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Community Arts Partnership and the Rural Community Network through the Exploring Change project
initiated conversationsvith arts organisations, community arts organisations, arts facilitators, artists

and participants in artistic activities in rural Northern Ireland over a period of 18 months.

The aim was to extract primary information regarding the state of arts provisimh particularly

community arts provision in rural Northern Ireland.

Participants in those discussions also included Arts officers from local councils, representatives from
the Arts Council of Northern Ireland, advisors focal politicians and representatives from Arts

centres in the larger towns.
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Participant)

Like many conversations there was no one distinct narrative, in fact the research uncovered a complex
weave of contrasting, sometimes competing, sometimes coherent, other tinsgsucte narratives,

all of which are outlined below.

The quotes highlighted reflect the differing orientations of the participants and throughout this report

we will hear more of the voices we engaged with during the project.

Whilst there are competing, contrasting and on occasion contradictory narratives contained within
the thoughts of the people engaged in conversations with CAP and RCN directly, one thing that can be
said is that many of the participants suggest firmly tthedre is a place for the Arts arghrticularly

Community Arts in rural Northern Ireland.

In fact the vast majority of questionnaire respondents and participants in the discussions agreed that
Community Arts can address pressing rural issues, they cansotistantial benefits to participants,

that they can be a vehicle for change.

For some in this discussion, a minority, Arts provision alone is essential to ensure that people living in
rural areas get access to creative activity, for others Communityphojects create avenues for an
investigation into, and offer the potential for preparation of plans to aid in, the reduction of social

isolation, improving community relations, building confidence and improving skill levels.



In this report there is also an exploration of themes emerging from what might be considered official
YENNI GAG@Sas GKS NRAS 2F GKS DFYS 2F ¢KNRySa | yR
impact (or lack of) of government inteention; action planning, dedicated expenditure and
community planning.At this point we raise questions which emerge from a contrasting set of issues,

the real lived problems emerging from our discussions; unemployment, population drift, reduction in

farm income, and the attendant social problems; social exclusion, isolation, all the way-haself

and suicide, emerging from an area experiencing stagnation and decline.
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If this report manages to capture one thing thoughmight be a voicing of somking that was
apparent in much of the discussiondamand for improvement and a sense of disconnecfiom

official narratives and therelatingof real lived experience

Thesense oflisconnection between the policy shapers and policy makers on the one hand and those

arts practitioners and participants, particularly those involved in Community Arts practice, on the

other was sometimes sharply expressed. Those who confront the issisasgadrom the difficulties

emerging from rural lifeinthearB F 1 Sy TSt G KS A NIbahg her§or eedpbnSell LIS NA S

to.
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know how good our work isWe are working with young peopteone young fellow thinking
about suicide now going to do his certificate to be able to teach nqusie have brilliant
outreach programmes we have great teaching programmesf only someone from DARD
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Concerns were raised regarding funding, from the allocation of avaitebteircedor rural areas to
the perception d low levek of funding for the Arts generally and Community Arts in particular, and

beyond that theperceived weaknesseax short term funding for projects.



Questions were also raised regarding access to purpagdefacilities, rural transport serviceshe

need for training programmes for artists, and tiperceivedlack of support for community arts
projects bya range oftatutory bodies.
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Arishg from the recognition of these perceptignhe partners involved in delivering the Exploring
Change projag Community Arts Partnership and the Rural Community Network, offer through
expertise and experience& range of recommendations that hottle potential to bridge the gap

between the vaious agents of these narratives and explore change for enhanced: fogiefit.



CHAPTER ONE

RURAL NORTHERN IRELAND
— COMPETING NARRATIVES



O VA NSRd Rural Northern Ireland; Competing Narratives

Rural Northern Ireland has been the focus of a substantial amount of newspaper and television
coveragec¢ from magazinestyle shows promoting the latest popular TV programmes to serious
economic and business programmes wisdggest that rural Northern Ir@hd may be doing wedind

that economic growth i$urgeoning This is more about higlkevel economic activity that the general
KSFfGK 2F GKS NN} £ SO2yz2yvyeée FStd +a w2y GKS 3INR

Mostly these programmes offer similar fare, the highlightirighe picturesque scenery accompanied

by enthusiastic encouragement to visit Northern Ireland, the interviews with local people who, either
as hoteliers, tour operators, prop makers, craftspeople, trainers of animals or as actors and extras,
have storiego tell about how much life has improved, offering opportunities, in particular creative
opportunities, they never thought possible and happily suggesting that the arrival of Game of Thrones
in Northern Ireland has turned, what was once a desperately wea#l economy into an economic
powerhouse. This fits neatly with the expert analysis provided by the more serious economic
commentators and backed up by representatives from Tourism NI, local government officials and

elected members of the NI AssembBly.

If, as some would suggeshéd rural economyhas benefited to the tune of £110 million ihe space

of a couple of yearshe cexpertg predictthat there is much more to come.

If this was the only appraisal on offer, then one might ask why the needrisearch project looking

into the rural situation as witnessed by arts, and in particular community arts, organisations, groups,

1 http://www.newsletter.co.uk/news/hitseriesgameof-thronesgenerates8-6 m-in-publicity-for-northern-ireland-1-6456816

2 http://www.theguardian.com/tvandradio/2014/apr/04/gameof-thronesnorthern-ireland-economytourism



http://www.newsletter.co.uk/news/hit-series-game-of-thrones-generates-8-6m-in-publicity-for-northern-ireland-1-6456816
http://www.theguardian.com/tv-and-radio/2014/apr/04/game-of-thrones-northern-ireland-economy-tourism

artists and practitioners, which ultimate aim is to provide information which will be used to advocate

for change in rural comunities.

S0 G0KS FTANROG Fyydzadt Y2YyAG2NAYy3 NBLR2NIO 2y (GKS bl
twice with little to offer in the way of evidence of a powerhouse economy as opposed to nine mentions

of Corporation Tax (which at that pointas not available to be varied).

This study is necessary, perhaps even vital, because there is another story, a less heralded story, a
story that is less likely to find its way onto American magazine style television shows and much harder

to find generdly even with all the capacities of modern search engines; a story of decline.

Of declining income, whether it is Farm Business Income, Cash Receipts or Net Farm Income, often
resembling a rollercoaster ride at the best of times, but in recent yearseewesuggests a fall in

each of these essential income avendes.

Of a decline in employment prospects and jobs, with unemployment rates, at times, similar to those
in deprived urban areas, a declining population with drift, especially of young peoplards
opportunities elsewhere, of a decline in accessible services with centralisation particularly of

healthcare provision.

Of declining mental health with increasing rates of suicide anehseth®and reports which claim that

in the Dungannon and Souffiyrone, Enniskillen and Omagh areas alone, 20 per cent of people

3 http://www.northernireland.gov.uk/nieconomiestrategyfirst-annuatmonitoring-report-201 3. pdf
4 http://www.northernireland.gov.uk/newsdard-290115northern-ireland-agricultural
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http://www.northernireland.gov.uk/ni-economic-strategy-first-annual-monitoring-report-2013.pdf
http://www.northernireland.gov.uk/news-dard-290115-northern-ireland-agricultural

experience mental health difficulties with little in the way of supporting service provision and a culture
of denial, perhaps even of silence, which makes information gathering difficQltrrent suicide
prevention policies in the Republic of Ireland, England and Scotland incorporate specific recognition
of and provision for tackling suicide and the impact of suicide according to geographic rurality.
| 26 SAGSNE b 2 NSuKiGeNRievetlomNSratdgyaRdNEtion Plan 200611[23] is somewhat

limited in this dimensio®’é
And where there aractualincreaseshey only point to yet furtheevidence of decline.

Increases in rural deprivation, with proximity to key services, healthcare, dentistry, optical,

pharmaceutical, and other general services harder to access than urban counterparts.

Increases in poverty with declining income and opportunity and fuel pgwehich the latest reports

suggest exists in almost 40 per cent of households in rural Northern Iréland.

These are the complex and competing narratives in which Exploring Change, theripartof the

Rural Community Network (RCN) and Community Arts Partnership (CAP), the former an investigator,
reporter and advocate for the rural community generally and crucially for those who experience social
difficulty and deprivation, and the lattegn organisation whichdvocates fothe rights of all citizens

to accesshe arts and lobbies faadditional resourcing and regard for tleesative agencyparticularly

for those experiencing deprivation, poverty and social exclusion, come together tstigate. The
\SUY LR

,

P

= 'L-/,’;j" - S NG s 3
Community Arts Partnership's Landmarks project in Gortin, Omagh

6 http://www.belfasttelegraph.co.uk/news/northerrreland/mother-who-lost-teen-daughterto-suicideextendsher-mentathealth-
campaigrto-rural-areasof-northern-ireland-31083327.html

7 http://www.research.hscni.net/sites/defaulfiles/EXECUTIVE%20SUMMAR YeoDHSSPS. Protect life: a shared vision. The Northern
Ireland Suicide Prevention Strategy and Action Plan -2004.. Belfast: Department of Health, Social Services and Public Safety 200

8 http://www.niassembly.gov.uk/assembiusiness/committees/socialevelopment/reports/reporton-fuel-poverty/
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aim of this investigation is to gather information to facilitate the examination and assessment of the

CHAPTER TWO

INTRODUCTION AND
METHODOLOGY



Oz VAVRAISRd Introduction and Methodology

At a Rural Community Forum held in Enniskillen in early December 2014 it was noted by one of the
participants, that despite almost everyone in the room working in the Arts whether in statutory
agencies, as artists, as arts workshop facilitators, as direaib small rural arts organisations or
community groups which used the arts for community development, it was the first time many of the

participants had met®

One of the Rural Community Forswas held in the Fermanagh House, Enniskiller

Certainly it was suggested that there was little conscious networking amongst the particgahts
that there had been little discussion about the work being carried out by the practitioners,
assessments of that work and thoughts about how they might improve on the projects they were

presently involved in delivering.

It was also noted in ameetilgy’ h Yl 3IKQ& {GNUzZ S ! NIa / SyfinkB> (KI

Q)¢
[N

2dziFAGE €A1S /1t FrOAfAGFEOAY3 | LINROSaax Yz
networking or any other purposé. KA f & i & O2 Y Majzpebftered (iNdne @hanés, not via

websites) the charges are still prohibitive for many.

The Exploring Change project was established firstly as a process by which informatiorbevould
gathered on a hitherto underesearched area, that of community arts pigien and practice in rural

Northern Ireland.

Through review and desk researchhad been established that very little if any research had been
carried out in the field of community arts practice in rural aréa=lly An online search between

2005 and2015 may elicit some investigations but none examining this #rees alsdelt that where

9 Fermanagh House Enniskilleibecember 3 2014
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discussion had taken place it was found that the values placed on community arts were either

incorrect, incomplete, wholly false or that Community Arts practies wot widely understood.

DA@SY GKFG /2YYdzyAde ! NIA tIFNOYSNAKALIQAE LINBRSOS3
the Community Arts Forum were conducting research with regards Community Arts practice and
provision in urban settings, it seeméxhical that the same research was required to be conducted in

rural areas.

The Exploring Change project set out a number of aims and objectives

1 To use Participatory Action Research to facilitate the widest possible interaction between
those carrying out the research and those participating in providing information and
expertise!?

1 To demonstrate through the research findings that Community Arts practice has a wide range
of applications; peacéuilding, conflict transformation, social,cenomic and health
regeneration as well as educational benefits, and

1 That through Community Arts practices the information would be used to create the potential
to facilitate change in rural communities

1 It was suggested that a long term aim was to agioaal policy change.

Contrary to thenegative ambitions that a few academics working in the area of applied arts
throughout these islands have attached to the term (and indeed pract@@)ymunity Artscontinue

to be recognised and thrive in Northern lead, in both rural and urban settings. Whilst some may

hold that due to the soci@conomic concentration of need with our metropolitan areas, there may

be less focus on the needs of rural communities, how such an assessment of need, beyond post codes
andweighted demographics actually maps across Northern Ireland and the boundaries of what is and

is not rural, is still less sure than those assertions. There are others who believe that the use of the

term community in an arts context to be problematic irtan Ol & S'Y GXUKS LJ dzNJ £ F:

rather than provide a critical energy that supports equality and recognition of diversity as most plurals

10 http://www.qualitative-research.net/index.php/fqs/article/view/1801/3334
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The methodological orientation used was Participatory Action Research (PAR) which differs markedly
from more standard research methodsthmat, rather than the research process, and the researcher,
being independent of the subject, PAR brings researcher and research subject together, facilitating a
collaborative process where the collation of the popular knowledge located within communities
community groups and individuals engaged in the prosecution of the activities being investigated, is

married with objective research rigours.

¢tKA&a FOO0OSaaAy3da 2F a2y GKS 3INRdzyRé (yz26f SRIS Sy
resource, allowig for a thorough investigation of local issues for the purpose of social transformation

and the achievement of social justice.

Participatory Action Resear€RARRS a methodology commits the researcher to the development of

a particularpraxis the pracice by which researcher and research participant reflexively probe a

particular issue together in order to find possible solutidis.

Our aim is not simply to understand the opportunities (or lack of) or indeed the difficulties, constraints
or challengeswithin particular research groupings, but as with RAR offer a platform to explore
change and to promote empowerment. The adoption of these theoretical resources offers more
structural and transformative qualities, blending the praxis of ethnographgoiry, with action
research and participative inquiry, to build narrative and qualitative understanding through active
engagement. Exploring change suggest exactly ghitspresupposes that change is more than a
theoretical matrix but a desirable, trarsimative, relational space, where the agency of the arts

cannot only lead, but inform, support and amplify, both individually and collectively.

This including approach through textual analysis aligned to a praxis of interrogating both context and
agencyallows the PAR rapporteur the opportunity to define and in so doing, offer the means of how

one might defy, the constraints around community art making in rural Northern Ireland.

) dzik2NI DESYyy tFAdGSNE2YS GKS W 2 2NRQ LINB i SFguhdatibh Atyorks Spetia2 S Y6 SNI H
LYAGALIGAGSOS ¢dzO1 YR hQ52yyStt
12Handbook of Action ReseartiondonSageFals2 NR I £ h ¢ -shuthoonvergencdiui3@aSisyI@ NI Ky | & & Sclign REsgarch2 ¥ t | wQX
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It also allows us to turn engagement contexts into research contexts: thétparticipantturned
researcher examining the context anew through the perspective of a critical enquirer, affording
ANBFGSNI NBFRAY3 FYyR KSFENAY3I 2F adGl {SK2f RSNRa NB3

PAR interfaces well with a community development approach, whichentred on facilitating

empowerment, giving voice and ensuring autonomy.

In the case of the Exploring Change project data was gathered in close collaboration with a range of
stakeholders, over a range of artistic practices, giving thresearch participants a voice, and in
particular through the organisation of rural community forums and face to face interviews, an input

into the questions and issues that the research should investigate and report back on.

These active research metholdgies included stakeholders from rural and rural arts organisations,
artists, participants, funders, and others from a range of community development backgrounds
(network members, community development officers, members of grasss community based

organisations and other interested individuatee Appendix )4

The data gathering methods (questionnaires, forums and visits to community orjanssand
groups) were based athe need to reach as many stakeholders as possible within the given research
timeframe; the need to tailor data collection methods to a wide range of stakeholders, including
disabled participants and young people; the need to fit data collection around existing project
meetings and community group timetablesnd to provide illusttive convenience sampling process

data.

It is worth pointing out that collaborative research of this kind which involves rural communities taking
part in community arts processes is rare, and there is very little existing research material from
Northernlireland to draw upon. The Exploring Change project was heading into hitherto unexplored

territory.

In order to involve as many viewpoints, opinions and expertise from different aspects of the processes,
jdzSadA2yylANBE RIF G |y frdnéhashoigankatiéns, paBiGpantsWidhatidtsy” 3 dzf |
and is added to with desk research, supporting evidence from project coordinators, and information

drawn from existing RCN and CAP resources.
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The three rural community arts forums were held in Omagh, Enniskillen and Newry to further inform

the research.

Each of the three questionnaires, with the addition of the forums, was intended to glean slightly

different information, degnding on the targerespondent and convenience sampling process data.

The research methods used in this study, including both quantitative and qualitative approaches, and

are set out in the list below and each element of these is then developed in gicheitst.

A
A

™

literature review and desk research;

develop research methodologies

Recruitment of groups to participate in the researconsult with relevant stakeholders;
Liaise with groups, individuals, organisations, institutions, practitioners andcegen
development of indicators and questionnaires (in three groups);

Collection of dataconvenience sampling and datasets

Quantitative (Questionnaire) Data collection: project visits and observation with each CAP
rural community group; Distribution of gg&onnairesg primarily via email and at forums;
interview-questionnaires for participants;

Qualitative (focus group) data collection:  with community groups/local interest
groups/government agencies and artists

wS3adz F NJ YSSGAYy3Ia sk pélicy /andtinfbimatiOnKokfiGe, theS gtage@ dzii A
researcher and RCN policy and public affairs officer to plan and agree the approach to
developing the research and to inform the committee of research outcomes as they evolve
Analysis of data

Production of reort

A literature review was carried out which examined two broad themes:

the wider policy background relating to rural policy; and

literature review of community arts, and how it can be applied in rural settings

16



The wider policy background considers the policies, strategies and programmes of Government and
other agencies that may be relevant to the rural communities that community arts programmes may

contribute to.
This wider policy background is containecapter 3 of thisreport.

The review of the literature on community arts in Northern Ireland includes an examination of how
community arts is valued, its links to community development (in particular rural development) and

its relationship to social change.

This is contained iohapter4 of this report.

Recruitment of groups to participate in the research

In order to involve as many viewpoints, opinions and expertise from different aspects of the processes,
evidence (iNnGKS F2NX 2F |jdzSadA2yylrANBa FyYyR AYydSNIASH
organisations, participants and artists, as well as desk research, the addition of supporting evidence

from CAP project coordinators, and drawing on existing RCN and CAP resources

Rural Community Forum in Omagh

The organisations/groups questionnaire allowed for information to be gathered on structures
governing rural community arts, the impact of both volunteer led organisations and statutory

organisations, and the geographic reach and range of activities.

17



The artist questionnaire was useful in obtaining information regarding facilitation processes,
perceived problems and benefits of using community arts, and prior knowledge needed of rural

settings in order to develop community arts work in rural areas.

Theparticipant questionnaire offered a more personal reflection and an idea of direct experience of
LI NOAOALI GA2yd t I NIAOALI yGa O2dA R O02YYSyid 2y
personal aims were in taking part, how community arts participatimkes them feel, what prevents

or facilitates their participation, and how their experience of the rural impacts on their participation.

It is about perception, attitudes and personal experience.

However, it is the overall piecing together of these atigint points of view which helps to build a

comprehensive picture of current rural community apt®vision in Northern Ireland.

Questionnaires were sent out through CARJ CAP affiliated grougdo all organisations, artists and
participants involved ircurrent rural community arts projectsthrough RCN; to all members who

had been involved in community arts projects, or expressed an interest in being involved in one, to
personal contacts, through word of mouth, to arts officers based in councilsghmu the province

and finally questionnaires were made available to all attendees at the three rural community arts

forums.In all, over 750 questionnaires were distributed.

All current CAP community arts projects were visited in order to collectttatace participant

feedback, and to facilitate the filling in of participant questionnaires.

RCN provided a list of groups from their membership who had either previously been involved in arts
projects,or who had expressed an interest in doing so. These were initially canvassed to determine
whether they would be willing to answer a questionnaire, and subsequently those who responded
positively were sent an email version of the questionnaire. These mare proportion of

organisations surveyed.

CAP projects from the cycle 2018 based in rural areas were also canvassed for organisation, artist
and participant questionnaire responses. In addition, artists on the CAPtabase (CAP artists database)

were alsocontacted for their responses.

Participant responses were elicited from CAP community arts projects. Questionnaires were

completed faceo-face by the researcher, who visited the CAP projects the particigspondents

18
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were taking part in. This enablexhy queries to be answered immediately, the key premise of the

project to be explained, and ensured that any access difficulties could be avoided.

Distribution of questionnaires was facilitated primarily via email and at forums, with additional
responsesoming from organisations and artists who had heard by wirchouth of the project, and

wanted to contribute to the research.

Participants completed their questionnaires via fdodace interviews.

The key research indicatofer the questionnaire comprised four main areas, which were tailored
slightly differently depending on the target respondent (either organisation, artist or participant).

These were based on the main aims of the research project to:

- Map existing communitgrts practice in rural areas
- Employ process based action research methods during this process

- Indicate the potential for future impact of such research

Consideration was given to questions such as: What are the processes of community arts in rural
areas? ldw can we best evaluate them? How do people approach community arts in rural areas
presently? Where are the gaps? How might future work be developed? These provided the basis for
both questionnaire and forum indicators (additional forum indicators arellggted in a subsequent

section).

Indicators were decided collaboratively between CAP, RCN and the researcher, and consisted of: basic
demographic information, in order to determine the reach and context of the community arts
projects; the type and levelf experience of community arts projects, including their perceived impact

in rural areas (and alternatively, in the case of artists, the type and level of experience of working in
rural areas); background information on rural issues; and how future gsogwuld be tailored to

the needs of rural communities. On the questionnaire, space was also given to encouraging additional
comments, deemed to be particularly important in order to include viewpoints and issues which had

not been foreseen by the resedrer and questionnaire design team.

After determining key research indicators, attention was turned to developing a questionnaire for
each of the three respondent groups which was easily accessible, logical, and enabled he respondents

to contribute valid ad meaningful inputs to the research.

19



After determining key research indicators, attention was turned to developing a questionnaire for
each of the three respondent groups which was easily accessible, logical, and enabled the respondents
to contribute valid, reliable and meaningful inputs ttetresearch.

Indicators were turned into questions which fell into broadly speaking the same four groups: basic
demographic information; type and level of experience of community arts (or in the case of artists,
experience of using community arts in rueaeas); background information on rural issues; and how
future community arts projects should be tailored to the needs of rural areas.

Among the types of information to be collected were: 1) facts about the rural areas surveyed, the
types of activitiegxperienced, and demographic information regarding organisations and participants
of rural community arts projects; 2) level of experience and knowledge regarding community arts
activities; 3) expectations of what community arts activities can achievedppdrceptions of what

needs to be changed for future activities to be effective.

Care was taken in the wording of the questionnaire, the format (ordering of questions), and particular
emphasis placed on tailoring questionnaires to the needs of partitdpwith learning disabilities

(written in easier to understand language) and to young peéple.

Visits to community groups in order to carry out fadoeface interviews to facilitate filling in the
guestionnaires helped to minimise misunderstandings amdhiximise the validity and reliability of

information.

Participants were visited during their dedicated project time, which had the added benefit of being
able to speak with artists, organisers and participants often as a whole group, thus gaining\éevove

and overall impression of each project. Some of the issues raised and comments made during these
visits provided additional questions and material for the forums, and are included within the

gualitative analysis chapter.

Aside from general backgroumformation (contact details, mission statement of organisations, etc),
and the space to write in additional comments at the end of the questionnaire, all questions were

multiple-choice.

In order to provide a baseline of information regarding groupsis@rtand participants using

community arts in rural areas, mainly closed questions were used within the questionnaires. This had

13 November 2008\ ational Centre for Research MethoN<CRM/012
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provide answers whichra easy to code.

Given that there were also four different types of questionnaire (one each for artists and
organisations, and two for participants an easyread version and a standard version), closed

guestions allowed for easier comgsons across thdata collected and convenience sampling.

Any disadvantages arising from bias, or lack of space to provide alternative responses were countered
by the time and space given over to discussing questions and further issues arising in some depth
during the rurd community arts forumsLikert scalingvas used for determining attitudes towards
benefits and difficulties in employing community ar@me questions on the artists questionnaire
asked respondents to rate their responses frord from a number of possié answers. These were

the most problematic in the responses they elicited, as many did not follow the instructions given in

order to give the required information.

An introductory paragraph was included to introduce the respondents to the project aridieXgy
terms (such as the definition of community arts, and the definition of rural used for the purposes of
the questionnaire indicators). Many of the questionnaires were emailed out, and therefore required
a more in depth level of introduction. Much tiis could be abbreviated in fage-face interview

guestionnaires, as it could be explained informally, and to a number of respondents at once.

The participant questionnaires were pretested in fdodace interviews with a group of participants
with learning disabilities, which enabled the design and wording of the questionnaire to be
AAIYAFAOLIYyGEe Y2ZRAFTASR YR AAYLIAFTASR G2 &adzmaSld

Many of these changes were also included in questionnaires for young people, and to other groups in
gereral, making the flow and wording of the questionnaires less complicated, as well as shorter, and

therefore easier to fill in.

The questionnaires were given content validity through submitting them to a research steering group
from CAP and RCN. Reliapilit consistency of results was increased by using the same interviewer
for all participant responses which were carried out faodace, and by asking those who had taken
part in the forums (where similar questions were raised in greater depth) to uillastist and
organisation questionnaires on the day. The interviewer was available at all forums to answer any

guestions that needed clarifying in relation to the questionnaires.

All answer options for each of the questionnaires were then assigned aicoakeler to facilitate

recording and analysis of the data. These were numerical for clggestion responses, and colour
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coded for operended question responses. Forms were returned from: 32 organisations; 17 artists;

50 participants.

The Forums

The RuraCommunity Forum in Omagh took place in the Strule Arts Cent
The series of three forums held in Omagh, Enniskillen and Newry in November and December 2014

provided time and space to investigate a series of open ended questions in some dégthOiK O 2 dzf Ry Q

be achieved through the predominantly quantitative data collection of the questionnaires.

Forums also allowed for networking to take place between community groups, artists and participants
operating in disparate rural locations within theopince. Data was amassdbm the forums in
written and photographic form, and audio recorded in case of the need to corroborate information.
Forums provided the qualitative data contained in SegmentPdrticipants for the forums were
recruited via exigng contacts (eg those who had been canvassed to contribute to the questionnaires),
arts officers from the councils, who had also been asked to pass on the information to their contacts;
third party enewsletters (such as ACNI and Volunteer Now), anthefle who had expressed an
interest in the process of developing a contact base. An open call for participation was put out through
the Community Arts Partnership weeklynewsletter (CAWthe community arts week)y through

w/ bRu@l Briefvia email ad phone invitations, and through womf-mouth.

Attendees included community groups, local interest groups, government agencies, funding bodies,

artists and participants in varying constellations.

A general introduction to the research was given, which clarified key concepts such as community arts

as understood within the remit of the research, provided a rationale, and summarised what the
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research had achieved to date. Key questions were posedttasaprovocations in small groups, and

as a whole group during the course of the forums.

Whole group questions included:

2 KFG A& YS lgAniexpiomtiotdf dthkitlisfurdétstood as rural beyond the DARD definition

of a small town or villageith a population of under 4,500;

1 How can/does community arts support and benefit community development in your rural

area and How do you know?;

1 Why might groups not employ creative or community arts practice?;

1 How can the arts be used to involvertido reach groups?

1 How can/do rural groups support community relationafid

9 Ideas for sustainable practicewhat do we want, and how do we get it?
Small group open round table discussions enabled more focussed discussions around a) the challenges
faced by groups with paid workers; b) those run by volunteers; c) how existing skills in rural areas may
be developed; d) issues around crdmsrder rural ommunity arts and e) the relationship between
arts centres and grass roots organisations, which juxtaposed commercial pressures with community
needs.

Ample time was gin to feedback and networking.

The number of people who attended the forums (witlethumber of CAP/RCN delegates in brackets):

Omagh:38 (5) Enniskillen:25 (3) Newry: 8 (3)

Each table of participants was responsible for recording their own written responses to the questions.

These were collected, collated and answers colmaded thematically before scrutinising them for
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trends emerging across each forum individually, andoserthe rural community arts forums

collectively.
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To maintain a coherent overview of the project, regular meetings were held between the CAP director,
information and policy manager and RCN contacts and contact by email and phone was also carried

out on an informal but regular basis.

The CAP Chief Exeimat, Information and Policy manager and RCN Policy and Public Affairs Officer as

well as the CAP researcher formed the steering group for the research project.

The researcher attended a number of conferences to present findings and for further research

purposes. A number of interim and progress reports were generated by the researcher.

All data collected was allocated a codeither numerically for quantitative data, or colcapded
according to trends emerging in the case of the re@hmunity arts forumsg, in order to reduce the

information appropriately.

The data was then recorded pictorially in the form of diagrams and charts for quantitative data, and

in narrative form for qualitative data.

25



CHAPTER THREE

RURAL POLICY AND THE CONTEXT
IN WHICH THE EXPLORING
CHANGE RESEARCH HAS BEEN
CONDUCTED




O IS Rural policy and the context in which the Exploring

Change research has been conducted

The followingchaptersspeak to the wider context of rural and community arts policy and some of the

academic literature surrounding them.

As there are very few poljcdocuments or wider research which address both the rural context and
community arts within Northern Ireland, these will be considered separately: rural policy in this

segment, and arts and community arts in the segment which follows.

Where links have lBn made through existing literature, or where the two naturally intersect, these

will be alluded to when appropriate.

Segment 6 will also give contextual information regarding major political changes currently occurring

in Northern Ireland which will affeé the future genesis of both rural communities and the arts.

Clearly, the separation of culture, the arts and the rural is a false one, but the fact remains that in
terms of arts policy and wider government policy, they have tended historically to hessretbeated

separately.

Indeed, rural communities have in many ways remained marginalised and voiceless as the networks,
resources, communications and needs of disparate communities have been subsumed under and/or

assumed to be the same as those of urlaaeas.

Recognition that rural areas have different ways of operating and different needs to urban areas is a

more recent development within the region.

Following is an overview of some of the main strategies, frameworks and policies affecting rural areas

These include:

Programme for Government 202011+
Rural White Papét
Regional Development Strategy 2035: Building a better Future (DRDNI, Belfast 2010)

Regeneration, poverty and multiple deprivatiéh

=A =/ =4 =4 =

Social Investment Fufd

14 http://www.northernireland.gov.uk/pfgfinal. pdf

15 http://www.ruralnetworkni.org.uk/download/files/pub RWP%20Action%20Plan%20July%202012.pdf
16 https://www.drdni.gov.uk/publications/regionatievelopmentstrategy2035

17 http://www.niassembly.gov.uk/globalassets/Documents/RalSe/Publications/2012/social _dev/14512.pdf
18 https://www.ofmdfmni.gov.uk/articles/sociainvestmentfund
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http://www.northernireland.gov.uk/pfgfinal.pdf
http://www.ruralnetworkni.org.uk/download/files/pub_RWP%20Action%20Plan%20July%202012.pdf
https://www.drdni.gov.uk/publications/regional-development-strategy-2035
http://www.niassembly.gov.uk/globalassets/Documents/RaISe/Publications/2012/social_dev/14512.pdf
https://www.ofmdfmni.gov.uk/articles/social-investment-fund

Cohesion, Sharing and Integjon Strategy®

Contested Spaces Programihe

Programme for Government 202015

Review of Public Administration and the new Su@euncil structuré
EU Rural Development Programfiie

Tackling Rural Poverty and Social Isolation Frameivork

Rural Proofing®

Arts Council Strated$

TBUE

=A =4 =4 =4 4 4 4 - I

Rural Action Plan

Emerging from the DARD Rural Strategy 200%3 (DARD 2007) and the Programme for Government
20072011 (OFMDFM 2007), the Rural White Paper Action Plan was the first integrated action plan
document to involve all departments of the executive in providinffaanework to address the

challenges facing rural communities in Northern Ireland.

Tf2y3a gA0GK WO2YYAGYSyida (2 NYzNT f LINE2FAY3 | yR
A &2t i praige@ the first joineelp approach to improving the lives of people living in rural

areas.

1

Ministers Caral Ni Chuilin (left) and Michelle O'Neill (right)

19 http://www.niassembly.gov.uk/globalassets/documents/raise/publications/2009/ofmdfm/7109. pdf

20 http://www.atlanticphilanthropies.org/news/robinsomnd-mcguinnesdaunchinterface-programmepartnershipatlantic-
philanthropies

21 hitp://www.northernireland.gov.uk/pfg2011-2015final-report.pdf

22 hitp://www.northernireland.gov.uk/index/workof-the-executive/reviewof-publicadministrationshort-version.htm
23 http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf

24 https://www .dardni.gov.uk/articles/tacklingural-poverty-sociatisolationrnew-framework

25 http://www.agendani.com/ruratproofing/

26 http://www.artscouncikni.org/images/uploads/publicatiorndocuments/ambitionsfor-the-arts-5-year-strategy. pdf
27 hitps://www.ofmdfmni.gov.uk/articles/togetherbuildingunited-community

28 http://www.ruralnetworkni.org.uk/download/files/pub RWP%20Action%20Plan%20July®dZ0@dfp4
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http://www.niassembly.gov.uk/globalassets/documents/raise/publications/2009/ofmdfm/7109.pdf
http://www.atlanticphilanthropies.org/news/robinson-and-mcguinness-launch-interface-programme-partnership-atlantic-philanthropies
http://www.atlanticphilanthropies.org/news/robinson-and-mcguinness-launch-interface-programme-partnership-atlantic-philanthropies
http://www.northernireland.gov.uk/pfg-2011-2015-final-report.pdf
http://www.northernireland.gov.uk/index/work-of-the-executive/review-of-public-administration-short-version.htm
http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf
https://www.dardni.gov.uk/articles/tackling-rural-poverty-social-isolation-new-framework
http://www.agendani.com/rural-proofing/
http://www.artscouncil-ni.org/images/uploads/publications-documents/ambitions-for-the-arts-5-year-strategy.pdf
https://www.ofmdfmni.gov.uk/articles/together-building-united-community
http://www.ruralnetworkni.org.uk/download/files/pub_RWP%20Action%20Plan%20July%202012.pdf

As well as supporting the economic growth of rural areas, the Rural White Paper Action Plan also
recognised both the need for tackling rural poverty andisdci A a2f I GA2y | yR GKS ONJ

Xl ftAGAYy3a O2dzy iNBAARS gAGK A0GNRYy3IsZ GAONIYyd N
together within the Executive to improve the quality of life for rural dwellers, to increase the

public benefits of the rural envdnment and to support sustainable rural developméht.

The Action Plan highlighted the infrastructural challenges which were faced by rural areas, stating that
WGKS LINREDAAARZY 2F 3J22R 02YYdzyAOl A2y Ay Hithd & G NHzO
of our rural areas and are important in providing much needed access to those in communities who

FNBE Aaz2tFiSR®IYR @dzf ySNI 6f SoQ

This is supported by the evidence collected from community groups and participants in the Exploring
Change research (S8&egments 8, 9 and 10) and is seen as a necessary step for any kindtefriong

community development (including arts based community development) to take place.

Without the necessary infrastructure, any undertaking with and within rural communitiebavié a

limited and purely localised effect.

If it is the remit of regional and local government to provide infrastructure and connectivity to rural
communities, then it is the domain of community development initiatives (including community arts

initiatives) to develop capacity within rural communities themselves.

hyté Ay GKAa gl & gAff GKS @Aarzy 2F GKS wdzNI t 2 ¢
rural communities, resilient and receptive to global trends through strong -Hlinkageswith urban

FNBlF&a YR YINJSG G26yaQ FyR LXFOS&a gKAOK WYl Ay
historic and cultural uniqueness and places with a strong community infrastructure which can avail of

economic, social and cultural opportuniti®s

The restructuring of local government in light of the Review of Public Administration (RPA), which
came into force in April 2015, along with its duty to include communities within Community Planning

processes, has been cautiously welcomed as a pestep towards this goal.

Policy Priorities for the Action Plan were developed in relation to five key themes: 1) Urban/Rural

Linkages; 2) Access to Services; 3) Rural Communities; 4) Rural Economies and 5) The Countryside.

2%http://www.ruralnetworkni.org.uk/download/files/pub RWP%20Action%20Plan%20July%202012(20fL2: 2, foreword by Rt. Hon.
Peter D Robinson MLA, First Minister and Martin McGuinness MP MLA, deputy First Minister)

ibid
31 |bid p10
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Community Arts have the poteial to impact in particular but not exclusively upon two of these: rural

communities and the countryside.

Policy priorities within Rural Communitiesclude the followin@ (included are crosseferences to

relevant sections within Segment 7 on communitisa

1 To promote tolerance, health, wdlking and inclusion for rural dwelleksee Segment 7, arts
and health; arts and community relations; arts and inclusion)

1 Seeking to minimise, where it exists, disadvantage, poverty, social exclusion and ipequalit
amongst those living in rural areas and in particularly amongst vulnerable grdsps
Segment 7, arts and social change; arts and health)

1 To preserve the cultural and social unigueness of rural community life linked to its smaller
population settlement(see Segment 7, arts and culture)

1 To promote the development of effective and inclusive rural governance structures and
sufficient community capacity to engage in these structu(ese Segment 7, arts and social
change- especially communitgevelopment)

1 To enhance and refine the Rural Development Programme to ensure the maximum benefit
from future Programmes for rural communitiesee Segment 7, arts and social change

especially community development)
Policy priorities regarding the Cougpsiide (with crosseferences to Segment 7) are as follows:

1 To safeguard the beauty and fabric of our rural areas and increase opportunities for all to enjoy

the benefits of the countrysidésee Segment 7, arts and culture; arts and heritage)

The Rural White Paper Action Plan and the Regional Development Strategy (RDS) also acknowledge
the great differences between rural areas in terms of disadvantage and isolation, and that the

perceptionof isolation and lack of access can be as importantraatlas actual distance.

We live in a relatively small geographical island and rely heavily on linkages to our cities and
urban centres but we must also strive to keep our rural areas sustainable and ensure that those
people who live there either througthoice or birth rightfully have access to services on an

equitable basis and are offered opportunities in terms of accessing education, jobs, healthcare

and leisuré&

32 bid p11
33 |bid p1213
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The Action Plan also recommends increased North South collaboration in approached issues,
due to similarities in the social fabric of rural areas, which should result in increased learning and

sharing of approaché$

However, despite the positive rhetoric of the White Paper Action Plan, and the focus on collaborative
working across gernment departments, no additional funding will be made available to facilitate
change within rural areas. Instead, priorities will need to be met out of current departmental
budgets®.

Any community arts programme which supports social change withihaueas will need to therefore
rationalise its work within existing outcome priorities of relevant departments in order to access

departmental funding.

This makes it even more prescient for relationships between the arts and community development
and comnunity planning agencies to be developed, as it is only through collaborative working through
existing budgetary mechanisms that change will be facilitated, unless an argument is made for funding

allocations to be increased.

A list of government departmentsnd their responsibilities under the Rural White Paper Action Plan
(particularly in relation to addressing poverty, disadvantage, social exclusion and inequality in rural

areas) is included in the Appendices

According to the action plan, its implementati necessitates a croslepartmental approach, with a

lead department being nominated for each actiéin

In this regard, it falls explicitly to the DCAL family including the Arts Council of Northern Ireland, along
with agencies like NI Screen, Librariesuhd other initiatives to progress the RWP. The three years of
reporting, suggests only minimal engagement across departmental ,ame@® frequently agencies
within the DCAL family pointing to individual programmes, where other agencies like PHA or indeed
foundations like Baring$oundation (although not expressly mentionedlggest any initiative

beyond departmental boundaries.

34 |bid p13
% |bid p14
% |bid p14
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Regional Development Strategy 2035: Building a better Future

The'Regional Development Strategy 2035: Building a better EU{RDNI, Belfast. 2010) offers a
framework for the longerm integrated development of the regions in Northern Ireland. Its purpose
is to deliver the spatial aspects of the Programme for Government, that is, to ensure that regional

growth is purposeful antieneficial to all areas of the regi®n

Fiveof the eight aims of the revised Ri8e highly relevant taural areas, and some are directly and
indirectly relewant to the arts. They include:

9 To support strong, sustainable growth for the benefit of aitpof Northern Ireland

9 To spport our towns, villages and rural communities to maximise their potential

1 To pomote development which improves the health and awelhg of communities

z A

Over and above the aims of the RDS, the entire approach to the spatial framkworkd SG G2 06S Wi
OSYiNBRQY

The guiding principle of the Spatial Framework is to put the person at the centre. To do

this there needs to be an understanding of how défferplaces are influenced by the

range of services and functions required by individuals, where they are located, how

frequently they are used and by whom. This helps give a clearer understanding of the

relationship between people and plagean appreciaion of where people live, work and

access services.

37 https://www.drdni.gov.uk/publications/regionatievelopmentstrateqy2035- p3
38 bid p11
3 bid p19
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One of the characteristics of rural areas is the diversity of their needs, and the huge

variation in access to services and isolation. The RDS states thagtleei A 2y 2F (GKS RS3
of rurality ¢ accessible and remoteOF y G KSNBTFT2NB 065 FifalsbYLI2 NI | y i
states that compared with other areas within the EU, that there are few areas in Northern

Ireland that could be considered truly reméte

HowevdNE (2 a2YS2yS ¢gA0K2dzi YSIyas ¢gK2 R2SayQid Kt
(including broadband and mobile phone reception) and opportunities, whether they are eight miles
Fgl @& FNRY | WwWOf dza i SNRZ FATFaSS yhakesiittleSlifferenagl @ FTNRBY |

According to the RDS, most people live within fifteen miles of a hub and eight miles away from a
clustef’> gKSNBoe& G(GKS (SN WKdzoQ NBYlFAYyad dzyRSTFAYSRZ

Belfast and Derry/Londonderryitl significant levels of service provision.

Diagram No. 4.6
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The nature of community relations within a giverea adds a further layer of complexity to issues of

need, access and isolation.

“ |bid P73
41 |bid p73
%2 |bid p73
43 |bid p106
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As well as economic considerations within rural areas, such as access to opportunities in education
and employment, there is also recognition within the strategy for a nemdsénsitivity to the

individual cultural makeaip and social characteristics of any given é&rea

Aside from the focus on economic improvements, and a need to connect towns and rural areas, there
is a focus on the need to revitalise small towns and villaged,in particular within areas of high

deprivation (see section below on regeneration, poverty and deprivation).

This is the area in which community arts can be of particularqube ways in which the arts and

community arts can be instrumental in fesing social change are highlighted in Segment 7.

Community arts practice is also very useful in promoting the collaborative ways of working tailored to
AYRAGARdAzZ t ySSRa 6KAOK | NB SaaSyidaalf G2 RS@St 2L
depatments, agencies and communities [that] will ensure that regeneration plans reflect the specific
ySSRa 27F S| ®Respodsibilitylfyt xhé grep&ation of development plans and schemes

has now transferred to local councils under the new coundilcstire®. (See below for implications

of the upcoming changes to council structure). Guidelines developed by the Department of Rural
Development (DRD) and the Department of the Environment (DOE) will be made available to the new
Councils setting out centrglovernment policies and strategies in order to support this transition. A
F20dza Aa LXFOSR 2y WO2ftF 02N GA2Y NFIGKSNI GKFIy O2

Rural Community Network responded to the RDS consultation by s#yings 8 S | NBE 02y OSNY
whilst the ®S identifies indicators, it does not set clear, time bounded targets that progress can be
Y2YAU2NBR F3FAyalioQ

The following strategies relate to how regeneration, poverty and multiple deprivation afferis

areas in Northern Ireland.

Regeneration and anpoverty strategies in Northern Ireland are more complex and problematic than

in the rest of the UK and Ireland. New responsibilities conferred to Local Government since April 2015
are implemented witin tightly controlled guidance and not afforded the same level of independence
that Local Government has elsewhere in the UK. Due to the complexity of structures, deatiog

can be slow:

4 bid p74

4 |bid p75

46 Ibid p76

47 Ibid

48RCN consultation response p.7).
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RAGAAAZ2Y A AYy a20ASGeX ¢KSAS RAGAaAAZ2Yya | NB GKS ot
dzy T ANy Saa Ay NBaz2daNOS f{ft20P0GA2y% 6KAOK OFy YI |
Strategic planning in relation to regeneratiand antipoverty approaches are the responsibilities of

the Department of Social Development (DSD) for urban areas, and the Department of Agriculture and

Rural Development (DARD) for rural areas OFMDFM also has a role in relation to Lifetime

Opportunities ¢ the Anti-Poverty Strategy.

EU programmes are administered by the Special EU Programmes Board (SEUPB), reporting to the
Department of Finance and Personnel (DFP). Responsibility for implementing most regeneration and
anti-poverty measures has been devolved from regional to local level within the new Council structure
(although DARD have retained centrally TRPSI and Community development funding though that may
transfer in future), and the community planning processhis tdemands are largely seen as a
LINEYAEGAY T W2LIRNIdzyAde F2N f 20 fpovarty priGriNds)eBng I G A 2 v
GAOGK GKS LRGSYdArt F2NJ ANBIFGESBNI aeySNHe 06SGsSSy

o \

Castledawson, Mid Ulster

49 https://www.shu.ac.uk/research/crest/sites/shu.ac.uk/filesArégenerationpoverty-final-report.pdf p22
50 bid p9
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PEACE Il (20@®B)* and PEACE*fprogrammes have included a number of measures relevant to
regeneration within rural areas, including: 1) rural diversification 2) rural areas and capadindpuil

and 3) tourism and rural development (SEU4REecial EU Programmes Body, 2000).

The aims of PEACE lll remained the same as Peace I, but focussed more specifically on addressing the
physical segregation of communities, with a commitment to prid®itis W N+ & | y R 3 NP dzLJ&
0SSy I FFSOGSR o0& GKS O2yFtAOG FyR SELISNARSYOS LINEP
both urban and rural. (see Cultural Relations section below for more on how cultural relations affect

rural areas)

Rural development has remained heavily dependent on EU programmes. INTERREGQ8)(2080
INTERREG |V (2003) were programmes to support economic development in (mainly rural) border

regions.

The aim of INTERREG lliWa$2 LINRPY23GS adzadrAylFoftsS AyaSaNd 8
the eligible region...by concentrating on the strategic dimension of evosder development

GKAOK Ay@2t @Sa FyR o0SySTAada 20t O2YYdzyAUAS
economic deelopment through the production of integrated local development strategies

including the promotion of civic and community networking to improve social coh&sion

Had INTERREG any elements connected to community arts, the arts, tourism?

The LEADER+ programme (208) was significant as much for its working methods as its outputs

and offered support for private mic)8 Y G SNLINA &S RS@St 2LIYSyid® ¢KS Wy
mainstreamed in Axis 4 of tiéorthern Ireland Rural Development Prograen(NIRDP3007-13*° ¢ a

capacity building measure to encourage innovative projects. This provided the closest approximation

G2 F AGNIGS3IAO FLIINRIFOK G2 NUzNIf NBIASYSENI GA2ys

51 http://www.seupb.eu/Programmes200@006/programmesbackground.aspx

52 hitp://www.seupb.eu/programmes20072013/peaceiiiprogramme/overview.aspx

53 www.seupheu/Libraries/Corporate.../The Story (Feace.sflb.ashx

54 https://www.dfpni.gov.uk/topics/procurement/publigprocurementpolicy-northern-ireland
55 http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf

56 1bid p13
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One of the four axes that the NIRDPconstructed around is to improve the quality of life in rural
areas. The RDP is to continue during the 2BQ4eriod, albeit with a reduction in funding available

for rural development and environmental initiatives.

Local councils will play a largeart in delivering the NIRDP and in supporting disadvantaged rural
communities more generally, but without a complete transfer of function taking place. There are many
natural links between the aims of community arts and those contained within the NIRBRfax
improving the quality of life in rural areas within the new Local Council structure, which may afford

future opportunities.

¢t KS OdzNNBy G W[ AT Sdveftp anth Sdcide BGlazg Sirdtedyy (QFMDFM] A
2006%" aims to work towards the elimination of poverty and social exclusion in Northern

Ireland by 2020 and to eradicate child poverty by 2020 (both EU targets). It is structured

I NRPdzy R | ydzYoSNJ 2F WOKIffSyaSaQ oAdSd 2062SC

regeneration®

One of these objectives miminating poverty from rural areas, under the responsibility of DARD.
However, directly relating the Lifetime Opportunities initiative into DARD TRPSI strategic frameworks
requires further complementary action€ommunity arts, with applied areas of working in community
developmental programmes and support, could offer such agency, albeit that capacity would have to
be established and resourcedyamnd the existing framework.

TheRural AntiPoverty and Social lnglion Framework (20091%°F A YSR (G2 WARSyGATFe@

(SN
N

in the fight against poverty and exclusion in rural areas, and set out how they might be addressed
through innovative, partnership led approaches with other government departments and
stakeholds N& Ebur key priorities were identified: fuel poverty, community development, rural

transport and access and childcare.

Successor to the Rural Aitoverty and Social Inclusion frameworK&ckling Rural Poverty and Social

Isolation FrameworR! Those areas which show the greatest synergies between the aims of

57 http://www.bristol.ac.uk/poverty/downloads/keyofficialdocuments/Lifetime%200pportunities%20NI. pdf
58 https://www.shu.ac.uk/research/crest/sites/shu.ac.uk/fileshrégeneraton-poverty-final-report.pdf - p14
59 https://www.shu.ac.uk/research/crest/sites/shu.ac.uk/filesfirtgenerationpoverty-NI.pdf- p19

601bid p3
61 https://www.dardni.gov.uk/publications/tacklingural-poverty-and-sociatisolationframework
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community arts and the Rural Poverty and Social Isolation Framework are: X)@#Ricting Elderly

Rural Isolated Project, which has a befriending programme; 2) Rural Community Deveigpvhech

aims, amongst others to build capacity. Seven lead service providers provide a local development
support and advice service throughout Northern Ireland; and 3) The Rural Youth Entrepreneurship
(RYE) Programme. This develops business potemtiah@ vulnerable young people in rural areas,
who are recruited into the Programme through various outreach events and workshops. There is a

focus on upskilling, networking, mentoring and sharing of ideas to stimulate business creation.

Within the new loal council structure there will be scope for local government to play a larger part in
delivering both regeneration and artioverty objectives with the input of local communities in the

community planning process. This has generally been welcomed, aitiegome caution.

The new councils have scope to incorporate-patierty objectives more overtly into their
regeneration strategies and to include specific income poverty outcomes in their evaluation
approach, along with increasing community involveman the policy area through the
O2YYdzyAille LIXIYyyAy3d LINROSaad |1 2SOSNE  (GKS

administration system may well continue to prevent effective joined up ation.

Thishas been correctly identified as having the potentialgalise a crossutting role for the arts and
communitybased arts provision in particular to support inclusive community planning inputs and

outputs, facilitating the establishment of this new courmlsed remit.

62 https://www.dardni.gov.uk/publications/tacklingural-poverty-and-sociatisolationframework- p23
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set out inPeople and Place: A Strategy for Neighbourhood Renewal (DSD, Z303b)ever, given

that the DSD is responsible for urban regeneration, and that implementation was through
Neighbourhood Renewal Areas (NRAs) within the most deprived ten per cent of urban areas, this

strategic approach did not consider regeneration in raraas.

The Nobel (Noble) Index of Multiple Deprivation, which was used to determine the most deprived
areas, has since acknowledged that the measures used to define multiple deprivation may be

inappropriate for measuring deprivation in rural areas, arat this needs to be investigated furth&t.

The Northern Ireland Multiple Deprivation Measure (NIMDM) 2CE@entified small area
concentrations of multiple deprivation across Northern Ireland. It updated and replaced the NIMDM
2005 as the official measuid deprivation in Northern Ireland. It is a weighted combination of the
seven domains of deprivation, measuring Income and Employment Deprivation (50% weighting);
Health Deprivation and Disability and Education, Skills and Training Deprivation (30%nggitjindi
remainder is made up of deprivation in the areas of Proximity to Services, Living Environment and

Crime & Disorder.

The main NIMDM 2010 results were presented at the Super Output Area (SOA) geography which
contain an average of 2,000 people. Tdhare 890 Super Output Areas in Northern Ireland. Output
Area (OA) measures were also produced. Output Areas have an average population of 350 people.
There are 5,022 Output Areas in Northern Ireland. Deprivation measured at the SOA level was seen as
problematic for rural areas, which are not so likely to have spatially bound pockets of multiple

deprivation.

Although SOAs (Super Output Areas) were designed to have similar population sizes to aid
comparisons across Northern Ireland, due to the smaller gebipal size and the relatively
homogenous populations of urban areas compared to rural areas, small area concentrations
of deprivation are more readily identified in urban areas than rural areas. This should be noted
when comparing deprivation measures umban and rural areas. It may also be more

appropriate when assessing deprivation in rural areas to focus on the Output Area fesults.

531bid p9

64 http://www.nisra.gov.uk/deprivation/archive/updateof2005measures/nimdm_2010 report.pp21-22
5 ibid

56 |bid p39
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The OA measures also identified pockets of deprivation within rural areas, showing fifteen
rural OAs in the 10% most démed OAs in Northern Ireland.

Cultural Relations

YFEGKSNAYS {ARS I NHédSsassing YRuralk Solict: I Ritliats,0 Sydbols¥ and
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rural areas from key policy documents related to community relations and, because they permit the

constructionof surface appearances of peacefuledstence and policy adherence, while at the same
GAYST LISNX¥YAGGAY3I GKS O2ylGAydef GAz2y 2F 201t asSodl

Participantsfrom the Programme for Intercultural Arts Support

There is little research that has been done on rural areas and the conflict. There is, undabdyaa
larger focus that has been given to assessing the effects of the conflict on urban areas, given that
almost half of the deaths during the conflict happened in Bélfaahd the majority of the population

of Northern Ireland resides in urban areas

¢ |bid p56
88 hitp://journals.brandonu.caljrcd/article/viewp30/210- p102
89 http://cain.ulst.ac.uk/sutton/
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Conversely, rural areas in Northern Ireland exhibited lower rates of conflict related death and, in
attitudinal surveys, they are assumed to have lower rates of violence, fewer sectarian incidents, to be

more integrated and to exhibit better communitglations’

The assumption here would seem to be that lack of violence is equal to good community relations.
This, of course, is not a logical conclusion and one not supported by the outcomes of the research
carried out through the Exploring Change pmja@s it does notaddress ambivalence, avoidance,

denial, lack of interaction, lack of engagement and understanding of other communities.

wSOSyites GKSNB Kla 68Sy +y AYyONBlI&aSR Lldwad A0 | ¢
degreecO2 Yy OSI £t SRY AYRAGARdZ £ FyR a20ALt 02y aSldzsSyoOS
by the Arts Council Northern Ireland Reaging poject '

The research focus on urban areas has also led to the creation of policy which neglects the issues faced

by rural areas, and their needs in addressing integrated community relations.

It leads to an under examination of the dailiness of urbanddgs relatively little about urban
variation and, overlooks the extent to which a majority of individuals report being unaffected

by conflict?
It also limits rural inclusiof?.

There are three key policy documents for improving community relations: fe@&Rature (OFMDFM,
2005){* The Programme for Cohesion, Sharing and Integration (OFMDFM, 2@1@);The Racial

Equality Strategy (OFMDFM, 20%4However, they contain few references to rural contexts.

Current government policy on rural communities,uditig The Programme for Government,
the Rural Development Programme, the Rural Development Strategy, and Planning, Reform
and Transport Strategy are oriented more towards sustaining the economic basis of rural
communities rather than addressing the reaktiof segregation and sectarian division that

pervade many areas’

0 http://cain.ulst.ac.uk/csc/reports/murtagh99.htm

1 http://www.artscouncikni.org/the-arts/visuatarts 1/re-imagingcommunities/publications

72 http://www.methodologicalinnovations.org.uk/wyggontent/uploads/2013/07/6-Mcloughlinpp64-77.pdf
73 http://journals.brandonu.caljrcd/article/view/930/216 p106

74 https://www.ofmdfmni.gov.uk/sites/default/files/publications/ofmdfm_devisharedfuture-policy-2005.pdf
7 http://cain.ulst.ac.uk/issues/politics/ofmdfm/ofmdfm 270710 sharing.pdf

76 https://www.ofmdfmni.gov.uk/publications/raciaéquality-strateqy20152025

7 Bell, J., Jarman, N., & Harvey, B. (20B68yond Belfast: Contested spaces
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adherence in rural contexts, which, at the same time, permit the continuation of saotsm and

02y TA O PPDQ
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stimulating, supporting and progressing peace building in rural communities and is an

essential part of the community development procéss.

An outcome of the RCNRural Enabler Programme 202013, the research papeRural

I 2YYdzy AGASaXxXt 2t A G & rhetdrig ér Reblitg(@&aulay 13R&ligales that key

to developing functional and productive cultural relations within rural areas are: working avith
traditional way of life; addressing invisible interfaces; providing personal support; working in
dispersed communities; working with institutions; working with the dynamics of majorities and
minorities; and the investment of tinfé

Macaulay also stateshat work needs to be long term, and requires attention and sensitivity to
building trust and relationships, and has to have a focus on building capacity, confidence and
understanding of community developmeftt.

There has been recent evidence to support plositive outcomes of community arts projects in peace

building in urban areas in Northern Irelaft.

7 A

Beyond that there has beaina S| & dzNA y 3 K SO2y2YAO yR a20Altft A
Framework for Belfast 20125, 2012)8

Community Arts offers a context in which the needs of rural areas can be acknowledged and addressed

in developing positive and lasting cultural relations.

78 http://journals.brandonu.caljrcd/article/view/930/21G p104

7 http://www.ruralcommunitynetwork.org/DataEditorUploads/Polite _avoidance.pdf

80 jbid

811bid p1314

821bid p2

83 http://www.artscouncikni.org/images/uploads/publicationdocuments/Relmaging_Final Evaluation.pdf
84 Measuring the economic and social impact of the arts, a review; Cultural Framework for Blfasb, 2012
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Review of Public Administration

2015 is a year in which dramatic changes to local governmanmttstes take place. As of thé& April

2015, the preexisting twentyi A E RA&AGNRA Ol a KI @S 0SS yO 2Ny DieX yalfdh & S
previous pattern of local government in Northern Ireland, with 26 councils, was established in 1973

by the Local Geernment (Boundaries) Act (Northern Ireland) 1971 and the Local Government Act
(Northern Ireland) 1972 to replace the previous system established by the Local Government (Ireland)

Act 1898.

Antrim and Newtownabbey (%
Armagh, Banbridge and Craigavon
Belfast

Moyle

Causeway Coast and Glens Coleraine

Derry and Strabane

Ballymoney

Fermanagh and Omagh

Limavady

Lisburn and Castlereagh
Mid and East Antrim

Mid Ulster

Newry, Mourne and Down
North Down and Ards

Ballymena

Magherafelt

Strabane

Antrim

North Down

Cookstown
Belfast

Omagh

Castlereagh  Ards

Lishurn
Craigavon

Dungannon

Fermanagh Armagh Banbridge

Newry and Mourne
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and will deliver more effective services. They will be citizen focused, responding to the needs,
FALIANIGA2Yya YR O2yO8NYya 2F GKSANI O2YYdzyAlASaodé

Within the new council structures, local government has a duty to work with communities in order to
GRS@PSt 2L YR AYLI SYSyid | akKkNBR @Aaizy F2-NJ LINRY?
0SAYy3 2F GKSANI I NBF£X GKNRddAK GKS LINRPOSaa 2F 02V

Largely based on the Scottishmo#fal | YR RSFAYSR Ay ! dzZRAG {0203t yRQ
'y LYAGAIFE wS@ASge a biKS LINRPOSaa GKNRBdAAK gKAOF

85 http://www.doeni.gov.uk/local_government reform
86 Department of the Environment Community Planning Subgroup Recommendation one, to the Taskforce, June 2006 [online] available
from: http://www.flga.org.uk/uploads/docs/lgrt cp recommendations to the taskforce.pdf
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local communities and the voluntary sector, to identify aotlve local problems, improve services and
share resources", this collaboration in community planning has the potential to empower local

communities to make decisions over issues which affect them.

Back in 2008, the then Minister of Environment, Mrs Aeld-oster, laid out the components of

community planning in a statement to the Assembly. These included:

- an effective, statutdbased Community Planning process led and facilitated by the new
councils;

- a clear statutory requirement on all other publiodies including policing, health and
education bodies to participate in and support the Community Planning process;

- a clear duty placed on councils to engage with local communities to produce a community

plan.

With the new council structure in placehe framework thus now exists by which communities can
work together with Councils, departments and statutory bodies in order to implement a shared vision

for the economic, social and environmental wedling of their members.

It is imperative that develament of rural community arts work undertaken by CAP and others is
mindful of how it can be strategically employed to further the development of arts strategies alongside
Arts Council NI (see chapter four for ACNI response to the new council structus)@uait the new

Councils as they implement their community planning strategies.
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LITERATURE REVIEW:

THE ARTS IN SOCIAL CHANGE AND
REGENERATION

THE VALUE OF THE ARTS IN CONTEXT




OISR Literature Reviewg The arts in social change and

regeneration. The value of the aris context

What is the role of the arts? What is their value within society? Can they really bring about social
change and regeneration? To what extent should they be funded? These are many of the questions

which frame alarggRS o GS | 02dzi (GKS WdzaSTdzZ ySaaQ FyR WAYGHN

The Ballinderry Memorial HaVomen's Art Grouparticipantin CAP's "Masque" project.

Eleonora Belfiore discusses the value of the arts, and how socially they are perceived in contemporary
British society. She argues that to a large extent wighoficy makirg, economic value arguments
GAUGKAY | WyS2fA0SNIf Y2y20dF¥ 1dz2NBQ KI 8S 6S5S02YS {F

She quotes Michaels as saying:

In these early decades of the twesfigst century, the master story is economic; economic beliefs,

values and assumptions are slirag how we feel, think, and act. The beliefs, values and assumptions
GKFG YFE1S dzlJ 6KS SO2y2YAO0 aA0G2NE I NByQl AYKSNByf
the nature of reality. In @ monroulture though, that single perspective becomegsgrained as the

only reasonable reality that we begin to forget our other stories, and fail to see the monoculture in its

totality, never mind question it

87 http://wrap.warwick.acuk/60356/- p106
88 Ibid p 109
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With regards Belfiore, she and Bennett are critical of arts institutions themselves for buying into this

economic valuing of the arts and how their impact is measured without scrutiny, arguing that:

Instead of a rigorous exploration of the complex issues involved, a rather simplistic debate has
GFr1Sy LXIFOST 4KAOK KI& F20dzASR 2y YSI &adzNJ of
number of fundamental assumptions unchallenged. This, in part, caritfileuted to the

AYLISNI 0AQSHIABRAISBARDEOY I {AyIeEs KAOK Kl a oS
in Britain in most areas of domestic policy and which has therefore to a large extent

determined the terms of the public debate about the afts.
Indi SFRX . St FA2NB | NHdzSa F2NJ I S6ARSNI RA&aOdzaarzy
FaLlSoida FyYyR SO2y2YAAaUGAO FTNIYAYIAQS YR 2yS gKAOK
research might create public value, but also how and why@ i T+ A% (2 R2 a420Q
{KS YR .SyySiGid &adz33sSaid | RRAy3I RSLIIK G2 OdzZ i dzNT
impacts and a classification of the various claims that have been made, over time, for how the arts
FFFSOG 020K Ay RhugdeRiping a bettey URdeistanding $fithe Yol of the arts in

contemporary society, beyond performance measurement and target seting.

LG Aa&a GKNRdzAK GKAA fSya gKAOK GKS F2ff2Ay3 NBa
be viewedc¢ not as simplistic measurable outputs, but within a more complex reading of how
communities see themselves, cragferenced against the artistic, human and personal values that

artists bring to the process, as well as the more structured frameworks asmbadc considerations

that arts centres and government organisations bring to bear.

Belfiore and Bennett suggest that the simplistic way in which the value of the arts is framed within

contemporary policy debates is based, on six assumptions about tgte ar
1) art can be defined;

2) experience of the arts is commensurate;

3) art produces positive social impacts;

4) these positive impacts can be proved

89 http://www.barnardos.org.uk/commarts.pdf
90 http://wrap.warwick.ac.uk/53054/p136-137
9 |bid p109

92 http://wrap.warwick.ac.uk/53054F p110
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5) proof of impacts can safeguard fundiguggd
6) a new language is needed for discussing the wafitiee arts®
Once we understand that

a) the arts lend themselves to defying definition;

00 SOSNE2ySQ& SELISNASYOS 2F (G(KS NIia A& RAFTFSNBYy
OO0 NI Oly 68 dASR (26 NR& | yS3IHiAosS +a Sttt | a
of identity;

RO AYLI OG OFryQi lFftglea 6S WYSIFadiNBRQ YR WLINR JSF
e) however much proof is demonstrated, funding withire tarts is generally precarioasd

TO AY tAY1AYI | ayS¢ try3ddd 35¢ Ot2a8te G2 TFdzyRAy

aWY2NB ydzrt yOSR dzy RSNARUGIFIYRAY3 2F (GKS @l fdzS 2F (KS
and yet another round of polieg 8 SR SPAREY OS YI {Ay3TodQ

There is certainly a need for a more nuanced discussion of the value of the arts, particulanyiveth
predominantly conservative, neliberalist framework of Northern Irish palis, where impact
measurement has beeimextricably linked to economic concernBeeper nuances within outcomes

frameworks may serve to offer greater platforms for sustaining impactfuireiing.

ArtsMatterN| Stormont Rally in November 2015

9 bid pps136138
%bid p138
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In light of the recent drastic funding cuts to the arts in Northern Ireland, whilst the Northern Ireland

9 E S O dzoukgéirly PPéogramme for Government paligp service to the arts and culturé | &
AyaiNdzySy da T2 NJinLigchlinglishoalSissupHnd yemoyst piggybacking on the

GUNI YAaT2NNI GA GBS LI ¢S NP 2cann@ gaitelsdaiiddrithe loeligf @ the wilte f S A & «
of the arts needed to translate such recognition imeoreased and strategically more advantageous

investment,there is agreat need to understand the wider value and impact of the arts.

The Exploring Change research carried out in preparation for this report is intended to shed light on

how communities, artists and organisations value Community Arts, and through a teatiogudf the

information gleaned, will help to highlight a more complex picture of the impact that engaging with

/ 2YYdzyAGe ! Nla KFa KFR FyR 02y ildAydzsSa G2 KIF@S 2y

Of coursethe debate on whether the arts can and does have an impact for the greater social good is

extremely pertinent to Community Arts, as defined in the introduction as:

XI LINPOS&aa 2F KFENySaaiAyd GKS GNIyaF2N¥YIaGABS
produdng a range of outcomes: social, cultural and environmental. Looked at politically,
socially, culturally and/or economically, community arts aim to establish and maximise
inclusive ways of warking, providing an opportunity for communities and their jpautisi to

continue to find ways to develop their own skills as artists and for artists to explore ways of
transferring those skills. Through this process, community arts aim to maximise the access,

participation, authorship and ownership in collective gnactice®’

Community Arts practice is therefore by definition a form of artistic activity which claims to develop
original creative thinking, activity and outcomes to affect positive change. In this way, Community Arts

has a far more specific and definedSrh y Ay 3 02 YLI NBR (2 6KI G Aa (NI R
WYt SNF2NXIyOSQo

It cannot be emphasised enough how important this distinction is in considering the impact of
Community Arts. This is not the aynonymousof an elite or a particular nicheavhich excludes by
demanding prior knowledge or education, but art which can be found in the everyaldymanating

from the creativity which as human beings we are born with and lies within us all.

9 http://www.northernireland.gov.uk/pfg2011-2015final-report.pdf
9% ibid
97 http://comartspartner.org/
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our full potential, or truly comprehend our humanity.

However, although this definition goes some way to nasirg the field of this genre of arts practice,

in other ways it also hides a plethora of art forms, arts practices and community contexts: community
arts; community arts for social change; interventionist arts; arts in education; arts for rural
development participatory arts practice; arts practice for conflict resolution/conciliation; arts in

prison; reminiscence arts, etc.

What each of these has in common though, is the intersection between the arts and communities who
seek to employ the arts for partitar reasons to do with their local circumstances. These could be
social, for personal development, for political and/or advocacy reasons, or could be for wider social

change.

Overrecentyearsrelativelylittle has been written on Comunity Arts in Northern Irelandrhere have

been detailed studieby Matt Jennings, Gerri Moriarty and David Grant, stretching back to,1993

mostly of community theatre experiences, more recently submissions to government committee

or discrete programme evaluatiore behalf of funders or ALBA brief history ofa more general

Community Artsdevelopment can be found ! t cReiween Oursele<s text (edited by Dr Shelley

Tracey and Conor Shiefdsl YR /1t Qa G/ 2Ry ANIRZFKAISRE &l &a ac¢k

between what goes on in a community and what is reflected in community arts is seldom absolute,

Paiste, the last serpent in Ireland. Art piece in Limavady, Causeway 60&leas Borough Coun

98 http://www.springer.com/gb/book/9789027707369
9 Between Ourselves: exploring interculturalism througleicommunity creative practice ISBN780993429804, 2015
100 Coming of Age: The shared legacy of community arts 2011 {BBIMJI 3968012
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but always relevant. The developmenitnew ways to engage a society in articulating what might be
the greatest present challenge, or the most contentious issue, or indeed, the most pressing cause for
celebration; these are all inherently appropriate spaces for community arts to relatectrethd
RSOSt 2 Lipe

Conor Shields continues:

oCommunity arts practice is concerned not only with such standard aesthetic preoccupations as the
function of beauty and sublimity in art, but with the relations between art and society. Community
arts wants to spport transformation. It wants to harness that power to produce positive change in
the world. Artists have highly developed analytical skills that give them the ability to offer different
perspectives, both actually and philosophically. When these skéllghaorporated into a purposeful
process that includes many views, voices and opinions, it becomes the essential core of the creative
dialogue within community arts processes. All aesthetic considerations are now amplified with other
considerations. Theoncerns, ideals, ambitions and contexts of the participants are at play. In
community arts, enabling people to be artists and as such empowering the creative ability to reflect
and create is key. Then, as the definition runs, this can be applied to a oArmireumstances and
potentials. Because of this ability, community arts can reach and support people where they are. It
is not encumbered by predetermined artistic ritual or history. There is real autonomy in the process
and it can offer those, partitarly those on the margins, an attractive, engaging and highly productive

way to express that requires no more than their active willingness to take part.

Northern Ireland has known only too well the depth of contention within our relatively recent social
KAZG2NBES AYO2NLRN}GAYy3I GKS O2yFE A0l 1yz2sey (2 Y
and despair that has been visited upon successive generations. Without wishing to offer commentary

on ancient and modern history, it has been the undoubtedecthat for the most marginalised
communities, there has been an enduring struggle for equality of opportunity and access to, not only

the arts, but perhaps all fundamental services and opportunities. Community arts in Northern Ireland

has always champiolehe need for greater levels of opportunity to promote inclusion across a range

of issues and in so doing, has often been instrumental in developing both a vocabulary of change and
transformation as much as assisting in the development and communicatidsteas and issues,

OSt SoNIGA2ya YR AYUSNBSYilA2ya dE

ly al NOAWNDBRQPORQWEKS KAAG2NE 27T 'O whcdiesttiutes NI a Ay
GKS NR20Ga 2F (GKS RAAOALXAYS Ay (GKS wmprnQa | yR

101 hitp://comartspartner.org/wp-content/uploads/2013/12/Thehistory-of-community-arts-in-Northern-reland. pdf
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individuals from a society where education was no longer the privilege of the middle and upper

Of | 3“%h8sxkianging who had access to the arts.

¢KS KFLKFTFNR SYSNBSYyOS 2F AyAGAlIf 3IANRdAzLIA | YR A\
fundngF ANBR G GKNRAzZZAK al {Ay3 . SINBEASBSY SN2 NRZRBnAIthgndAH ¥ A 8 K,
through the Arts Council Northern Ireland) was made available, thus securing the sector for the

foreseeable future.

Lynch sees community arts as predominantly a vellice WX 3IA @3S @2A0S GAl GKS |1
2dzNJ a20ASGe GKIFGO LINBGA2dzate KIFIR y2ySXQ W™yR KI a
| 26 SOSNE Kra OfFAY GKFG GKS GSNY /2YYdzyrade ! NIa
departments, stafitory agencies, local councils, the voluntary and community sectors, and most
SALISOALfte@XAy O2YYdzy A dKTRBede@entidabilitatiBgvfuBiding tuts to LIAEBLY | ( dzNIB
from Stormont, alongside the evidence gathered through the Exploring Chasgarcd from all

sections of the community arts sector suggest conflict over and a considerable confusion as to the

definition of community arts, what it can achieve, and the extent to which it is valued within society.

Again, the distinctionthat LypK Y 1 Sa 0SG4SSy WKAIK INIQ FyR 02YY

is crucial to understanding the possible impact and value of Community*®rts.

If art can be used as a powerful tool for both negative (negative propaganda and manipulation,
reinforcingof negative stereotypes and entrenched, inflexible traditional identities which reinforce
conflict amongst communities) and positive outcomes (to instile@powerment, autonomy and
confidence within communities), then there is even more reason for g institutions to
recognise their responsibility for promoting art forms which have a positive impact, whilst countering
and minimising those which have a negative impact. And impact is inextricably linked to an individual,

their background, and the psonal perceptions they hold:
XFa ydzYSNRBdza addzRASa KI @S aK2gyI FTNRBY t ASNNE
impact of a work of art will vary enormously, according to all the factors that make up

I LISNE2YQa ARSY(AI(e weakhyafsdzRX y3 | 3Sx Oflaaszx K

As Community Arts are carried out within local communities, generally in small groups, and often in

relation to community identity issues, the engagement with, the value and impact of the work have

1921bid p57
103 |bid p61
104 1bid p63
105 1bid p65
108 1pid p 70
107 http://wrap.warwick.ac.uk/53054/136-137
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the potential to be infinitely greater than addressing re@rccess issues, such as making sure there is

an arts venue within twenty miles of a community, one of the main access aims ACIR& the past
two'%five-year strategic plang® Beyond strategic plans, interventiodsdzOK I & W. | NNA SNA |
Disai SR t S2LJX S G2 GKS ! NIaQ NBASINODK:EI FyR GKS ]
Intercultural Arts and Arts and Older People, the Equality Charter, the Equality Plan, the Disability
Action PlarK | @S 0 2 f a coseNIRf the fivlyéathitsda G N> 1 S3& (G2 Wt NRY2:GS !
Ly a&.SG6SSy hdz2NBESt @Saé¢ /2y2N) {KASt Ra SEI YAyYySa
meaning of community is a group or network of persons who are connected to each other by a
relatively stable set of social relations theattends beyond immediate family or genetic ties, and who

mutually define that relationship as important to their social identity and practice. But of course, these

social relations do not necessarily have to be framed in the physical wortdeasingly ow, we are

members of orline or virtual communities where we are united relationally by a set of ideas, or

notions and affiliations that spring from them. Where that relative stability falters, offers an
opportunity for exploration, support and developmeMhere it fails, the emergence of new cultural

RAAGAYOGA2ya GKIG KFE@S GKS LIR6SNI G2 YIS RAAGAYC

However, why and how Community Arts programmes are carried out is also of vital importance as to
whetherthey have a positive or negative impact upon participartists, as outlined by Helen Sharkey

in the Participatory Arts Archiv®l Y R DSNNA a2NA NI e&Qa FNIAOES W/ 2Y)
(2004)11¢ KS AYLEZNI I yOS 2F WD 2t &tsis thdreldne %itd S ogexhdthisA y O 2 )

discussed in more depth within Segment 11.

Sharkey refers to Participatory Arts as qmofessionalarts practice and production, outside of the
established professional arts arena or marketplace, incorporating the voluntary art sector and the
O2VYYdzyAe NI a80G2NX» {KS Ftaz2 VYI{S GKS RAadGAYQ
Wa2O0Al fttBSFEHABBSRIYR GKS LINRPofSYya INIAadGa FFOS A

community contextg!?

This would seem to be particularly pertinent for those artists living and working in rural communities,

who have no formal qualifications, buthose body of work comes from the experience of living and

108 hitp://www.artscouncitni.org/documents/aboutus/5Y earStrategy20@012. pdf

109 http://www.artscouncitni.org/images/uploads/publicatiordocuments/ambitionsfor-the-arts-5-yearstrategy.pdf- p7

10 http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.4869§pps2831

u14Community Arts and the Quality Isgié Ay { I Y R& Quibiirdt & BrékhnesRa@mm8niRydArtsh lyelandg A Reder.
12 http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.486958
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living with their art. The Participatory Arts Archive is a useful historical document, as it gives an archive

of practice within Northern Ireland over the past 100 years.

¢CKS fF0Sta YYidayAQIKES RF NiIra W G2y R waz2O0Alffe Sy3arasrR
and are used often interchangeably. Community arts and inclusion seems to be an umbrella term for

arts and social justice, arts and health, arts and ethnic minorities, arts andiliysadind arts in

education, amongst others. The term community development is equally used in a variety of different

ways, from building capacity, to social change, to engaging communities in advocacy issues.
The following aims to offer an overview afirse of these terms, as defined by this piece of research.

W{20AFff& Sy3dr3aISR NIAQ 2N wO2YYdzyAideé | NILIaAaQ Aa
inclusion, before being broken down into further categories in order to highlight some of the mvays i

which community arts have impacted and are continuing to impact upon communities within
Northern Ireland. Where evidence exists, a particular focus is placed on how they impact upon rural
communities. These categories are: community arts and commurlggiors; community arts and

health; community arts for social change (community development); community arts and culture and
community arts and heritage. In the absence of a comprehensive overview of each of these categories,

at least one example has beehosen, which offers documentary evidence, to highlight the impact of

community arts within that particular sutategory.
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Community arts and inclusiolg Examining Social Inclusion in the arts in

Northern Ireland.

Social exclusion is closely linked toN& f | G A @S RSTFAYAGAZ2Y 2F LR OSNL &
marginalized or excluded from participation in education, work and community life, and from access

to services and other aspects of life seen as part of being a full and participating member of

maiy & i NB | Y 35acaliesiiisiod @lthough closely related to poverty, is different in that it
focusses attention of a broad range of factansd processesINB @Sy Ay 3 'y AYRAGARM
participation within society (not just economic factorsicluding the opportunity to participate fully

in society, social mobility, education, access to social hetworks, rural isolation etc.

In ruralareas, social exclusion is experienced particularly through lack of access to key services, social
networks and transportation, as well as othét$Social inclusion, therefore is the process by which

social exclusion is countered within any given society.

Examining social inclusion in the arts in Northern Ireland

The 2013 Northern Ireland Assembly publicatxamining social inclusion in the arts in Northern
relanda G 6 Sa GKIG 6KAES GKSNB Aad O6dzy RSNBUGHNKRF6f 20
68G65Sy Odzf GdzNI £ Sy3F3sdySyd FyR INBFGSNI a20A1€ A
in the arts with, for example, reducing feelings of loneliness in older participants, diverting younger

people from antisocial behaviour and helpg to reduce anxiety in mental health patient¥,

113Browne 2005: p54
14 Giddens et al 2007: p249
1SHull, 2013: p3
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There seems, however, to be a focus on superficial access to the arts within areas of deprivation (i.e.
the distance someone may have to travel to reach an arts centre), and clearly measurable social
outcomes from an isolated, external point of view, rather than evidence from participants themselves,

and a more complex approach to seeing the arts as part of a bigger picture.

2 KAfald AG Yre y2d 0SS WYSF&adzaNI 6f SQ K@ éxampligdhK &2 Y Sz
taking part in a project which brings people together on a weekly basis there is no doubt that
participants are not isolated for the time they are with theira@ators. Longerm benefits would be

dependent on longerm funding for projed 8 = K2 ¢ AYGS3INI SR (GKS@& I NB 4.
support networks, the perceived success of people taking part, how well planned and facilitated the

project was, etc. Attendance at events, ticket sales and distance to the nearest art centreraferine

a poor measure for impact upon social inclusion.

¢tKS NBaSINOK |ala GKS ljdzSatAaz2yy WK2g az20Alftte A
jdzSadA2y YIre 0SS Wiz 6KFG SEGSY(d NB (KStobeNlia dza S
used to promote social inclusion only to the extent that the commissioning institutions, organisations

and artists, as well as the participants, carefully frame them for that purpose. There is clearly a huge

need for a more in depth, wideanging casideration of the impact of the arts, which considers a

deeper analysis of the affects and benefits of the arts (and in this particular case, community arts) on
marginalised populations (in this case, rural populations) beyond attendance at events tmtalis

from arts activities, and includes the voices of participants themselves.

Community Arts Partnership has actively been involved in developing projects with older people and
people with dementia over the past few years, and has also produced research outlining the value of

the arts within this context.

There is an increasing bpaf evidence highlighting the value of meaningful activity and the arts for
people with dementia!'® Marmot also discussed this issue in his influential Marmot Reviéwnd
FAdZNIKSNJ Ay RSLIGK RAaOdzaarAzy OMy 6S F2dzy R dzaAiAy3 |

16 hitps://www.dhsspsni.gov.uk/sites/default/files/publications/dhssps/improvidgmentiaservices2011.pdf
7Marmot, M (2010) Fair Societilealthy Lives: Strategic Review of Health Inequalities in England

118 Anglia Ruskin / UCLAN research team (2007) Mental health, social inclusion and arts: Developing the evidence base, final repo
London: Department for Culture, Media and Sport/ DepartingfiHealth
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What the arts, and in particular community arts, can offer is a positive lens through which to
understand the person first, by looking at whattreanR2 NJ G KSNJ 0 KIFy 6KI G GK

often how they are viewed.

This is vitally important as a stargj point for implementing the values and principles as outlined by
the DHSSPS repditBut more than this, community arts offers a way to cut through the rhetoric of

change to the practice of action and transformation.

[Pleople living with dementia are learning every day, incorporating names, places and
many of the positive and negative experiences of their daily life and care. We tend not to
see this because we focus on deficits, but what if our focus shifted to tn@is&rength

through creative engagement?

Meaningful activity can delay the onset of dementia, and the more the mind is occupied meaningfully,

the greater the chances that the dementing process can be slowed down once it has already started.

A ¥ 4 A x

Additionaf 8 2 A d A& GKS aSyaS 2F wO2yySOGSRySaaqQ:
thus with a sense of self, and to other people, that community arts is particularly good at promoting.
Increasing a sense of connectedness can also help to rathess, leading to a decrease in behaviour
that challenges. Patients are less likely, for example, to wander (try to get home). Meaningful arts
activity can help to relieve boredom, distress and a sense of being in the wrong place at the wrong

time. If actvity involves family members, it can also lead to more engaging and meaningful

relationships.

Numerous examples of good practice within community arts when working with people with
dementia, and of networks in the field which are gaining an influentaalevalready exist. However,
in rural locations where older people are more likely to suffer isolation and lack the capacity to be

involved with their local communities, this takes an even greater importance.

A major piece of recent research/evaluation to take place regarding the arts and conflict is the Arts
Council commissioned evaluation of the-iReging Communities programme. Tlpeogramme

supported (and at the time of writing stilbatinues to support) communities across Northern Ireland

191bid FN 28
120] ee, H and Adams, T (2011) Creative Approaches in Dementia Care, Basingstoke, Palgrave §faxiMillan
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and the border areas wishing to tackle signs of sectarianism and racism. Each project provides

opportunities for communities to promote tolerance and understanding through the arts.

The 2009 evaluain report (Independent Research Solutions), and the evidence contained within it,
claimed considerable success in using the arts to remove symbols of sectarian aggression, to address

and strengthen community relations, build capacity, and promote the arts
The report also maintains to have implications for the whole of Northern Ireland:

The regeneration programme signalled the emergence of a serious and sustained attempt to
establish a process of urban and rural change across Northern Ireland, byadkamgage of
the unique contribution that the arts can make to dealing with social and economic questions,

such as social exclusion, neighbourhood renewal and economic proddétivity

However, by very definition of its concentration on visible signs of sectarigaistirby seHadmission
that this is particularly relevant to Belfast), one overall effect is that rural communities have been side
fAYSR GAGKAY (KAAa NBaSINOKI a GKS aiadya 2F asSoi

Dr Adrian Johnston (IFI), Roisin Mc Donough, (Arts Council of Ndréiend) and Pat Colgan (SEUPB),
Deputy First Minister, Martin Mc Guinness MLA for the launch of the Building Peace through tHReAr
Imaging Communities programme

¢KS F¥20dza 2F WPVDFEKftoNBHRh theoRindghhB Comdunities project emerged,
placed this focus on visible signs. However, there are signs and symbols which only occur visibly in
rural areas at particular times (for example, parades, festivals, and public holidaysyyembt

present in communities at other times.

121 hitp://www.artscouncitni.org/images/uploads/publicationdocuments/Remaging _Final Evaluation.pdf
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The second phase of the programmentitled Building Peace through the Arts: Heaging
Communities Programm&, 2 Odza SR 2y NHzN} PAQ2A0Y &/ AAEFaE RBRY¥R a@Oy
OA(S& &L |dénifed Wyithe Rryjettfor Public Placesin B3AY R+ @F NRA Sie&e 2F a4l
O2YYdzy A & | NIFawherd50% dNBsldéhisGrdey respondents thought community arts

projects are effective in challenging visible and hidden signs of racism &iaaidm The report also

states that artists required further training in community arts.

So, of course, theisible symbols of associations with sports teams (for example football shirts), or
names of roads, and attendance at schools which indicate alyiare often evidentWhere flags and
murals are removed in towns and cities, they are replaced with something, but where symbols are
absent in rural areas, this does not mean that communities are positively interacting with one another.
The political natre of such symbols in rural areas is often not deconstructed, recognised, reflected
upon or acknowledged as having the potential to create antagonism amongst other communities, as
they are not seen in relation to anything else. Ehloring Changeeseach indicated that there is a
naivety and lack of cultural awareness or $@ibwledge thattan resulfrom cultural isolatiorg even

if a different community lives in the neighbouring villagéhilst interventions like phase Il of Re
Imaging actively targgust such conditionghrough timelimited strategic collaborativerogrammes,

the challengeto create shared spaces, investigate cultural identity and create positive, shared
symbols, muralsrad emblems within rural areasttainly requiresfurther researchand programme
development Creating, literallya deeper understanding ohé nature of cultural identity in rural
Northern Ireland would be of great benefit in deconstructing cultural relatidhe evaluative report

& G I G ta Yesidént surveys als highlight differences in the interpretation of cultural
symbols/displays as positive or negative within the same community. However, where such outwards
signs are minimal, sectarian/racists attitudes and lack of integration have been idegkfiéah-

vigble sectarian/racist attitudes and lack of integration between different religions and nationalities
was highlighted by participants and residents as being the most dominant problem in many
areasXAlthough there have been many examples of good praai&ieg targeted outreach which
helped to increase crogsommunity mobilit)X many Steering Panels have reported difficulties in
getting minority groups involved. This does appear to highlight a social disconnect that will require

ongoing efforts to address!?*

>

In addition, the reportl & & S NJi ACALj Elbngsidedthe Arts Council, is currently working on

developing an Arts and Culture Strategy 2@865 This will look at the potential of the arts and culture

22 http://www.pps.org/reference/what_is_placemaking/
123 http://www.artscouncikni.org/images/uploads/publicationsdocuments/BPttA_Final_Programme_Evaluation.pdf
1241bid p.87
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sector as a driver for the achievement of broadecial and economic goals such as social inclusion
and cohesion, urban regeneration, tourism, inward investment, employment, development of high
added value creative industries, education and heélth. 6 Ldpc 0  @dpriedsiedsion of ryral

consideratims.

Many of the projects that CAP undertakes in rural areas have an atavheultural heritage to them.

They are (in this case) about taking inspiration from the surrounding area and recreating something
new and lasting as lagacy to the community. There is little overtly political connection within these
artistic projects, but the potential is there to explore rural identity, self in relation to local community,

and to question these notions on a wider scale, as wellasiwith § KS O2y G SEG 2 F |

la 9ftAT I o0oSGK / NRp21S &adlridiSa Ay KSNI FNIAOEtS we
YR O2YiNREQ WhOB2YYdzyAle FyR KSNAGEIAS I NB y2i
closely gy RSR YR IINB dzaSR (2 adargsS O2yiNRf FyR RS

It is important that such concepts can be questioned and reinterpreted by individuals and groups
within rural communities, in order to develop and express new and emerging identities from within,
and challenge definitions of commuyiand ownership of histories imposed or receivétie potential

for community development and community relations work to be developed through arts and
heritage projects in conjunction with local museums and local esrdisplaying artwork in rural areas

is worth exploring. In particular, exploring rural identity and rural community relations may find an
outlet in this way. As previously stated, little research material exists in terms of rural areas in
Northern Irelandand the impact of the conflict, and even less in relation to the arts and conflict within
this context. With the strong links that rural areas have with local community development
associations, and their involvement with the arts, there is currently bstsuntial untapped

opportunity to explore rural community relations.

If the aim within community arts as defined above is inclusion, ithethodis based on the principles
of community developmentit is where comunity, arts practice and community development

intersect. Although the arts and community development share many principles, values and aims,

125 hitp://www.tandfonline.com/doi/abs/10.1080/13527250903441705
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both are terms which are not widely understood outside of, or even within organisations which

identify as being@mmunity arts based, and even more so in Northern Ireland.
So, what exactly is meant by community development?

Based on the Community Development National Occupational Guidelines (CDNOS), the RCN defines

community development as follows:

Community develoment is a longerm value based process which aims to address imbalances
in power and bring about change founded on social justice, equality and inclusion. The process

enables people to organise and work together to:

7

w LRSYyGATe GKSANNh2S6Y YySSRa FyR | aLANI
w ¢F1S OlAz2y G2 SESNI AyTtdsSyO0S 2y (KS RSOA:
w LYLINR@GS (GKS ljdZfAGe 2F GKSANI 2y fA@Sa:z

which they are a part?®

Amongst the many benefits of community development for the communities and practitioners who
embody its values, are: the building of strong and shared communities; the tackling of inequality and
disadvantage; the creation of engaged and influential comtiesjiand the development of creative

and innovative communities?’

Crucially, within community development outcomes, as in those of the community arts, value is placed

not just on economic and tangible measurements, but takes a much wider view:

Capturhg and measuring qualitative change should be accepted as an important component of
O2YYdzyAl&é& RS@OSt2LIYSYyldd ¢KA&A R2Sa y20 loaz2f @S
focused indicators. However, it does provide merit in developing a new apprdeacih takes

account of the wider and sometimes less tangible benefits of community development. Material
benefits such as reduced crime, improved health or increased employment within a community are
all worthy and justifiable indicators. However, theseddo be balanced with outcomes which

focus on measuring the level of capacity, strength of relationships and formation of networks

within communities as a result of community developmé&#t.

126 hitp: //www.fcdl.org.uk/publications/publicationgor-download/guideto-cdnos2009and http://www.fcdl.org.uk/ and Rural
Community Network 2012: 10).

127Rural Community Network 2012: 11

128 Rural Community Network 2012: 12
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Thus, community development processes, as with those of community arts, help to embody and

strengthen a more holistic, complex idea of values and community outcomes.

Intercultural development workshop

Community Development and Community planning

The recent changes in Council structureNorthern Ireland are particularly interesting from a
community arts and community development perspective because of the legal duty now placed upon

local government to engage in community planning.

Community planning has a strong connection with commudgvelopment, and closely reflects the
same underpinning values. The perceived benefits are similar across key areas of community

engagement, participation and empowerment.

However, in order to be effective, community planning requires a strong communuibport
infrastructure, in which investments are made to empower communities through developing
knowledge, skills, capacity and strong networks. The positive effects on community development
support on communities, and the negative effects of not invegthrerein are outlined in Belfast City

/ 2 dzy Comninudily Development Strategy 264@152°

29 St ¥ &G [/ Comiunity Paislopiient Stéategy 202215
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(See also th&€ommunity Planning Toolkiteveloped by Community Places in order to support the
O2YYdzyAle YR @2t dzyidl NB aS002NEQ nilgyo2ds®sS Y Sy (i

www.communityplanningtoolkit.org)°

It is of vital importance that local councils are made aware both of the ways in which community arts
can, and already do, support community development and community planning, and can be
instrumental indeveloping capacity within community organisations. In this way, community arts now
has the opportunity to become integral to the processes of community planning as they are being
developed. This is particularly vital given that there is currently no shamderstanding within either

the statutory sector or the local community and voluntary sectors of what is meant by community
developmentc community arts has a responsibility to make sure that it is the principles of community

development which are adhedeto, and not merely community engagement:

Community engagement is generally initiated by agencies or people in positions of

power to seek community involvement in planning and reviewing services or engaging

AY RSY2ONI GAO fAFSX I 2@ SOENDO2YINFNAE el REDEF 21

engagement;itstatdF NB Y O2YYdzyAlA8aQ 2y O2yOSNyao
Therefore, the principles of community development, as facilitated through community arts, enable

real power for communities working alongside other agencies witieé community planning process.

There is significant evidence for the ways in which community arts strengthen and support community
development processes, as evidenced by Matarasso in relation to rural touring and Living Heritage
programmes$*? (Matarasso2007). He refers to a whole host of benefftg(2007: 4567), including

skills development, social capital and the development of organisations from informal associations to
social enterprises through these skills; salinaged cultural programmes which @to remain within
GKSANI OF LI OAde (2 RStEAOGSNI gKIFG GKSe& aSionBubdzi G2T
is integral to the development of the work. The programmes tend to focus on community assets, not

problems, and deal with cultut@lements which are cherished by the communities.
Matarasso states that

YoOB2YYdzyAlGe Odzf GdzNF f LINRP2SO0Ga NS STFSOGADBS 6KS
RSPSE2LIYSy il t NIYGKSNI GKIy NBYSRAFE Ay 02y OSLIIAZ2

130 www.communityplanningtoolkit.org
131 Belfast City Council 2012: 23

132 Matarasso 2007

133|bid pps4567
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access to a means of seltpression, even of sé¥f Snilion, that no other form of collective action
2 T T §00P.a57).

The concept of community arts and culture brings us full circle to the way in which values are
embedded within society. Hawkes speaking in the summaryhafFourth Pillar ofSustainability:
[ dzf G dzZNB Q& 9aaSydAPetates2t S Ay tdzotAO tflyyAy3
I a20ASdieQa QFftdzSa FNB (GKS oFaAra dzl2y 6KAOK |1
FNB SELINB’aaSR INB || &a20ASieQa hdebaifdiNSd ¢KS 5
democratic without there being clear avenues for the expression of community values,
and unless these expressions directly affect the directions society takes. These processes

are culture at work.

Cultural vitality is as essential to a hégl and sustainable society as social equity,
environmental responsibility and economic viability. In order for public planning to be
more effective, its methodology should include an integrated framework of cultural
evaluation along similar lines to thodming developed for social, environmental and

economic impact assessmefi (Summary in Hawkes, 2001: vii)

Community arts, based on the values and principles of inclusion and community development, and
which promote positive community relations as an underlying principle, have the power to be such an
expression of society, to empower individuals and communéies thus transform lives. It does this

not by seeking one truth, one way, or one common understanding, but by seeking to

WLINR o f SYI (A a Scrit@alyhéld agssudptiong a@Rd tb challenge canonical understandings
of the effects of humah y 1 SNJ Ol A 2 y 8 (RellicieR00V: MdD)s 2 NJ &4 © Q

oCommunity arts, by their very nature, support such platforms for creative and cultural engagement.
Community arts have a long history here; however, the relationship betweereaoépolicymaking
FYR GKS FNIA&AX LI NIAOdzZ F NI & O2YYdzyAide | NIlaz KIFa

1341bid p457
3%http://www.culturaldevelopment.net.au/community/Downloads/HawkesJon%282001%29TheFouatii B ustainability. pdf
136 | bid pvii

137 Belfiore 2007 op cit p 140
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input and only available to be critiqued after the fact. The local particularities of politics, conflict and
an emergent peace press opened more channels to offering knowledge and experience into a policy
debate that had also seen a significant growth in consequent resources. Whilst that funding resource
may now be on the wane, the determination to effect change through focuseaygffiecting
initiatives and artdased interventions is becoming more the norm, with the arts employed to have a

variety of critical inputs in discussions and useful outcomes for individuals and communities alike.

/| 2y2N) { KASt Ra Ay téoduSes ¢hé Bigrfack deidee fp@id/Acommunity and
cultural engagerant. In generalised policy arenas, the dimensions are usually quite well defined, but
regarding rural Northern Ireland, there is some confusion in nomenclature, that define areas,

populations and the relationship between metropolitan and rural and the mapping of information.

The most recent ACNI General Population Survey claims that for the first time more people in rural
FNBFa GKFEYy Ay dz2NDByl yi K SNE | Nl EigagEmeninidvwhadasokgt 8Bombined

attendance and participatiod &4

For example under PSA [Public Service Agreement] 9 one of the targets for DCAL is to increase the
proportion of the Northern Ireland population that participatesarts events. Similarly under PSA 12,

targets specifically aimed at DS[but also at other departments include the regeneration of

RAAlI ROl yil 3SR dzNbly FNBFaz GKS ONBIGA2Y 2F aKl NE
It would seem, accoidg to these statistics in theecent ACNI GeneraPopulationSurvey (2014)

reporting, that there has been improvementwhere it is stated that rural areas engage with and
participate in the arts more than urban areas. This was not a view generally diaredpondents

within our research, which disputes this. Issues of quality and choice of provision, along with the

138 |bid p3
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RSTAYAGAZ2Y 2F o6KIG O2yaidAiddziSa WwWSy3alr3aSySyid ¢6Ai0K

to investigate the veracity afuch qualification$*®

Youngat Heart project participants get creative with artisicilitator Louise Byrne.

The data refers to either attendance at on#f arts events or experiences or participation in an arts
activity within an unspecified context, for an gpecified length of time,) However, the funding split
between rural and urban areas, as highlighted in En@mining Social inclusion in the af%eport

indicates the paucity of investment in the arts in rural areas.

9ElF YAYAY 3 -Huidéd adiiXties in térinst of rural/urban split, the ACNI/DCAL
analysis indicates that less than one in ten arts activities (7%) took place in a rural area,
including 6% of exhibitions, 9% of participation activities and 3% of pefare
activities taking place in rural areas. This compares with an approximate population

split of 64% (urban) to 35% (rural) for the population of Northern Ireland as a whole.

Yot I GSYFYS ¢® HammMd WwdzNF € FyR dz2NBFY | NBIF Ay
Oft FaaATAOIGAZ2YaQd wSIA2Y I € ¢t NBYRAE nod hFFAOS
2014: 18)

Hull suggests that a broader study of ACNI funding programmes from 2007 to 2012 indicates further
disparity in funding between rural and urban areas, v88% of grants awarded to urban areas as
opposed to 4% for rural. The only area in which funding is more pronounced within rural areas, is
GAGKAY GKS 5/ 1 [ [/2YYdzyAGe CcSaitAaAgdlrta CdzyRZ 6 KSNB

139 http://www.artscouncitni.org/news/generapopulationsurveyresults2014
140 hitp://www.niassembly.gov.uk/globalassets/Documents/RalSe/Publications/2013/culture_arts leisure/12713.pdf
1411bid p18
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2010/11 took placét y NXzNJ £ | NBF azX ¢A 0K n¥EHul2014:18basedldn | OS A
FAIANB A GF1Sy FNRBY Wal LIWAyYy3 2F 323SNYYSyld TFdzyRS
LNBtlFYR HamankmmQ . FGSaz2y | ¥R Cdurcef &@theinZrgland itsefi,mm 5/ !
in analysing over nine and half thousands awards since 188&cts a 24% allocation to rural areas,

with rural/ urban classification based on Settlement Development Limits as definguithen] DoE

These further reflecteales of discrepancy between different statistical analyses. Based on-aquiest

analysis, the location of participation can be problematic. Furthermore, given there are awards to
regional organisations based in metropolitan areas but carrying out pragesiin rural settings, the

effect on rural activity is hard to quantify.

These figures suggest, that in order for people in rural areas to attend and participate in arts events,
they are of a kind which they have to pay unsubsidised prices for (whichestsgthey are
O2YYSNOAILff& RNAGSY YR WKAIKQ FNIaos 2N dkKSe& K
where funded events and projects are located, or they are attending and participating in local,
voluntary led projects which are running witliopublic funding, are provided for free, or in kind.
Either way, it would seem that participation in the arts takes more effort (in terms of time/distance
travelled and cost of travel), or is compromised on variety, quality and sustainability. The lack of
funding available for rural areas certainly excludes them from the majority of community arts activities
which are largely funding dependent, and offered at low cost or for free in order to facilitate access
to harder to reach, isolated and excluded payidns. The reasons for the severe disparity in funding
need to be investigated further in order to redress the imbalance and lack of opportunity for

participation in funded programmes.

There is no rural arts strategy put forward by the Arts Council Northern Ireland in the same way as
there is a Disability arts strategy, arts and older people strategy, youth arts strategy or community arts

strategy, amongst others.

One of the funding objectives, however, under the Form and Specialist Area Policy for Community
Arts, 20132018 A & (12 WSy O2dzN» 3S | LILX AOFGA2ya FTNRY 2NBEI

142|bid p18
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particularly in rural areas and those communities identifiddad SAy 3 Ay Y SERACRIF NBX3IS
2014a; 4)

143 http://www.artscouncitni.org/images/uploads/artforrrdocuments/Dance May14.pqii4
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The Art Form and Specialist Area policies 22AB8 have been developed in line wimbitions for
the At G KS | Nia [/ 2dzy OA f -yearTStrategid\diak ®Mthe AltsNIDI8I THeR Qa T A ¢
overarching priorities of the Plan are to champion the arts, promote access, and build a sustainable

sector are reflected in the individual Art Form and Specialist Area policies.

There is a vague recognition within the Arts @auNorthern Ireland 5/ear Strategy 20138 (ACNI

2014b) in relation to rural community needs and promoting access to the arts:

During the life of this plan we will encourage more people and communities to become
engaged and more deeply involved in #nes. Tackling barriers to engagement in the arts and
encouraging development and diversification of audiences are key ways in which the Arts

| 2dzy OAt gAff RSY2yaidNIGS Ada O02YYAUGYSyd (G2 -5
social exclusioff* (ACNRO14b: 14).

CKA& A& F2tt2¢gSR 08 GKS O2YYAuUYSyld G2 WAYONBFaAS
I NB H55(2D14b: 14), partly by encouraging more touring companies to undertake audience
development work. This is a strategy which seemsitwor some of the very successful rural touring

work which has been undertaken in England, under the auspices of the Arts Council EXtglaGe)

(Arts Council England 2014: 14; Matarasso 2007:482). Matarasso gives a breakdown of just how
successfuNHzNJ f G 2dzNAyYy3 KFa oSSy Ay 9y3IflryRxE 21fSa |
Odzf GdzNI £ FFOGA2Yy | & | NRHUHz2R®7: 448458 Her dedlg ihé Ristolp,S @St 2 L
funding investment, and structural support offered to such schemes, andthéw | NBadzZ G Wi
GK2dzal yRa 2F LIS2LX S KI @S F00Saa G2 NI S@Syida Ay
rural community development in the proce¥$(451-2).

However, the Arts Council Northern Irelaméy seek taevelop a evendeepa commitment to rural

areas reflecting policy shift&tt home andelsewhere

14(ACNI 2014b: 14).

145|bid p14

18 ACE (Arts Council England 2014: 14

Whttp://www.academia.edu/1432538/Common_Ground Cultural action _as a route to _community development
148 1bid pps4512
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The ACE have made a verbal and financial commitment to the specific needs of rural areas since 2004
in their publication ofArts in rural Englan@ACE 2004) in which they pledged

9 respond to the particular needs of rural areas
1 support artists working in rural areas
9 improve access for rural audiences
1 build partnerships for growth and

f campaign with rural organisations for recognition of their wdtk. (ACE 2014, 4)
Their percetage of funding for the arts in rural areas is also approximately commensurate with the
percentage population living in rural areas in Engl&iq2014: 58), and higher per head in many
instances. This contrasts greatly with the level of funding madeadlaithrough the ACNI to rural

areas in Northern Ireland.

So, despite claims that everyone has access to a dedicated arts facility within twenty miles of where
theylive®® ! / bL HamnoY TO0OX FYyR GKFEG GKS !''/bL glyida G2
art, recognising that there are evident inequalities in the extent to which arts are available to all,
especially amongst those who feel marginalised, isolated arid @& t $%(Z0®4: 4N this is

undermined by the quality and variety of what is on offer in rural areas, and the fact that the strategies

and policies in place currently are predominantly urkmamtric. This has the opposite effect than the
intended, in KI & G0KS W@2AO0St SaaQ NHzNIf | NBF& NS GNRGGS

Whilst it is clear that there is a commitment on the part of the ACNI to use the arts in particular to
WRSEt AOGSNI 0SySTAGAa (2 2dzNJ O2YYdzyA A SEPR § RRBBRARI
interventions to enhance community engagement, -oeach programmes and collaborative projects

that work beyond conventional arts spaces and activities that reach new audiences in fields such as
disability, intercultural diversity, older$2 LJX S YI NBA Y| f A &'SR01DHN,thRNBSY |y
needs to be explicitly related to the needs of people in rural communities in order for it to have an

impact therein. If any of the goals of the three ACNI themes are to become relevant to remal ar

equally accessible to all (including the 40% of people who live in rural areas), if rural areas are to be
vibrant and thrive, if inequalities between rural and urban are to be breached, then it is NOT sufficient

to continue without a specific stratedgr rural areas. Inequalitiemaycurrentlybe reinforced by the

149 http://www.artscouncil.org.uk/media/uploads/documents/publications/ruralarts _phpCaiaDcpetif
150 | hid p5-8

151 ACNI 2014b: 7)

152 ACNI 2014b: 9

153 |bid p11
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arts council 5year strategy,through using language and aims/themes/strategies whictay

inadvertently favour urban areas.

It is notall doom and gloom, however. Considering the networksl @onnections already existing

between the ACNI and rural arts organisations, introducing a rural arts policy is not inconceivable,
although increasing funding to develop rural arts may be more difficult. However, the recognition for

the ACNItoworkcl&t & gAGK € 20Ff | dziK2NRGASE a W2dzNJ f 2y
needs, and their target to support the 11 new Council Areas to develop dedicated Arts Strategies

(2014b: 16) poses some hope in terms of developing local rural commutstprajects, and locally

developing funding with local government, and in turn with their duty to include communities within

their community planning processes.

Five Apples sculpture unveiled in Ballymena

154 |bid p16
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The following segments present the predominantly quantitative findings of the questionnaires
designed for the Exploring Change research project.

Each Segment (Segment 8 Groups, Segextists and Segment 10 Participants) is organised into
sections and subsections based on the indicators for the three different respondent groups for the
guestionnaire: organigans, artists and participants based on convenience sampling.

There were 32 questionnaires returned by organisations, 17 from artists and 33 from participants,

making a total of 82 questionnaires.

Community Arts Activities 10 31%
Arts activities 10 31%
Arts activities for the purposes of social
4 12%

changes
Health and welbeing 9 28%
Community Development 5 15%
Socialsolation 1 3%
General- Education/Health/Training/Culture

_ 5 15%
and community Development
CrossCommunity Work 4 12%
Age Related Work 4 12%
Culture 4 12%
Community Development 4 12%
Disability 3 9%

Explicitly stated within the mission statements of the organisations surveyed, the following themes

were noted:
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Thirty-one per cent of the respondent organisations used arts activities and community arts practices.
From all the responding groups, 12 memt stated that their use of arts activities were explicitly for
the purposes of social change.

The second most mentioned category within the mission statements was that of health and well
being, 28 per cent, suggesting there is a strong interest betwaaén and health (although one
organisation addressing health and weding needs had never used community arts).

More surprisingly perhaps, of the 15 per cent of organisations with a specific brief for community
development, some had never used the ards was the case with the one organisation whose main

purpose was to reduce social isolation.

A number of the organisations, 15 per cent, had a more general purpose to cater for all sections of the
community, although they did in nearly all cases memtpecific themes, such as education, health

and weltbeing, culture and community development.

hiKSNJ aA3yATAOLYd YSyYydAazya degmfilty wokAiageelatedy adlb d-
activities (either youth or older people), culture, education omiing, 12% of responding
organisations and disability, 9 per cent.

Additionally, some organisations catered for mesr womenonly groups, ethnic minorities, socially
Ad2fF0SR YSYOSNE 2F (GKS O02YYdzyAGés 2N RARYQU |y

By selfdefinition, then, the rwal organisations surveyed cater for all sections of rural communities,
and had also an additional specific focus to their work, for example, community development or

health.

A third of the organisations had a specific arts focus, but a significant number had no arts experience,

and a further 21 per cent of organisations had little experience (four projects or less).

¢tKA&a YSIya (KFd 27F GKS 2 NBartigtk sissiorit@ thied woskKhalf h&dA Ry Q
little or no arts experience, yet were interested in using the arts for their work, suggesting that there

are many rural organisations interested in developing arts work, and who see the benefits of it, but

haSy Qi KFR (KS 2LIRNIdzyAdGe G2 R2 az2o

Without exception, all organisations surveyed stated a desire to be involved in future arts projects.
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Community and/oluntary sector 9 28%

Statutory Organisations (Local Councils) 4 12%
Care Facility 1 3%
Small Arts Organisations-2istaff) 11 34%
Medium sized Arts Organisations1Q staff) 6 18%
Large Arts Organisation (20 staff) 1 3%

Of the responding organisations, 28% could be categorised as working in the community/voluntary
sector and 15% of the responding organisations could be considered as belonging to the statutory

sector (4 council led and 1 large care facility).

The remainde were all, bar one, small community and arts organisations with no more than seven

members of staff, 18 per cent, but mainly witi2Ipaid members of staff, 34%.

Ld olayQi aLISOAFTASR gKSUKSNI GKSaS aidl ¥etterdSNBE LI N

funding dependent, or seémployed.
One organisation, an arts centre, had 20 members of staff.

Of the organisations in the voluntary sector, 66 per cent were community organisations, and 33 per

cent were arts organisations specifically.

Therural organisations surveyed for the purposes of this research indicate that rural arts work is
dependent on voluntary and small organisations with few staff, suggesting limited funding and

resources.
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Staff

Segment & Table 3.Staff

Type of Staff : Percentage of
Paid 23 71%
Unpaid Volunteers 9 29%

Of the organisations responding to the Exploring Change survey, 71 per cent operated with paid

members of staff and 29 per cent operated with unpaid volunteers.

Staffing levels of the organisationwith paid staff

Segment & Table 4.Staffing levels of the organisations with paid staff

Number of staff \[o} Percentage
1-2 Paid staff 11 48%
4-7 Paid Staff 6 26%
20 Paid Staff 1 4%
150 + Paid Staff 5 22%

Almost fifty per cent of the respondirgyrganisations were small, with-2 paid staff members, and

26 per cent with less than 10 staff members.
Number of Volunteers usetly Organisations

Segment & Table 5.Number of volunteers

Number of Volunteers Number of Percentage

Organisations

0 5 19%
1-4 6 19%
5-10 9 28%
10+ 9 28%
No responses 2 6%
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Most of the organisations relied heavily on volunteer help on a regular (weekly) basis to aid in the
provision of their services: only five out of the thittyo respondents did not use regular volunteer

help, and two did not respond.

These figures do ndake into account the volunteer activity for ordf events and festivals, nor do
they take into account internships and work experience, and therefore the actual figure is likely to be

higher.

However, regular volunteer activity would seem to suggesigh heliance on an unpaid workforce,

even outside of the voluntary sector.

Community organisations in rural areas are much more likely to be run by voluntary workers and,
unless they are statutory and/or large organisations, tend to empdoy few permanent members of

staff.

As in urban areas, community and arts organisations lean heavily on part time, contract based and
funding dependent members of staff (often community development officers). However, this is likely

to be even more pronauced in rural locations.
This puts rural organisations at a disadvantage compared to their urban counterparts.

It is important to say that voluntary work is seen as an incredibly valued way of engaging with
communities in urban areas, particularly witiommunity development project® and volunteers,
when sufficiently supported, act as a bridge towards commuriftiegho may never otherwise engage

with community development and the arts.

Experience has shown that the most effective and sustainable coitynd@velopment

LIN2EINF YYSE INB (K2aS 46KAOK Ay@2t @dS 20t LIS2L

LJIS2LX SQ Ayid2 O2YYdzyAdlASazr SaLISOAFtfte LI AR ai

support them to do things for themselves has shown to be dfeatare model®’

155\/olunteer Now (2011)he Role of Volunteering as an integral part of Community DevelopmenBalfdkt, Volunteer Now
156 Volunteer Now (2011Jhe Role of Volunteering as an integral part of Community Developmen®8alfdkt, Volunteer Now p7

157Volunteer Now (2011)he Re of Volunteering as an integral part of Community Development Be\fgst p6
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This is not to say that volunteers should replace paid workers within community development, but

that they should work together within clear, supporting framewot¥s.

Geoghegan and Powell warn that in Ireland although volunteer levelbighe there are questions
regarding the quality of engagement with local peopfeThe complexity of volunteering activity
demands a strong infrastructure to maximise capacity and maintain high stand®@sod practice

and clear management policies are essentfdlas are training, support and opportunities for

recognition in terms of skills learnééf

This was supported by evidence from visiting and speaking to community group leaders for the

Exploring Chage project.

It became clear that many (particular voluntary led) organisations felt they lacked expertise in writing
Fdzy RAYy3 LI AOFGA2yazr NB Aaz2flGdSR FTNRBY ySiso2N]

neighbouring villages, hamlets and tosvn

WDNRB gAYy GKS OIFLIOAGEe 2F f20LF¢ LIS2 L)X S | 38y
communities and build social networks founded on high levels of volunteering and skilled

AdzLILI2 NI Aa 2yS 2F GKS LINBNEBK dAarAdGSa F2NJ OAo6 NI

The implicatbns, supported by the research carried out for the Exploring Change project, are that the
predominance of volunteering in community development in rural areas (double that of the rest of
the voluntary and community sectors, Volunteer Now 2011: 6) neelis tbnsidered, supported and

developed when carrying out community arts work with rural community organisations.

158\/olunteer Now (2011)he Role of Volunteering as an integral part of Community DevelopmenBalfdst p6
pS23KS3AFYS a FYR t26Stf X C dnershipi@oversidhce ahy Ditgnimiag of Br&adstohafizatgrS Bidfilthg t | NJ
FyR !'aasSaairy3d itsh Durmaldf Sdctal WoldS fipls458810 A Y

160 \olunteer Now (2011Jhe Role of Volunteering as an integral part of Community DevelopmentBdfhist

161 |bid p9

162 Department of Agriculture and Rural Development (DARD) (Fadr8)al Voluntary Action in Rural Northern Ireland: What does this tell
us about the existing and potential impact of volunteering on community well being and cajelfgg?, DARD

163 Department of Agriculture and Rural Development (DARD) (ZediB)al Voluntary Action in Rural Northern Ireland: What does this tell
us about the existing and potential impact of volunteering on community well being and cajialiyst, DARD
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All sectors 20 60%
Age related 8 24%
Men only/Women only 3 9%
Training 5 15%
Marginalised groups 3 9%
Specifically Cross Community 1 3%
Drop in users 8 24%
Members 4 12%
Sports 6 18%

The findingdrom this research show that rural organisations cater for all sectors of the community,
and range from having a general remit of catering for all community groups and all sections of the
surrounding populations, over 60 per cent, although some organisataatered to very specific
sections of the community (age related groups, ranging from parent and toddler through youth groups
to older people) 24 per cent. Some organisations catered for men or women only groups, 9 per cent

and some were primarily for etation and training groups, 15 per cent.

Marginalised groups (disability related, low income families, single parents) were catered for by 9 per

cent of the organisations, and cressmmunity only groups were catered for by 3 per cent.

Twentyfour per cen of organisations catered for drejp users, and 12 per cent for subscribed

members groups.
Some organisations specified they catered for arts or sports related activities, 18 per cent.

It is clear that community centres and community organisations withial areas need to be flexible

and highly responsive to a wide range of needs, and are less likely to be pulgfosed as centres in
urban areas. In addition, conversations with community group leaders suggested that community
buildings are used for verything from weddings and funeral gatherings to youth clubs and

weightwatchers meetings.
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Age range catered for by organisations/groups

Segment & Table 7.Age range catered for by organisations/groups

Age range No. Percentage
Any age 17 52%
Anyage adult 25 77%
Any age children 18 55%
Presschool (64) 18 55%
Primary (511) 23 71%
Age 1215 24 74%
Age 1625 27 84%
Age 2650 27 84%
Age 5065 30 94%
Age 65+ 30 94%

Segment & Figure 1 Age range catered for

94% I 94% i
84% [l 84% 75% |

77% ?

740 |

55% 52% 50% !

5+ 51-65 26-50 16-25 12-15 511 04 Any age Anyage Any
adult children age

With regards age range catered for, most organisations and the premises they work in, catered for all
sections in the community, however, there are marginal differences particularly when young children

are involved.

Ninety-four per cent of responses shod@rganisations working with people 65 and over, only 55 per

cent of responses showed organisations working withgaieool children.

Ninety-four per cent of organisations catered for adults 50 years old and above, 73 per cent worked

with children 5 yearsld through to 11 years old.
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Community relations in rural Northern Ireland can be complex and more difficult to define or

recognise.
The results of the Exploring Change research project reflect this.
hNBIFIyAaldAz2zya RARYQU gFyd G2 2N O2dzZ RyQi &aLISOA FE

For many organisations, their constitution states that they are ecossmunity, and therefore there
was a reluctance to indicate whether the area they are logatas demographically of one population

of another.

However, those organisations that specified a particular community demographic were located

predominantly within Nationalist areas, 42 per cent.

There were no organisations specifying an exclusivelgrist demographic, and 45 per cent offered
SAGKSNI I pnkpn 2NJ ySIENI pnkpn aLXAG OftFaaiaFTAaolraa

affiliation, not wanting to specify either way.

Although only three categories were given (nationalist, nigbor other), the range of answers (such
as 45/45/10 split, or ticking all boxes) demonstrates that many rural community groups find a

classification split according to a unionist/nationalist demographic problematic.

The data indicates the need for waykclassifying rural communities differently, using classifications
GKAOK 2FFSNI I YdzOK 6ARSNIFYR Y2NB O2YLX SE NBIRAY
' F2NY 2F 20t WLREAGAOFIT O2NNBOG YISt 2y (2 (F

CKAA Ad LISNKFLA Iy AffdOGNIGA2Y 2F WRSYALFfQ 2N W

areas.

There were other signs that community background permeates rural life on a practical level, but not

along the clear, visib| violently conflicting ways that are more apparent in urban areas.

Sixty three per cent of groups targeted their activities in the highest proportion to older people and
54 per cent towards disabdegroups. Activities were also targeted often towards ethnic minorities, 30

per cent.

WhiKSNR a20Alftfé& SEOfdZRSR INRdzZLIA & LISOA hdafhRZ my L.

young people at risk, and young teenagers.
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Eighteen per centfothe organisations did not target their activities specifically to socially excluded

groups.

It can be concluded then, in the group of organisations surveyed, that there is a high percentage of
activity which has a social agenda, inferring that sociahgke of a specific nature is a goal of most

organisations operating in rural areas.

This indicates a broader range and response in catering for-comsmunity work, intergenerational
work, or intercultural projects than shown by the demographic dataove for the main groups

identified as accessing the services.

It also gives a clearer indication that although many groups identify themselves as being cross
community by nature of their constitution, there is a great need for casamunity work.

tyre ¢Sttt 0SS (GKS OFasSz: (KI{i-Odx¥Yvumnzfké® BHENPR dKSANR
SiK2a NBTfSOG (KAaX ¢AlGK2dzi KIFI@GAy3d GKS YStya (2
or the need for a focus on positively and activelgmoting crosscommunity relations.

Overt violence may not be the norm in rural communities, but there is perhaps a need to distinguish

between identifying as a cros®mmunity organisation with an open access policy, and the

recognition that crossommunty work is a rebissue for rural populations.

Social Isolation 24/73% 8/25% 1/3%
Community Relations 19/61% 11/35% 1/3%
Access to services 22/68% 7/23% 2/6%

The top three issues addressed by organisations in rural areas as surveyed in the Exploring Change

research are social isolation, community relations and access to services, to an almost identical extent.

Within these top three, however, it is interesting to note that social isolation and access to services
are addressedirectlyto a high degree, whereas community relations is targétedrectlyto a higher

degree than the others are targeted indirectly.

This would seem to reinforce the observation above that addressing community relations in rural

areas is problematic.
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Rural issues addressed by organisations

Segment & Table 9.Rural issues addressed

Issue

Socialsolation

Access to services
Sectarianism

Community relations

Youth Unemployment
Unemployment in general
Poverty

Racism

Lack of opportunities in education and training
Lack of opportunities in rgaining
Lack of opportunities in general
Other

Directly
24/73%
22/68%
8/25%
19/61%
7/23%
6/19%
13/42%
11/35%
12/39%
7/23%
11/35%
4/13%

Indirectly
8/25%
7123%

13/42%
11/35%
10/32%
13/42%
10/32%
7/23%
11/35%
10/32%
8/26%
1/3%

Not at all
1/3%
2/6%
2/6%
1/3%

7123%
5/16%
2/6%
6/19%
2/6%
4/13%
2/6%
1/3%

Segment & Figure 2 Rural issueaddressed

socatsoLanon [ P |
commny retarions RN R -
soveery

LACK OF OPPORTUNITIES
IN EDUCATION 39%| 35%] 6%

LACK OF OPPORTUNITIES
IN GENERAL 35% 26%j 6%

cncis
LACK OF OPPORTUNITIES
IN RE-TRAINING 23% 32% 13%
UNEMPLOYMENT
IN GENERAL 19% 42% 16%

OTHER I 3%. 3%
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With regards key issues targeted in general, unemployment (both in general, and to a slightly lesser
extent youth unemployment) sectarianism and lack of opportunities-tnaming are addressed more
often than not indirectly rather than directly, wherea®verty, racism and lack of opportunities in

education and in general, are more likely to be tackled directly.

This possibly says something about the stigma and sensitivity surrounding the issues, and the need for

a softtargeting of these as a result.

Community groups and experience of the arts

Segment & Table 9.Community groups and experience of the arts

Number of projects Number of Groups Percentage
0 4 13%
Less than 5 7 22%
5+ projects 20 63%
No response 1 2%

Segment & Figure 3.Community groups and experience of the arts

6%

o
m >5
I 5+

- No responses
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The majority of organisations surveyed had recent experience in community arts activities, with 63%
having run community arts projects at least once a year for the past five years, and 35 per cent of

organisations having tle or no previous experience.

| 26 SOSNE QAL [/ 2YYdzyAde ! NIa tIFNIYSNAREKALIQa ! yydz €
the general picture is somewhat different with 70% having no prior expeeief community arts

practice.

The fact that many of the organisations which responded to the surveys are familiar with the work of
/1Tt3S FYR KIFE@GS 0SSy adzZlJll2NILI SR GKNRdzZAK /!t Qa 02YYo
of them were recruited to the research), means that thediase data may reflect an experience in

community arts.

Frequency of Community Arts Activities

Once a week 7 22%
More than once a week 4 12%
1-3times a month 6 20%
5-10 times a year 7 22%
Less than 4 times a year 0 0%
One off events 4 12%
No response 4 12%

)

I Once a week
[ More than once a week
[ 1-3 times a month
5-10 times a year
M One off events
M No response
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When compared against the frequency of community arts activities, the data indicates a consistent
and frequent level of experience across organisations, with 34 per cent of organisations indicating

activities happening at least once a week.

A further 34 @r cent include community arts activities less than once a month or for one off events.
20 per cent of the organisations organise community arts activities at least once a month, and three
RARY QU | yagSN®

This demonstrates a strong desire amongst the sggdeorganisations to employ arts activities, and

suggests that there is a strong need, and recognition of the benefits that community arts can bring to

their members.

The organisations demonstrated an engagement with a wahgje of selspecified art forms, with
the top four being: dance (20 out of 32), craft (18 out of 32), traditional arts (18 out of 32) and
photography (18 out of 32).

Over half the organisationssal engaged in drama and theatre, music and-fitaking or animation
respectively. The least popular art forms were fashion, drawing and painting, and circus skills, maybe

because they are either more unusual, or more solitary activities.

Other activitiesspecified by organisations includedrumming; storytelling; pub theatre; building
carnival floats, cross border and primary age craft schemes; Graffiti art; Song writing, boat building,
willow sculpture, bog wood workshops, cultural crafts, illustratigiass workshops, blacksmithing,
environmental arts, and basketry. This indicates the wide range of activities organisations in rural
areas engage in, and not only more technologically based digital media activities, such as photography
and animation, but emmunity arts activities that reflect and draw on rural life, as indicated by
GNF RAGAZ2YFE FNI&a yR W2U0KSNR FOGAGAGASEAET &dzOK

environmental arts.
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Adivities do not tend to take place in a purpose built facilities (only 7 out of 32 organisations said they
accessed purpose built facilities for their community arts activities), but are much more likely to take
LX I OS SAGKSNI 2y (i K(@8 0BtNEBR)yoh i d comniyituildingNID But &f S

(which may be one and the same). Many organisations also specified that their activities happen

outdoors (12 out of 32), or in no fixed space (8 out of 32).

Four out of 32 organisations indicatduht a lack of facilities is a major obstacle to providing activities,

and 8 out of 32 organisations find it a hindrance.

Three out of 32 organisations also stated that access to purpose built facilities would be a major need
in providing high quality artactivities, and 10 out of 32 stated it would be desirable for high quality

provision in the future.

A far higher percentage felt they would need better access to high quality arts equipment in order to

provide high quality projects (24 out of 32 orgatiisas).

Itis clear from this data that many organisations do not feel that they have access to either high quality

arts equipment or the purpose built facilities that they need for community arts activities.

Given that the Arts Council Northern Ireladdta states that there are arts venues within a 20 mile
radius of 99% of households in Northern Ireland (ACNI 2014b: 7), our received responses would
suggest that organisations still feel unable to access said facilities and arts equipment for their

membels or participants.

It would also suggest that despite the flexibility of community buildings in rural areas, they are not
ideal venues for arts activities given that they may lack specialist equipment or facilities, and therefore

participants are not abléo gain the whole benefit of participation in arts based programmes.
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Working towards a particular
event

To access

particular funding

In response to user requests
To take advantage of skills
offered by staff

To tie in with the mission
statement of the organisation
Toaddress a particular issue
To counter sectarianism

To build community

relationships

To develop skills of participant:

As an educational or training
Todevelop or extend existing
opportunities

To raise awareness of issues

To increase access to services

for particular groups

As an aid to developing service

As an aid to Longerm
sustainable community
development

Other

10/32%

7/23%

15/48%

8/26%

16/52%

16/52%
9/29%

18/58%

17/55%
16/52%

14/45%

8/26%

12/39%

10/32%

15/48%

4/13%
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11/35%

10/32%

9/29%

11/35%

4/13%

10/32%
5/16%

8/26%

6/19%
7/23%

7/23%

7/23%

7/23%

10/32%

6/19%

1/3%

3/10%

1/3%

2/6%

2/6%

10/32%
5/16%

1/3%

1/3%

3/10%

3/10%

1/3%

2/6%

1/3%

1/3%



To build
community relationships

To develop skills
of participants

To address a
particular issue

As an educational
or training

To tie in with the mission
statement of the organisation

In response to
user requests

As an aid to LT sustainable
community development

To develop or extend

FREQUENTLY

5

52%)|

52%)
A48%)

48%

58%

Working towards
a particular event

To take advantage of skills
offered by staff

As an aid to
developing services

To access
particular funding

To address a
particular issue

In response to
user requests

To build
community relationships

As an educational

existing opportunities 45%) or training

To increase access to To develop or extend
services for particular groups 39% existing opportunities
Working towards To increase access to

a particular event 32%| services for particular groups

As an aid to To raise

developing services 32%| awareness of issues

To counter To develop skills

sectarianism 29%) of participants

To take advantage of skills
offered by staff

To raise
awareness of issues

To access
particular funding

26%

26%

23%)

As an aid to LT sustainable
community development

To counter
sectarianism

To tie in with the mission
statement of the organisation
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Via the research questionnaire, the most frequently given reasons for organisations using community
arts are to build community relations, to develop skills of participants, as an educational or training

tool, to address a particular issue, or to tie inttwihe mission statement of the organisations.

It would seem that whereas community relations are seen as sensitive, and difficult for organisations
to tackle directly, community arts are used frequently to address sensitive issues and appear as the

top reason given for addressing community relations.

This would suggest that the arts are uniquely placed to offer a way to effectively address sensitive
issues. However, whereas many organisations seek to promote community relations through the arts,
sectariaism is seen as a separate issue, which some organisations had never considered using the

arts to approach, and some would never consider using them for this purpose.

Less frequently community arts are used to raise awareness, or to increase accesscessand
very few organisations stated that they would never use the arts to access particular funding, or to

counter sectarianism.
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A high percentage of organisations, 72 per cent, funded their activities through grants, althiolygh
21 per cent of these organisations were purely grant funded. 50 per cent of respondents also funded

activities through their own funds, and 9 per cent were purely-geitling.

In 18 per cent of organisations, naitside artists or partner organisations webgoughtin to run

community arts activities, and were reliant on internal staff and volunteers only.

This is perhaps less surprising than it first seems, given that many of the organisations surveyed were

arts organisations, and would therefore presumably use their own staff for community arts activities.

However, it does say something about the willingness (or lack of it) to engagéahorativework,

which is essential in developing community capadihus suggesting that community development

AayQid Fra STFSOGAGS Ay G(GKSasS OFraSasx 2NJ Ll2aarofe A
In 50 per cent of cases where volunteers were involved in the running of activities there were no staff

members involved. Thisorrelates to the number of volunteer organisations responding to the

guestionnaire, just under 30 per cent.

6 per cent of organisations never engaged staff members or volunteers in their arts activities, which

were always run by outside artists and partner organisations.

Exhibition 21 65%
Music CD 8 26%
Film 12 39%
Artwork for community 17 55%
Performance 12 39%
Other 5 16%
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Segment & Figure 6 Artistic outcomes

65%

55%

50%

39% 39%

26%
25%

16%

Exhibition Artwork for Film Performance Music CD Other
community

Community Arts traditionally has delivered a range of artistic outcomes, primarily performance,

publication or exhibition, which is in line with the rest of the Arts sector.

Community Arts activities were most likely to result in the production of arbéidn or artwork for

the community, followed by a film or performance. Each of these involves the public display of
material, indicating that the involvement of an audience or the wider public in tangible outcomes of
community arts activity is of importece and mutual benefit to both the participants and their wider

communities.
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Participants are more confident
as a result

CA bring diverse communities
together

CA help improve community
relations

Participants learn new skills
They help break down barriers
between people

They encourage collaborative
ways ofworking

They are fun

¢tKSe AyONBI &S ¢
our organisation

They are easily accessible to
everyone

CA help people get jobs

CA promote physical and mental
well-being

Through participation and
engagement in C.A. people are
socially included
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education and training

CA is sensitive to individual neec
CA work for all ages

CA help extend the impact our
organisation has on the

surrounding communities

23/74%

19/61%

23/74%

27/84%

28/87%

23/74%

26/81%

26/81%

18/58%

9/29%

23/74%

24[77%

21/68%

14/45%
24[77%

23/74%
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5/16%

8/26%

5/16%

2/6%

5/16%

2/6%

2/6%

6/19%

16/52%

4/13%

2/6%

5/16%

11/35%
3/10%

4/13%

2/6%

1/3%

1/3%



They help break down . very much agree
barriers between people 87%]
. agree somewhat
. don't agree
I
They encourage collaborative
ways of working 74% 16%
CA promote physical and
mental well-being 74%| 13%)|
CA help extend the impact our organisation
has on the surrounding communities 74% 13%
CA contribute to people's
education and training 68%) 16%)
CA bring diverse
communities together 61 26%)|
They are easily
accessible to everyone 58% 19%f 6%
CAis sensitive to
individual needs 45% 35%]
CA help people
get jobs 29%| 52%8 EEQ

From the research group we can see that main benefits which organisations felt resulted from using

Participants learn
new skills

They are fun

They increase what's on
offer by our organisation

CA work for all ages
People are socially included

Participants are more
confident as a result

CA help improve
community relations

community arts, were that they help break down barriers, closely followed by participants learning
ySg aiAfttaTtT GKFIG GKSe& I Nderby ie/okanisafith. § KS& Ay ONBI & ¢

Respondents felt that the arts helped people to get jobs, they were easily accessible, and catered for
AYRADGARdzZ f ySSRa (2 | OSNIIFIAYy SEGSY(Gz o6dzi RARYyQ

What is interesting to notés that there is a perception that new skills are learned, but that skills are
not linked to new job prospects. This suggests a number of things: that it is perceived that people
engage in the arts for lifelong learning purposes, but not in order to diréctrease job prospects;

that the arts help develop transferrable, or soft skills which are not directly linked to specific job
openings; and/or that the arts are not currently used by organisations to directly help people enter
the labour market, reskithem, or help them get out of unemploymertiowever, there has been
Social Return on Investment data from over a decade ago that suggested that Intermediate Labour
Market activities, wedded to creative endeavour, could provide positive results if funasdinably

allowing development impact to be supported and charted longitudinally.
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However, one of the main reasons cited for using the arts was as an educational or training tool, which
would suggest that the kind of education or training for which déines are employedsi not linked to

finding a job.

This would, however, need further investigation to verify, but also suggests that there is more scope
for the arts to be more explicitly used to help people gain skills and training they need in order to

further their career/employment prospects.

Interestingly, this disconnect between building soft skills, but not receiving formal accreditation or
qualifications to support progress into employment is reflected in both the experiences of volunteers
in ruralNorthern Ireland (see DARD 2013:22) and in the informal interviews held with rural community
groups as part of this researddETI, DE and DEL all ceased fundirgpied soft skills from c. 2008.
The closure of the Workers Educational Association iMi20%ed much to this shift in targeted

provision.

The informal interviews suggested that urban artists with recognised qualifications are preferred or
IAPSY LINBFSNBYOS Ay RSEAGSNAYy3I O2YYdzyAide FNIa ¢
hold college or university certificates, but who are much more likely to be better acquainted with the

communities they work within.

This more general attitude relating to the tensions between tfermal and informal,
soft/hard/unaccredited and fully independdy accredited has been one often heard at community

and indeed arts sectoral levels.

This would suggest a range of potentials: that there is a wider overall need within rural communities
02 SAGKSNI 2FFSNI F2NXI j dzI RRT 0 SloE 2 yAsy F2ANJ | &y At f
activities to skilbuilding; in volunteering), or in working towards a change in employment culture to

recognise experience and s#dfught skills on an equivalent and individual basis

Lack of interest/uptake 20/61% 7123% 1/3%
Lack of adequate resources 11/35% 12/39% 3/10%
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Difficulties in participants
getting to activities

Lack of expertise/knowledge in
the arts

Not having the right people to
run activities

Difficulty in getting artists to
visit rural areas

Artists don’t havedequate
knowledge of rural issues
Lack of funding

Lack of adequate space
Certain communities never
access activities

Difficulties in publicising
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Difficulties in getting people to
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Artists don’t understand
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understand community
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Communication between
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and what the participants want
to achieve

Other
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3/10%
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6/19%
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14/45%
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5/16%

3/10%
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1/3%

1/3%

3/10%

1/3%
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12/39%

11/35%

10/32%

13/42%
7/23%

17/52%

13/42%

15/48%

10/32%

14/45%

9/29%

9/29%

1/3%

5/16%

10/32%

14/45%

9/29%

9/29%

2/6%
14/45%
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11/35%
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12/39%

8/26%

17/52%

9/29%

1/3%

1/3%

4/13%

4/13%
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1/3%
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2/6%
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Difficulties experienced by orgarggions in using Community Arts

Segment & Figure 8Difficulties experienced by organisations

120

100

m Very difficult = Some difficulty = No difficulty = Not sure
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Lack of funding

Lack of adequate
resources

Difficulty in getting artists
to visit rural areas

Difficulties in participants
getting to activities

Certain communities never
access activities

Lack of adequate space

Difficulties in getting people to
participate in longer term projects

Difficulties in
publicising activities

Artists don”t have adequate
knowledge of rural issues

A difference between what they organisation wants
to achieve and what the participants want to achieve

Lack of expertise/knowledge
in the arts

Target participants don "t understand
community development issues

Not having the right people
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Artists don”t understand
community development issues

Communication between organisations,
artists and participants

Other
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Segment & Figure 10Difficulties experienced by organisations
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NO DIFFICULTY

Communication between organisations,
artists and participants

52%|

Lack of adequate space

Not having the right people

to run activities 4

Artists don "t understand
community development issues
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A difference between what they organisation wants
to achieve and what the participants want to achieve

Artists don "t have adequate
knowledge of rural issues

Difficulty in getting artists
to visit rural areas

Target participants don”t understand
community development issues

Lack of interest/uptake

Difficulties in participants
getting to activities

Certain communities never
access activities 13%)

Difficulties in getting people to
participate in longer term projects 13%

Lack of adequate
resources

!!!

Lack of funding |20

It is of no surprise that the main obstacle to using community arts perceived nearly unanimously by
organisations is lack of funding (27 out32 organisations stated that funding was a problem to a

greater or lesser extent, with 2 out of 32 unsure, and 2 out of 32 not responding to this statement).

This might suggest that the arts funding climate is a reflection of the current financiateclitnaay
also be a particularly sharply experienced in areas or organisations with low capacity or outside

priority areas of support of funding interventions like Neighbourhood Renewal or TRPSI.

Lack of funding, investment, and lack of access to purpose built facilities, may also responsible for the
second greatest perceived difficulty (to a greater or lesser extent) in using community arts: lack of
resources. This is closely followed by diffiadtin physically getting to activities; some communities

not accessing activities; and a lack of uptake in longer term activities.
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However, lack of interest, lack of space, and communication between organising parties were not seen
as major difficultiesThis suggests that lack of uptake and some communities not accessing activities
is not down to lack of interest, buhay befor other reasons (such as transport, timing of activities,

community relations, etc).

In order for marginalised community groups access community arts in greater numbers, these

issues would need to be investigated further in order to increase accessibility.

Eighty seven per cent of the research group of organisations commented on the extenttotivy

consult with participants as a means to gather feedback regarding community arts activities.

h¥ GK2aS 2NHlIyAaldAz2zya Yr{Ay3a 02YYSyidz mm: &l AR
experience of community arts. Of the remaining ongations, a significant percentage (48% of

organisations who gathered feedback) did so either after every workshop or on a weekly basis.

This indicates a high percentage of participants who are regularly and actively engaged in one way or
another in shang the arts activities they are involved in. On the other end of the spectrum, 24% of
organisations only involved participants in feedback processes either once per project or once a year,

and 28% gathered feedback more than once per project, monthlpdo @very two months.

¢tK2asS 2NHIFIyAalGA2ya K2 3IFGKSNBR LI NGAOALI YOG TS
restricted to) small organisations (with up to seven paid workers), with the least feedback tending to
be gathered from district couils and voluntary organisations. This might suggest that the small
organisations with some paid workers are closely sufficiently involved with participants, have time set
aside for feedback, and have feedback processes integral to projects in place duaeding

obligations.

Those who do not have such involved feedback processes may not be as directly involved with
participants (such as district councils), or may not have such obligations placed on them through grant
funding (such as selfinding volunter organisations, or those with or less restrictive small grant

feedback processes)

100



¢tKSe Yl& Ffaz2 KIFI@GS AyF2N¥If FTSSRol Ol LINROSaaSa
WFSSRoOoIIO1Q 6&dzOK & Ay F-pehdhbl undeistaydig STNER lcamanifya = Of 2
context, participants who are also volunteer leaders of projects etc), or it may be that third party
organisations who run arts projects conduct the participant feedback for them, as will be the case in

up to 65% of those researched.

Further investigation would be needed to determine the level of participant feedback and therefore
involvement in the running of community arts activities specific to volunfaeilitated

organisations.
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Oz VANGENSIRd Quantitative Information- Artists

Section 1

Question 1 Representation

In terms of representation our artist respondents were spread geographically across 4 cautities
per cent from Tyrone, 24 per cent from Antrim, 18 per cent from Fermanagh and a small number from

County Down.
Question 2- Art Forms

There was a wide range of art forms represented and much in the way ofdisdiplinary practice

exhibited with most respondents listing at least two disciplines which they facilitated regularly.

The art forms represented wengsual arts, textiles, creative writing, photography, video, sculpture,

music, festival and carnival art, pottery, drama and dance.

Section 2

Question 1¢ Experience

Segment ¢ Table 1. Artists experience of community arts practice

Level of Experience Number of Artists Percentage
0 experience 3 17%
Less than 5 5 30%
5 + projects 9 53%

Segment ¢ Figure 1 Artists experience of community arts practice

mo
[ Less than 5
[ 5+ projects
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Of the artists who responded to our questionnaires, just over 50 per cent had high legefsoknce,
delivering 5 or more community arts projects in rural areas in the last 5 years, just on 30 per cent had
some experience conducting less than 5 projects in the last 5 years and a small number, just over 17

per cent, had no experience in projetzlivery.

Question 2¢ Time Frame

Segment L Table 2CNB lj dzSy O0e 2F FINIAadaQ O02YYdzyAide | |

Frequency Number of Artists Percentage
Once a week 1 6%
More than once a week 3 17%
1-3 times a month 0 0
5-10 times a year 5 30%
Less than 4imes a year 3 17%
One off events 3 17%
No experience 3 17%
Segment & Figure 2CNE |j dzSy O0e 2 F | NI AataQ 0O2YYdz/ Ade

¥ Once a week
[ More than once a week
I 5-10times ayear
B Less than 4 times a year
[ One off events
Il No experience
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Of those with experience of community arts project delivery, in terms of the time frames of the

projects, this varieanarkedly.

Seventeen per cent of all respondents delivered projects more than once per week, 1 of our
respondents delivered projects at least once per week, 30 per cent delivered projects between 5 and

10 times per year and 17 per cent delivered projeessithan 4 times per year or for one off events

Working towards a specific event 9 50% 6 36% 1 7%
To tie in with the mission
1 7% 9 50% 4 21%
statement
To address a particular issue 7 43% 4 21% 2 14%
To counter sectarianism 4 21% 2 14% 4 21% 1 7%
To build community relations 9 50% 4 21% 4 21%
To develop skills of participants 7 43% 4 21% 4 21%
As an educational or training tool 4 21% 10 57% 1 7%
To develop or and extend existing
- 9 50% 2 14% 4 21%
opportunities
To raise awareness of issues as ¢
_ 2 14% 6 36% 4 21%
aid to advocacy
To increase access to services fol
_ 2 14% 6 36% 4 21%
particular groups
As an aid to developing services 1 7% 7 43% 4 21%
As an aid to longerm and
sustainable community 6 36% 4 21% 2 14%
development
Other 4 21% 1 7%
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FREQUENTLY
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To address
a particular issue 43%

As an aid to LT and sustainable
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As an educational
or training tool 21%)|

To counter
sectarianism 21%)|

Other

21%!

To raise awareness of issues
as an aid to advocacy 14%

To increase access to
services for particular groups 14%

To tie in with
the mission statement 7%|

As an aid to
developing services 7%

As an educational
or training tool

To tie in with
the mission statement

As an aid to
developing services

To increase access to
services for particular groups

To raise awareness of issues
as an aid to advocacy

Working towards
a specific event

To build
community relations

To develop skills
of participants

To address
a particular issue

As an aid to LT and sustainable

community development

To develop or/and

extend existing opportunities

To counter
sectarianism

Other

OCCASIONALLY

7%

The questionnaires offered a number of possibilities and time frames for those possibilities and the

responses are outlined in the following table.

Artists would work toweds specific events with some frequency 50 per cent of the time, and 36 per

cent on occasions.

They would infrequently deliver projects to tie in with the mission statement of the organisation which

hosted their projects, only 7 per cent of their activitieonnected with this orientation, but 50 per

cent of responses suggested that occasionally this would be part of the project orientation.

There were 21 per cent of responses which suggested that this had never been the reason to deliver

a project.

When aged if community arts projects had been used to tackle a particular issue, in this case racism,

poverty or social exclusion, 43 per cent of responses suggested that this happened frequently and 21

per cent suggested on occasion.

For building community reteons 50 per cent responded frequently and another 21 per cent of

responses suggested on occasion.

When we look at developing skills through the use of community arts projects or for educational or

training purposes, 43 per cent of responses suggest thraneunity arts projects are used frequently.
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This alters when we ask about use for educational purposes where the responses drop to 21 per cent,
although when we look at a lesser rate of frequency, education rises to 57 per cent when asked if on

occasion emmunity arts is the vehicle.

Community Arts projects are less likely to be used frequently for raising awareness or for advocacy
purposes, with 14 per cent of responses suggesting this. However they were more likely to be used on
occasion for this purpos&6 per cent of responses.

¢CKSNB gtayQid | KAIK NBalLRyaS (G2 FTNBljdzSyd dzasS 27
per cent of responses suggested that community arts would be used frequently rfgrtéwm

community development.

Question 4¢ Session rate

Segment ¢ Table 4. Frequency of project sessions

Number of sessions Artists Percentage
One off 7 41%
2-sessions 7 41%
6-10 sessions 10 60%
3-6 months 5 30%
6-12 months 1 7%
1 year + 4 21%
Other 1 7%

Segment & Figure 4 Frequencyof project sessions

41% 41%
30%
21%
7% 7%
3-6

6 - 10 sessions One off 2 sessions 1year+  6-12 Other
months months

60%
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When we whittle the delivery of projects into sessions we find that rather than ongoing long term
projects, the tendency is for the projects to be delivered in bursts of small numbers of sessions and

there is some crossover here as stsihave different delivery time frames for different projects.

Over 60 per cent of the rural projects our respondents were responsible for conducting were delivered
over a period of between 6 and 10 sessions, some projects had longer time frames \pighcaat

delivered over & months and a small number delivered over the period of a full year.

Of all the projects our artist respondents conducted, 4 projects were delivered over a period of longer

than one year.
Seven projects were delivered as ones#gsions and another 7 were delivered oved essions.

Question 5¢ Prevention of activity because of difficulties

If thelocation of the project is remote and difficu

2 14%
to get to
The expense of travelling to the location 8 47%
The time of travelling to the location 3 18%
Not knowing very much about rural issues 0 0%
Lack of access to resources 1 7%
Other 0 0%
No problem with travel 7 41%

47%
41%
18%
149%
7%

The expense of No problem Thetime of If the location of Lack of access

travelling to with travel  travelling to the projectis  to resources
the location the location remote and

difficult

to get to
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Respondents were asked if there were any difficulties with regards travelling to rural areas, or other
issues which would make it difficult for themdividually to carry out community arts projects in rural

areas.
Of all responses 42 per cent indicated that they had no issues arising from working in rural areas.
Forty-eight per cent of responses indicated that the expense of travelling was an isshelfo

Eighteen per cent put forward that time spent travelling was something which concerned them and
would inhibit their working in rural areas and there were some respondents who felt that travelling to

remote areas created problems and a lack of asde resources concerned 6 per cent of respondents.

Question 6¢ Outcomes

Exhibition 8 47%
Music CD 1 7%
Film 5 30%
Artwork for the community 7 41%
Performance 4 21%
Other- Publications 2 14%
No outcomes 4 21%
47%
41%
30%
21% 219%
14%
7%
Exhibition Artwork for Film Performance No outcomes Other Music CD
the community publications
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Often community arts projects have the production of materials or showcases of the achievements of

the participants associated with the completion or projects.

While 24 per cent of respondents hadt been involved in the production of specific materials or the
organisation of showcases, 48 per cent had organised exhibitions of the art works produced by
participants, 42 per cent had been involved in organising community exhibitions of artworksy 30 p
cent had produced a film or video, 24 per cent had organised performances on completion of their
community arts projects, 12 per cent had been involved with the production of a publication and a
small number roughly 6 per cent of respondents had usedabmmunity arts projects to produce a

music cd.

Once the questionnaires had established the experience of our respondents, it was necessary to
investigate the thoughts of our artists and arts practitioners with regards working in rural communities
using ommunity arts as a vehicle to offer both creative opportunities but also with the added

potential of looking at ways to promote change.

Social isolation 5 3 1
Access to Services 3 1 4 1 2
Sectarianism 2 1 1
Community Relations 1 1 2 2 1
Youth Unemployment 1 4 1 1
Unemployment in general 3 1 1 1
Poverty 1 1 1 4 1
Racism 1 1 3 1
Lack of opportunities in
2 4 2
Education and Training
Lack of opportunities in
2 4 2
retraining
Lack of opportunities general 6 4 1 1
Otherc¢ No facilities 3
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Agree somewhat Agree

Lack of opportunities
in general

-
s
N

Social Isolation

1

(=]

Access to services 1

Lack of opportunities in
Education and Training

Poverty

(2]

Youth unemployment

(2]

Unemployment

Community relations

Lack of opportunities
in re-training

w

Sectarianism

N

!lI
(9]
ot} G
N N
~
N

Racism

Respondents were asked what they thought were the most pressing issues in rural communities and

from there how might those issues be ranked.

This particular question elicited an interesting respe because some of the respondents felt that the
issues were all equally pressing, all equally important, that the level of importance might be better
NI y1SR o0& Fft20lGAy3 ™M FYR HQA

To allow alrespondents an equal say, a table was organised which recorded all allocations of all the

rankings on offer and a score was awarded to each ranking position.

(If a respondent ranked an issue with a 1 that 1 was accorded a score of 12 whereas a rarik®ing on

would be allocated a score of 1).

From this ranking system, it appears as if lack of opportunity, social isolation, poverty and

unemployment far outweigh social issues such as community relations, racism and sectarianism as

Very much agree

NI G KSNJ GKIy

key issues community artisisight be expecting to address through community arts practice.

There were in addition to the issues raised as pressing a couple of other issues put forward. Those

were, a lack of expectation that rural communities deserved better and a disconnectiorifeoants

believing them to be for those better off, better educated people but these received very little in the

way of support.
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Seventy seven per cent of respondents believe that Conitypérts can be used to address pressing
issues in rural communities. Some respondents qualified that support by responding as to why they

believed this,

Gad& 62NJ] Ay 5dzyalyyz2y tSFRa YS (2 62N)] Oftz2asSte ¢
to give them a voice, a sense of belonging but to also tackle racism and prejudice. Adults with
disabilities are very socially deprived in Dungannon area also and to have access to arts is a very
SYLRSNAYI GKAYyIdE

L 0SSt ASOS GKI G {iKeBence NXugl carimyinities iwhes tadkling\N@al idsues It
provides people in rural communities with a new tool to explore issues that affect them every day. It
helps create excitement and learning for something new, and acts as a tool to have theeinaanid

AY | ySé ol & dé

Gaz2zad NHNIft O2YYdzyAtASa R2 y20 KI@S GKS @GAaArofsS
urban areas however they are invariably strictly divided by the religious divide with little opportunity

to meet, let along converseitlt, members of the other community. The artist can provide a neutral

creative space to bring rural communities together that is-oonfrontational, nordenominational

and safe. The artist can facilitate dialogue and conversation through the mediumiofaavtay that

does not put participants under the spotlight and scrutiny of other members of the ofterktight

rural community.

GaSYOSNAE 2F NHz2NIt O2YYdzyAiAaSa OFry 2Fa4Sy €1 01 O2y
to the same serviee educational opportunities, employment and training as their urban counterparts.

Huge issues around rural poverty hold people back from developing their skills and reaching their full
potential in many areas of life. The artist can help provide oppditsnfor developing skills and

02y FTARSYOS GKNRdAZAK (GKS LINPOAAAZY 2F YIGSNREFf A Iy

G¢KS INIAadG Ol y -éduatehod theit Yorayiunily AoSka and ig seénBy themselves
and others. A community seerN dzZa K |+ @A adz-f FNIAAGQAE LISNBLISOUGA D!
ways than might previously have been experienced. This can lead to rural communities taking new

confidence and pride in their areas and the journeys they have taken through the Ta#pébles
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SELISNASYOS
andtofeelasedS 2F | 3SyOe 2@0SNJ GKSANI f A @dSadé

tand 27

the mental health sector it gives purpose, involvement of an activity, social interaction as a group and

I OKAS@SYSyild 6KSy | LINR2SOU
Lack of Interest 6
Lack of adequate resources 2 14% 6
Difficulties in participants getting to .
the activities
Lackingknowledge of rural areas 1 7% 1
Inconsistent attendance 1 7% 3
Lack of adequate space 2 14% 4

tFNIAOALI yia R2y(3 21% 4
| 240 2NBFYAAl GAZ2)

1 % 4
CA
Alwaysthe same people attending 6
Certain communities never access tr
o 2 14% 4
activities
Difficulties in getting people to attend
1 7% 3
long term
Difficulties in communication betweel
o _ 1 % 2
hosts participants andrtists
Differences in aims between
o o 1 7% 4
organisation participants through CA
Other
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36%
36%

41%

7%
18%

21%

21%

21%

36%

21%

18%

14%

21%

18%
7%

18%

36%
30%

14%

14%

18%

7%

18%

21%

18%

O02YLX SGSR®d¢

7%

7%

14%

14%

7%

18%

7%
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Segment & Figure 8 Difficulties associated with delivery of projects

VERY DIFFICULT

Participants don't
understand CA

Lack of adequate
resources

Certain communities never
access activities

Lack of adequate space

Differences in aims between
organisation participants through CA

Host organisation doesn't
understand CA

Inconsistent
attendance

Difficulties in getting people to
attend long term

Difficulties in communication between
hosts participants and artists

Lacking knowledge of
rural areas

14%

1
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-
B ]
= =
2

Segment & Figure 9 Difficultiesassociated with delivery of projects

Difficulties in participants getting
to the activities
Lack of Interest

Always the same
people attending

Lack of adequate
resources

Participants don't
understand CA

Certain communities never
access activities

Lack of adequate space

Differences in aims between
organisation participants through CA

Host organisation doesn't
understand CA

Inconsistent
attendance

Difficulties in getting people to
attend long term

Difficulties in communication between
hosts participants and artists

Lacking knowledge of
rural areas
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41%
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18%

14
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NO DIFFICULTY

Lacking knowledge of
rural areas

Inconsistent
attendance

Difficulties in communication between
hosts participants and artists

Differences in aims between
organisation participants through CA

Host organisation doesn't
understand CA

Difficulties in getting people to
attend long term

Difficulties In participants getting
to the activities

Lack of Interest

Participants don't
understand CA

Lack of adequate space

Lack of adequate
resources

Always the same
people attending

This particular question did not offer any real sense of a hierarchy of difficulties. From the responses
offered, there was some sense thalaek of understanding by participants of Community Arts theory
and practices could make project delivery very difficult. Some sense also that lack of adequate space

and resources could cause problems.
A concern was raised that certain communities did ambénd events.

Beyond that respondents experienced some difficulty with a host of issues, lack of interest, lack of
adequate resources, difficulties with travel, inconsistent attendance, lack of space, participants and
hosts exhibiting a lack of understand of community arts theory and practice, difficulties with leng

term attendance, communication problems and problems with differences in aims between
participants and host organisations, but by and large responses were spread evenly across the

possibilites offered to choose from.

And when asked if there was a possibility that a greater knowledge of rural issues might enhance
delivery of community arts projects, 65 per cent of respondents agreed with this idea, 25 per cent
dRY Qi NBALRYR YR [ NRdzy R mn LISNJ OSyid 2FFSNBR y?2
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When the artists were asked if they had ever had to change their facilitation style to deliver a

community arts project, 42 per cent reported that they did baw do that.

Gaé SELSNASYOS Ay NHNIf |NBF&E A& GKIFEG LI NIGAOALI
aspect of the group gathering. Participants may all already know each other through their families and
communities so |, as the artist/fdcih G G2NE Yl & 06S (GKS 2yfée w2dziair
conscious of the dynamics of the group and on taking plenty of time to introduce the project and myself
FYR 2F Fft26Ay3a GAYS F2NJ GSI oNBIF1a FyR 2L} NI dzy

GLT L KIFE@S y20 YSG 6AGK GKS 3ANRdzLI Ad OFy ©6S RATF
varying levels of ability y R GAYS&aOFItS Oy 06S Iy AaadzSoé

G{2YSGAYSa &2dz KF@S (2 GF18 Ayh2 O2yairmBNI GA2y?
experience, as thesecant £ A YLI OG 2y @2dzNJ LINRPINI YYS dé

GhTaGSy @2dz KI @S (2 SyadNB (GKFIG &2dz KIS G2 ¢2NJ
the area you are working in; in regional areas working with issue based practice you mesedeh

the area and the people you will be working with and you need to communicate with them to work out
GKI G A& NBIj dzA NERDE

In terms of other responses, 25 per cent had never had to change their facilitation sty@3gper

cent gave no response.

Thefinal questions asked about the benefits of community arts and beyond that what changes artists
thought were required to improve the general situation regarding delivery of community arts projects

in rural communities.

Respondents were asked to identifgy changes and then to rank them and again respondents tended

to interpret this a little eclectically,

Responses were valued in much the same way as the previous rank based questions and from that

tables were produced.
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Participants are more

confident

Brings communities

closer together

Helps improve

community relations

Develops new skills 6 2 2

Breaks down barriers

3 2 1
between people
Fun 2 1 3
Increases opportunities 4 1 4
Easily accessible 3 2
Helps people getjobs 2 2 1
Promotes Physical and

1 1 3

mental weltbeing
Promotes social
inclusion

Contributes to

- - - 2 2
education and training
Sensitive tdndividual
4 1
needs
Works for all ages 3 1

117



P
&
i
o
m
wv
o
3
[°]
=
=
Q
Y

Agree Very much agree

Participants learn
new skills

=
w

CA brings
communities together

=
N

CA promotes physical and
mental well-being

=
-

CA improves
social inclusion

CA helps break down barriers
between communities

They increase opportunities
where there wouldn't be any

CA is sensitive to
individual needs

Participants are
more confident

They encourage
collaborative working

oo
~l

Helps improve
community relations

CA adds to Education

and Learning 6
CAworks

for all ages 6
They are fun

Can help people
get jobs

The way CA projects are delivered
makes them easily accessible
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There was almost universal agreement that community arts projects offered substantial benefits to

participants.

Interms of ranking those benefits, learning new skills, bringing communities together, promotes well

being, promotes inclusion and breaks down barriers were considered to be the top 5 benefits.

A lesser ranking was given to benefits such as community anjsgts being easily accessible, helped
LJIS2LJX S 3ISG 220axX (KSe 6SNB Fdzy 2NJ 6KS@& $SNB
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Better public transport
Better travel allowance for

artists

More training on rural issues

Developing a rural CA
network
Developing long term CA

projects

More consistent attendance

More diversegroups
Developing linked projects
Access to high quality
equipment

Purpose built facilities
Increased budgets for arts
materials

Othersc better fees for
facilitators

A creative hub

Arts for arts sake

N
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support would you need to provide higluality arts projects.

Again a ranking system was used and again respondents tended to be quite liberal with the allocation

of rank.

Developing long term community arts project, developing a rural community arts network, developing
projects which linkedhto each other, increasing budgets for arts materials and access to purpose built

facilities were the top priorities for change offered by the respondents.

Some artists offered final comments

G/ 2YYdzyAde FNIa LINPeSOGa Ay NHNIE | NBFE KFE@S (KS
2FGSy INRdzZLJA KI #S tAGGES 2N y2 SELISNASYOS 27F N

under direction from funders to have a specifitccome.
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