  with?	
  Are	
  they	
  artists?	
  For	
  the	
  10	
  days	
  project	
  I	
  work	
  with	
  4	
  members	
  of	
  staff.	
  The	
  emphasis	
  is	
  not	
  on	
  skilled	
  
professionals,	
  but	
  on	
  educational	
  staff,	
  or	
  people	
  engaged	
  in	
  art	
  therapy,	
  or	
  someone	
  in	
  tune	
  with	
  ancient	
  tribal	
  collaboration.	
  

Do	
  you	
  form	
  partnerships?	
  There	
  are	
  casual	
  partners,	
  and	
  there	
  are	
  real	
  partners.	
  Within	
  any	
  partnership	
  or	
  collaboration	
  there	
  is	
  a	
  strong	
  
element	
  of	
  the	
  unexpected	
  which	
  partners	
  must	
  be	
  able	
  to	
  contain.	
  I	
  seek	
  a	
  collaborator	
  within	
  the	
  system:	
  	
  the	
  community	
  itself,	
  the	
  
community	
  centre,	
  the	
  school.	
  Collaboration	
  must	
  be	
  through	
  circular	
  support.	
  	
  	
  	
  

	
  
Appendix	
  VII-­‐	
  Jane	
  Golden	
  

Hi	
  Tamar,	
  
	
  
The	
  agency	
  and	
  creativity	
  of	
  the	
  community	
  is	
  where	
  we	
  start.	
  	
  We	
  build	
  out	
  from	
  there.	
  	
  Our	
  approach	
  is	
  positive	
  and	
  catalytic;	
  asset	
  rather	
  
than	
  deficit-­‐based.	
  
	
  
Community	
  meetings	
  are	
  facilitated	
  by	
  project	
  managers	
  on	
  our	
  staff.	
  Based	
  on	
  the	
  theme	
  of	
  the	
  project	
  (e.g.,	
  portrait,	
  landscape)	
  and	
  who	
  can	
  
best	
  represent	
  that	
  artistically,	
  the	
  work	
  of	
  a	
  select	
  group	
  of	
  artists	
  is	
  presented	
  to	
  the	
  community	
  and	
  they	
  "vote"	
  to	
  achieve	
  consensus	
  on	
  
who	
  they	
  would	
  like	
  to	
  work	
  with.	
  
	
  
Once	
  the	
  artist	
  is	
  chosen,	
  he	
  /	
  she	
  attends	
  community	
  meetings,	
  facilitated	
  by	
  our	
  staff,	
  to	
  hear	
  ideas	
  from	
  the	
  community	
  about	
  how	
  they	
  
would	
  like	
  to	
  see	
  themes	
  illustrated	
  artistically.	
  	
  Again,	
  the	
  process	
  is	
  consensus	
  based	
  to	
  assure	
  all	
  in	
  attendance	
  feel	
  heard.	
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When	
  we	
  are	
  working	
  on	
  initiatives	
  incorporating	
  themes	
  outside	
  of	
  our	
  expertise,	
  such	
  as	
  the	
  Porch	
  Light	
  Initiative,	
  our	
  multi-­‐year,	
  multi-­‐year	
  
mural	
  series	
  exploring	
  behavioral	
  health	
  themes,	
  we	
  partner	
  with	
  experts	
  and	
  providers	
  in	
  the	
  field.	
  
	
  
The	
  artist	
  then	
  synthesizes	
  all	
  of	
  the	
  information	
  received	
  and	
  creates	
  a	
  proposed	
  design.	
  	
  The	
  design	
  must	
  be	
  reviewed	
  and	
  approved	
  by	
  our	
  
internal	
  Design	
  Review	
  panel	
  (comprised	
  of	
  artists,	
  administrators,	
  and	
  outside	
  experts	
  where	
  called	
  for)	
  before	
  being	
  presented	
  to	
  the	
  
community.	
  	
  The	
  community	
  then	
  votes	
  on	
  whether	
  or	
  not	
  to	
  approve	
  the	
  proposed	
  design.	
  	
  The	
  property	
  owner	
  also	
  has	
  a	
  voice	
  in	
  this	
  process	
  
and	
  must	
  approve	
  the	
  design	
  as	
  the	
  "canvas"	
  belongs	
  to	
  them.	
  
	
  
We	
  work	
  with	
  a	
  wide	
  array	
  of	
  artists	
  whose	
  styles	
  and	
  techniques	
  are	
  many	
  and	
  varied.	
  Some	
  artists	
  design	
  using	
  photoshop;	
  others	
  create	
  
water	
  color	
  sketches	
  or	
  maquettes.	
  	
  Some	
  artists	
  create	
  murals	
  in	
  a	
  photo	
  realistic	
  style;	
  others	
  create	
  murals	
  in	
  a	
  folk	
  art	
  or	
  abstract	
  style.	
  	
  Still	
  
others	
  paint	
  architectural,	
  trompe	
  l'oeil	
  murals.	
  	
  Some	
  artists	
  paint	
  directly	
  on	
  the	
  wall	
  using	
  the	
  grid	
  method;	
  others	
  paint	
  in	
  their	
  studios	
  
employing	
  the	
  parachute	
  cloth	
  method,	
  bringing	
  the	
  completed	
  mural	
  to	
  the	
  wall	
  for	
  installation	
  and	
  finishing	
  touches.	
  
	
  
Tamar,	
  I	
  hope	
  this	
  information	
  is	
  helpful	
  to	
  you.	
  	
  By	
  the	
  way,	
  you	
  mentioned	
  you	
  are	
  doing	
  research	
  in	
  order	
  to	
  provide	
  information	
  to	
  others	
  
interested	
  in	
  learning	
  our	
  methodology.	
  	
  May	
  I	
  ask	
  if	
  you	
  intend	
  to	
  publish	
  your	
  research?	
  	
  If	
  so,	
  in	
  what	
  form	
  (research	
  paper,	
  journal,	
  book)?	
  
	
  
Amy	
  

On	
  Fri,	
  Mar	
  2,	
  2012	
  at	
  3:08	
  AM,	
  tamar	
  sharon	
  <tamaryannay@yahoo.com>	
  wrote:	
  

Hello	
  Amy,	
  
As	
  I	
  understand	
  your	
  organization	
  working	
  method-­‐	
  for	
  each	
  specific	
  pproject	
  a	
  specific	
  artist/s	
  is/are	
  selected.	
  I	
  also	
  understand	
  that	
  in	
  some	
  
cases	
  the	
  "protocol"	
  is	
  short-­‐	
  a	
  few	
  meetings	
  and	
  exchange	
  of	
  e-­‐mails,	
  and	
  in	
  some	
  cases	
  the	
  artist/s	
  may	
  be	
  engaged	
  in	
  a	
  preliminary	
  process	
  
with	
  the	
  community	
  which	
  may	
  take	
  some	
  years.	
  
Since	
  my	
  research	
  is	
  precicely	
  about	
  the	
  creative	
  process	
  which	
  those	
  artists	
  engage	
  in	
  I	
  	
  want	
  to	
  understand	
  a	
  few	
  things:	
  
How	
  do	
  you	
  select	
  your	
  artists?	
  Do	
  they	
  have	
  art	
  or	
  community	
  training-­‐	
  where	
  do	
  your	
  priorities	
  lie?	
  Do	
  you	
  brief	
  the	
  artists	
  as	
  to	
  how	
  to	
  
conduct	
  the	
  interaction	
  with	
  the	
  community?	
  How	
  do	
  you	
  decide	
  which	
  program	
  to	
  introduce-­‐	
  long	
  community	
  process	
  or	
  short?When	
  a	
  
project	
  is	
  planned,	
  how	
  much	
  of	
  the	
  time	
  is	
  designated	
  to	
  the	
  community/design	
  process?	
  
I	
  understand	
  you	
  have	
  a	
  great	
  number	
  of	
  workshops,	
  and	
  the	
  activities	
  are	
  extremly	
  diverse.	
  Do	
  you	
  have	
  your	
  own	
  artist	
  training?	
  Do	
  you	
  have	
  
any	
  kind	
  of	
  support	
  for	
  your	
  staff?	
  Is	
  a	
  social	
  or	
  community	
  worker	
  someone	
  who	
  accompanies	
  projects?	
  Is	
  there	
  someone	
  "escorting"	
  the	
  artist	
  
along	
  the	
  project	
  or	
  does	
  she/he	
  go	
  in	
  alone?	
  
Another	
  aspect	
  of	
  the	
  mural	
  arts	
  project	
  is	
  a	
  question	
  of	
  style.	
  There	
  is	
  an	
  unmistakable	
  style	
  to	
  all	
  of	
  your	
  projects-­‐	
  maybe	
  associated	
  with	
  
using	
  photoshop-­‐	
  or	
  maybe	
  the	
  working	
  process	
  or	
  paints-­‐	
  do	
  you	
  select	
  artists	
  according	
  to	
  the	
  suitablility	
  of	
  their	
  style?	
  or	
  are	
  the	
  designs	
  
required	
  to	
  suit?	
  	
  
It	
  would	
  help	
  immensly	
  if	
  you	
  could	
  answer	
  these	
  questions	
  although	
  most	
  of	
  these	
  questions	
  are	
  included	
  in	
  the	
  questions	
  file	
  I	
  sent	
  you....	
  
I	
  understand	
  you	
  are	
  running	
  an	
  immense	
  organization	
  with	
  a	
  tremendous	
  work	
  load	
  and	
  Philadelphia	
  was	
  made	
  into	
  a	
  different	
  place,	
  I	
  hope	
  a	
  
research	
  like	
  mine	
  will	
  help	
  others	
  who	
  want	
  to	
  learn	
  from	
  your	
  success.	
  
Thank	
  you,	
  
Tamar	
  	
  
	
  Amy	
  R.	
  Johnston	
  
Information	
  &	
  Events	
  Specialist	
  
	
  
City	
  of	
  Philadelphia	
  Mural	
  Arts	
  Program	
  
Lincoln	
  Financial	
  Mural	
  Arts	
  Center	
  
at	
  the	
  Thomas	
  Eakins	
  House	
  
1727-­‐29	
  Mt.	
  Vernon	
  Street	
  
Philadelphia,	
  PA	
  	
  19130	
  

Appendix	
  VII-­‐	
  Suzan	
  Cervantes	
  

2.11.2011	
  

Hi	
  Tamar,	
  
Since	
  Precita	
  Eyes	
  was	
  established	
  all	
  of	
  our	
  projects	
  have	
  been	
  initiated	
  by	
  the	
  community,	
  through	
  word	
  of	
  mouth,	
  phone	
  or	
  email	
  
requests.	
  	
  We	
  have	
  rarely	
  initiated	
  or	
  solicited	
  community	
  mural	
  projects.	
  	
  Requests	
  are	
  favvored	
  and	
  reflect	
  a	
  need	
  that	
  people	
  wish	
  to	
  
experience	
  a	
  community	
  process.	
  	
  Our	
  focus	
  is	
  on	
  Collaboration	
  and	
  we	
  have	
  a	
  specific	
  approach	
  to	
  the	
  community	
  process	
  so	
  everyone	
  is	
  
included,	
  no	
  matter	
  what	
  level	
  of	
  experience	
  they	
  may	
  have,	
  in	
  the	
  designing,	
  planning	
  and	
  execution	
  of	
  the	
  community	
  mural.	
  	
  Upon	
  a	
  request	
  
we	
  set	
  up	
  a	
  meeting	
  to	
  see	
  the	
  site,	
  take	
  measurements	
  and	
  discuss	
  their	
  expectations.	
  	
  We	
  submit	
  a	
  budget	
  proposal.	
  	
  When	
  accepted	
  we	
  
schedule	
  a	
  community	
  design	
  workshop,	
  there	
  we	
  discuss	
  themes,	
  participants	
  draw	
  out	
  their	
  ideas	
  spontaneously.	
  	
  From	
  the	
  discussion	
  of	
  
everyone’s	
  ideas	
  we	
  list	
  all	
  the	
  imagery	
  that	
  people	
  came	
  up	
  with	
  in	
  their	
  drawings.	
  	
  	
  The	
  participants	
  create	
  an	
  integrated	
  and	
  unified	
  
composition,	
  a	
  large	
  thumbnail	
  sketch,	
  that	
  includes	
  everyone’s	
  ideas.	
  	
  From	
  that	
  sketch	
  the	
  ideas	
  are	
  researched	
  and	
  drawings	
  are	
  developed	
  
by	
  the	
  participants	
  or	
  with	
  artists	
  assistance..	
  	
  The	
  final	
  drawings	
  are	
  put	
  into	
  scale	
  and	
  with	
  everyone’s	
  satisfaction	
  the	
  master	
  drawing	
  is	
  
colored	
  by	
  the	
  participants	
  and	
  presented	
  to	
  the	
  community	
  for	
  approval.	
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This	
  basically	
  how	
  we	
  approach	
  all	
  of	
  our	
  community	
  mural	
  work.	
  
	
  
Thank	
  you,	
  
Susan	
  
	
  
Susan	
  Cervantes,	
  Founding	
  Director	
  
Precita	
  Eyes	
  Muralists	
  
Tamar,	
  	
  	
  
I	
  have	
  answered	
  some	
  of	
  your	
  questions	
  in	
  blue	
  below.	
  	
  I	
  hope	
  this	
  helps.	
  	
  	
  
	
  
Wishing	
  you	
  a	
  Happy	
  New	
  Year,	
  
Susan	
  
	
  
Hello	
  Susan,	
  
Happy	
  New	
  Year!	
  I	
  have	
  been	
  away	
  so	
  my	
  research	
  has	
  not	
  advanced	
  much	
  in	
  the	
  past	
  month...However,	
  I'm	
  back.	
  I	
  would	
  like	
  to	
  see	
  if	
  I	
  
understand	
  your	
  methodology.	
  From	
  what	
  I	
  understand	
  precita	
  eyes	
  is	
  approached	
  by	
  a	
  community,	
  an	
  artist	
  from	
  your	
  organization	
  then	
  
meets	
  with	
  the	
  community	
  and	
  conducts	
  an	
  initial	
  meeting	
  in	
  which	
  participants	
  are	
  requested	
  to	
  sketch	
  their	
  ideas.	
  The	
  participants	
  create	
  a	
  
composite	
  	
  of	
  the	
  ideas	
  and	
  images.	
  	
  These	
  ideas	
  are	
  then	
  processed	
  by	
  your	
  artist	
  and	
  all	
  the	
  participants	
  ideas	
  are	
  fitted	
  into	
  the	
  
design.	
  	
  Precita	
  Eyes	
  artist	
  takes	
  the	
  composite	
  and	
  fits	
  the	
  ideas	
  into	
  a	
  scale	
  study.	
  The	
  community	
  then	
  further	
  processes	
  the	
  sketch	
  which	
  is	
  
then	
  forwarded	
  to	
  the	
  community	
  for	
  approval.	
  Is	
  this	
  it?	
  The	
  process	
  is	
  generally	
  as	
  mentioned	
  above.	
  	
  As	
  far	
  as	
  I	
  understand	
  your	
  community	
  
projects	
  are	
  conducted	
  like	
  a	
  "master	
  art	
  class"?	
  I	
  don’t	
  think	
  of	
  it	
  as	
  a	
  master	
  art	
  class	
  but	
  as	
  an	
  approacah	
  to	
  guide	
  the	
  participants	
  through	
  a	
  
community	
  process.	
  	
  The	
  artists	
  meet	
  the	
  community	
  and	
  ask	
  them	
  to	
  express	
  ideas	
  on	
  paper-­‐	
  or	
  is	
  there	
  a	
  discussion?	
  There	
  is	
  theme	
  
development	
  and	
  dicussion	
  around	
  the	
  individual	
  drawings	
  and	
  ideas/concepts.	
  	
  I	
  must	
  say	
  that	
  if	
  understand	
  your	
  working	
  methods	
  correctly	
  
this	
  is	
  a	
  very	
  bold	
  and	
  daring	
  approach-­‐	
  not	
  common	
  in	
  the	
  community	
  art	
  field.	
  Who	
  are	
  the	
  artists?	
  The	
  artists	
  are	
  trained	
  by	
  Precita	
  
Eyes.	
  	
  Artist	
  can	
  train	
  trough	
  our	
  volunteer	
  program	
  assisting	
  lead	
  Precitas	
  Eyes	
  artist	
  on	
  a	
  project.	
  	
  When	
  the	
  volunteer	
  trained	
  artist	
  has	
  
enough	
  experience	
  they	
  can	
  be	
  contracted	
  to	
  lead	
  a	
  community	
  mural	
  project.	
  Are	
  they	
  community	
  artists?	
  How	
  do	
  you	
  choose	
  them?	
  Do	
  
youwork	
  with	
  a	
  number	
  of	
  artists	
  or	
  one?	
  How	
  do	
  you	
  assure	
  the	
  technical	
  quality	
  of	
  the	
  finished	
  product?	
  Where	
  is	
  most	
  of	
  the	
  work	
  
conducted-­‐	
  on	
  site	
  or	
  do	
  you	
  have	
  a	
  studio?	
  Most	
  ot	
  the	
  work	
  is	
  done	
  off	
  site	
  in	
  schools,	
  community	
  centers,	
  parks,	
  hosipitals	
  etc.	
  Do	
  you	
  or	
  the	
  
artists	
  work	
  to	
  promote	
  social	
  justice?	
  	
  There	
  are	
  a	
  lot	
  of	
  social	
  	
  justice	
  themes	
  that	
  may	
  come	
  from	
  the	
  community	
  itself	
  such	
  as	
  tolerance,	
  
non-­‐violence.	
  	
  The	
  community	
  we	
  serve	
  decides	
  what	
  they	
  want	
  to	
  see	
  in	
  their	
  mural.	
  	
  Each	
  one	
  is	
  unique	
  and	
  reflects	
  their	
  concerns.	
  	
  Are	
  there	
  
any	
  principals	
  to	
  which	
  you	
  adhere?	
  How	
  do	
  you	
  motivate	
  the	
  community	
  to	
  collaborate?	
  	
  The	
  communities	
  we	
  serve	
  request	
  a	
  collaborative	
  
process.	
  	
  They	
  want	
  to	
  experience	
  it	
  for	
  themselves	
  	
  and	
  build	
  something	
  together.	
  
I	
  apologize	
  for	
  the	
  many	
  questions-­‐	
  but	
  I	
  want	
  to	
  get	
  a	
  detailed	
  picture	
  of	
  your	
  working	
  methodology	
  which	
  is	
  uniquely	
  yours.	
  Can	
  I	
  ask	
  a	
  few	
  
more?	
  
Thank	
  You,	
  
Tamar	
  
	
  
From:	
  Susan	
  Cervantes	
  <susan@precitaeyes.org>	
  
To:	
  tamar	
  sharon	
  <tamaryannay@yahoo.com>	
  	
  
Sent:	
  Monday,	
  December	
  5,	
  2011	
  10:29	
  PM	
  
Subject:	
  Re:	
  community	
  art	
  research	
  

27	
  May	
  2012	
  

Hi	
  Tamar,	
  
I	
  apologize	
  for	
  the	
  long	
  delay.	
  	
  My	
  answers	
  to	
  your	
  questions	
  are	
  in	
  bold	
  below.	
  	
  	
  
Thank	
  you	
  for	
  your	
  interest	
  and	
  I	
  hope	
  to	
  see	
  your	
  final	
  publication.	
  
Susan	
  
	
  
	
  
Hello	
  Suzan,	
  
I	
  am	
  in	
  the	
  process	
  of	
  writing	
  the	
  chapter	
  about	
  Precita	
  Eyes,	
  and	
  I	
  have	
  	
  some	
  questions	
  about	
  your	
  staff,	
  and	
  another	
  about	
  the	
  process:	
  
You	
  wrote	
  that	
  your	
  artists	
  are	
  trained	
  by	
  Precita	
  Eyes,	
  they	
  volunteer	
  and	
  when	
  you	
  feel	
  that	
  they	
  are	
  ready	
  you	
  assign	
  them	
  to	
  carry	
  out	
  a	
  
mural.	
  Beyond	
  the	
  technical	
  and	
  artistic	
  training,	
  do	
  you	
  train	
  them	
  in	
  the	
  field	
  of	
  community	
  art?	
  
We	
  train	
  them	
  in	
  the	
  collaborative	
  process,	
  community	
  mural	
  process.	
  
	
  
Is	
  one	
  artist	
  assigned	
  to	
  each	
  mural	
  or	
  more?	
  
An	
  artist	
  with	
  an	
  assistant	
  in	
  training	
  is	
  assigned	
  to	
  lead	
  the	
  mural	
  process	
  with	
  the	
  community	
  we	
  are	
  serving.	
  
	
  
Do	
  you	
  support	
  the	
  staff	
  during	
  a	
  project,	
  or	
  do	
  staff	
  debriefing?	
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Myself	
  or	
  one	
  of	
  our	
  education	
  or	
  youth	
  directors	
  support	
  the	
  contracted	
  artists	
  throughout	
  the	
  project.	
  
	
  
Do	
  you	
  have	
  an	
  internal	
  decision	
  making	
  process	
  about	
  methodologies	
  in	
  specific	
  murals?	
  	
  
No.	
  	
  not	
  formally.	
  	
  We	
  approach	
  each	
  project	
  in	
  the	
  same	
  way	
  and	
  their	
  different	
  levels	
  of	
  time	
  and	
  experience.	
  
	
  
Is	
  a	
  community	
  worker	
  or	
  social	
  worker	
  or	
  other	
  professional	
  involved	
  when	
  working	
  with	
  "difficult"	
  communities?	
  
No.	
  	
  only	
  when	
  there	
  is	
  a	
  need.	
  	
  Teachers	
  are	
  requested	
  to	
  be	
  present	
  for	
  behavior	
  and	
  discipline.	
  
	
  
Are	
  the	
  artists	
  contracted	
  per	
  project	
  or	
  do	
  you	
  have	
  staff	
  artists?	
  
All	
  of	
  our	
  staff	
  are	
  artists/muralists.	
  	
  All	
  are	
  trained	
  in	
  the	
  community	
  mural	
  process.	
  	
  Staff	
  can	
  be	
  contracted	
  to	
  lead	
  mural	
  projects.	
  
	
  
Can	
  you	
  generalize	
  about	
  the	
  duration	
  and	
  stages	
  of	
  a	
  project-­‐	
  how	
  long	
  do	
  you	
  plan	
  and	
  how	
  long	
  do	
  you	
  paint?	
  
The	
  mural	
  process	
  can	
  take	
  many	
  different	
  time	
  lines,	
  usually	
  1/3	
  planning	
  and	
  designing	
  and	
  the	
  rest	
  of	
  the	
  time	
  painting	
  
	
  
Apart	
  from	
  the	
  educational	
  courses,	
  do	
  you	
  have	
  ongoing	
  programs	
  with	
  specific	
  communities?	
  
Sometimes	
  
	
  
Once	
  the	
  mural	
  is	
  finished	
  does	
  contact	
  with	
  the	
  community	
  continue	
  in	
  any	
  way?	
  
Yes.	
  
	
  
Do	
  you	
  have	
  a	
  form	
  to	
  be	
  filled	
  by	
  applicants	
  for	
  a	
  mural?	
  
We	
  are	
  always	
  evauatining	
  the	
  cost.	
  
	
  
	
  
Do	
  you	
  have	
  an	
  evaluation	
  of	
  the	
  cost	
  of	
  murals?	
  
	
  
I	
  hope	
  all	
  this	
  is	
  not	
  too	
  much...	
  
one	
  more	
  question...	
  
I	
  make	
  diagrams	
  describing	
  the	
  methodologies	
  of	
  each	
  organization,	
  I	
  guess	
  that	
  I	
  should	
  use	
  a	
  process	
  rather	
  than	
  cyclic	
  diagram-­‐	
  am	
  I	
  wrong?	
  
Thank	
  You,	
  
Tamar	
  Yannay	
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