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Article 27 UN Declaration of Human Rights. 

(1) Everyone has the right freely to participate in the cultural life of the community, to enjoy the 

arts and to share in scientific advancement and its benefits.  

(2) Everyone has the right to the protection of the moral and material interests resulting from 

any scientific, literary or artistic production of which he is the author. 
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Foreword 

Community Arts Partnership and the Rural Community Network through the Exploring Change project 

initiated conversations with 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 provision and 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 for local politicians and representatives from Arts 

centres in the larger towns. 

 

Like many conversations there was no one distinct narrative, in fact the research uncovered a complex 

weave of contrasting, sometimes competing, sometimes coherent, other times disparate 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 that there is a place for the Arts and particularly 

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 can offer substantial 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 Community Arts projects 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. 

άLΩƳ ƻƴƭȅ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǿǊƛǘƛƴƎΧLΩƳ ƴƻǘ ƛƴǘŜǊŜǎǘŜŘ ƛƴ Ŏƻƴǎǘƛǘǳǘƛƻƴǎ ƻǊ ŦǳƴŘƛƴƎ ƻǊ ƻǳǘǇǳǘǎ ƻǊ 

ƻǳǘŎƻƳŜǎ ŀƴŘ ƴŜƛǘƘŜǊ ƛǎ ŀƴȅƻƴŜ ŜƭǎŜ ƛƴ ƻǳǊ ƎǊƻǳǇΧΦǿŜ ƎŜǘ ǿǊƛǘŜǊǎ ǿŜ ƪƴƻǿ ǘƻ ŎƻƳŜ ƛƴ ŀƴŘ ǊŜad 

ǘƘŜƛǊ ǿƻǊƪ ǘƻ ǘƘŜ ƎǊƻǳǇΧōǳǘ ƻǘƘŜǊǿƛǎŜ ǿŜ ƎŜǘ ǘƻƎŜǘƘŜǊ ǘƻ ǎƘŀǊŜ ƻǳǊ ǿƻǊƪέ όaƻǳǊƴŜǎΩ 

Participant) 

) 
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In this report there is also an exploration of themes emerging from what might be considered official 

ƴŀǊǊŀǘƛǾŜǎΣ ǘƘŜ ǊƛǎŜ ƻŦ ǘƘŜ DŀƳŜ ƻŦ ¢ƘǊƻƴŜǎ ŀƴŘ ƛǘǎ ƛƳǇŀŎǘ ƻƴ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩǎ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘȅΣ ǘƘŜ 

impact (or lack of) of government intervention; 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 to self-harm 

and suicide, emerging from an area experiencing stagnation and decline.  

 

If this report manages to capture one thing though, it might be a voicing of something that was 

apparent in much of the discussion, a demand for improvement and a sense of disconnection from 

official narratives and the relating of real lived experiences.  

The sense of disconnection 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 issues arising from the difficulties 

emerging from rural life in the arts ƻŦǘŜƴ ŦŜƭǘ ǘƘŜƛǊ ǾƻƛŎŜ ƻǊ ŜȄǇŜǊƛŜƴŎŜ ƛǎƴΩǘ being heard or responded 

to. 

 

Concerns were raised regarding funding, from the allocation of available resources for rural areas to 

the perception of low levels of funding for the Arts generally and Community Arts in particular, and 

beyond that the perceived weaknesses of short term funding for projects. 

άL ǎǘŀǊǘŜŘ ƻŦŦ ǿǊƛǘƛƴƎ ǘƻ ƘŜƭǇ Ƴȅ ŘŜǇǊŜǎǎƛƻƴΧ ƻǾŜǊ ǘƛƳŜ LΩǾŜ ƘŜƭǇŜŘ ƎŜǘ ǘƘŜ ƎǊƻǳǇ ŎƻƴǎǘƛǘǳǘŜŘ 

ŀƴŘ ǿŜΩǾŜ Ǝƻǘ ǎƻƳŜ ŦǳƴŘƛƴƎ ŀƴŘ ǿŜΩǾŜ ƘŀŘ ǇŜƻǇƭŜ ŎƻƳŜ ƛƴ ǘƻ Řƻ ǎŜǎǎƛƻƴǎ ŀōƻǳǘ ǿǊƛǘƛƴƎ ŀƴŘ 

ŀōƻǳǘ ǘŜŎƘƴƛǉǳŜΧǘƘŜ ƎǊƻǳǇ ƻŦŦŜǊǎ ǇŜƻǇƭŜ ŀ ŎƘŀƴŎŜ ǘƻ ƎŜǘ ǘƻƎŜǘƘer and work through 

ǇǊƻōƭŜƳǎΧέ (Newry participant) 

ά²ŜΩǊŜ ƴƻǘ ǎƛǘǘƛƴƎ ŀǊƻǳƴŘ ƘŜǊŜ ǿŀƛǘƛƴƎ ŦƻǊ .ŜƭŦŀǎǘ ƻǊ 5ŜǊǊȅ ǘƻ ǘŜƭƭ ǳǎ ǿƘŀǘ ǿŜ need to do ς We 

know how good our work is - We are working with young people ς one young fellow thinking 

about suicide now going to do his certificate to be able to teach music ς we have brilliant 

outreach programmes ς we have great teaching programmes ς if only someone from DARD 

ƻǊ ǘƘŜ !Ǌǘǎ /ƻǳƴŎƛƭ ǿƻǳƭŘ ŎƻƳŜ ǘƻ ǎŜŜ ƛǘέ1 (Draperstown participant) 
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Questions were also raised regarding access to purpose-built facilities, rural transport services, the 

need for training programmes for artists, and the perceived lack of support for community arts 

projects by a range of statutory bodies. 

Arising from the recognition of these perceptions, the partners involved in delivering the Exploring 

Change project, Community Arts Partnership and the Rural Community Network, offer through 

expertise and experience, a range of recommendations that hold the potential to bridge the gap 

between the various agents of these narratives and explore change for enhanced public benefit. 
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 CHAPTER 1:   Rural Northern Ireland ς Competing Narratives 

Rural Northern Ireland has been the focus of a substantial amount of newspaper and television 

coverage ς from magazine-style shows promoting the latest popular TV programmes to serious 

economic and business programmes which suggest that rural Northern Ireland may be doing well and 

that economic growth is burgeoning. This is more about high-level economic activity that the general 

ƘŜŀƭǘƘ ƻŦ ǘƘŜ ǊǳǊŀƭ ŜŎƻƴƻƳȅ ŦŜƭǘ ŀǘ Ψƻƴ ǘƘŜ ƎǊƻǳƴŘΩΣ ǎƻ ǘƻ ǎǇŜŀƪΦ  

Mostly these programmes offer similar fare, the highlighting of the 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 stories to 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 weak, rural 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 Assembly.1 

If, as some would suggest, the rural economy has benefited to the tune of £110 million in the space 

of a couple of years, the άexpertsέ predict that there is much more to come.2  

If this was the only appraisal on offer,  then one might ask why the need for a research project looking 

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

                                                           
1 http://www.newsletter.co.uk/news/hit-series-game-of-thrones-generates-8-6m-in-publicity-for-northern-ireland-1-6456816 

2 http://www.theguardian.com/tv-and-radio/2014/apr/04/game-of-thrones-northern-ireland-economy-tourism 

 

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

for change in rural communities. 

¸Ŝǘ ǘƘŜ ŦƛǊǎǘ ŀƴƴǳŀƭ ƳƻƴƛǘƻǊƛƴƎ ǊŜǇƻǊǘ ƻƴ ǘƘŜ bL 9ŎƻƴƻƳƛŎ {ǘǊŀǘŜƎȅ ƛƴ нлмо ƻƴƭȅ ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨǊǳǊŀƭΩ 

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 point was not available to be varied).3   

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 generally 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 years, evidence suggests a fall in 

each of these essential income avenues.4  

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 people, towards 

opportunities elsewhere, of a decline in accessible services with centralisation particularly of 

healthcare provision. 

Of declining mental health with increasing rates of suicide and self-harm 5and reports which claim that 

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

                                                           
3 http://www.northernireland.gov.uk/ni-economic-strategy-first-annual-monitoring-report-2013.pdf 
4 http://www.northernireland.gov.uk/news-dard-290115-northern-ireland-agricultural 
 
5 hΩwŜƛƭƭȅ 5Σ wƻǎŀǘƻ aΣ /ƻƴƴƻƭƭȅ {Φ ¦Ǌōŀƴ ŀƴŘ ǊǳǊŀƭ ǾŀǊƛŀǘƛƻƴǎ ƛƴ ƳƻǊōƛŘƛǘȅ ŀƴŘ ƳƻǊǘŀƭƛǘȅ ƛƴ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΦ .a/ tǳōƭƛŎ IŜŀƭǘh 2007;7:1-6  

 

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
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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 difficult.6 άCurrent 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. 

IƻǿŜǾŜǊΣ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩǎ Suicide Prevention Strategy and Action Plan 2006-2011 [23] is somewhat 

limited in this dimensionΦέ7 

And where there are actual increases they only point to yet further evidence 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 poverty which the latest reports 

suggest exists in almost 40 per cent of households in rural Northern Ireland.8 

These are the complex and competing narratives in which Exploring Change, the partnering of 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 latter, an organisation which advocates for the rights of all citizens 

to access the arts and lobbies for additional resourcing and regard for the creative agency, particularly 

for those experiencing deprivation, poverty and social exclusion, come together to investigate. The 

                                                           
6 http://www.belfasttelegraph.co.uk/news/northern-ireland/mother-who-lost-teen-daughter-to-suicide-extends-her-mental-health-
campaign-to-rural-areas-of-northern-ireland-31083327.html 

7 http://www.research.hscni.net/sites/default/files/EXECUTIVE%20SUMMARY.pdf re DHSSPS. Protect life: a shared vision. The Northern 

Ireland Suicide Prevention Strategy and Action Plan 2006-2011. Belfast: Department of Health, Social Services and Public Safety 200 
 
8 http://www.niassembly.gov.uk/assembly-business/committees/social-development/reports/report-on-fuel-poverty/ 

 

Community Arts Partnership's Landmarks project in Gortin, Omagh 

http://www.belfasttelegraph.co.uk/news/northern-ireland/mother-who-lost-teen-daughter-to-suicide-extends-her-mental-health-campaign-to-rural-areas-of-northern-ireland-31083327.html
http://www.belfasttelegraph.co.uk/news/northern-ireland/mother-who-lost-teen-daughter-to-suicide-extends-her-mental-health-campaign-to-rural-areas-of-northern-ireland-31083327.html
http://www.research.hscni.net/sites/default/files/EXECUTIVE%20SUMMARY.pdf
http://www.niassembly.gov.uk/assembly-business/committees/social-development/reports/report-on-fuel-poverty/
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aim of this investigation is to gather information to facilitate the examination and assessment of the 

present conditions in which people in rural areas live, how they utilise the arts, in particular 

community arts, to report, reflect and assess the conditions they experience and how they might 

cohere their own plans and strategies for change.  
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 CHAPTER 2:   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 directors of 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. 9 

Certainly it was suggested that there was little conscious networking amongst the participants and 

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 a meeting ƛƴ hƳŀƎƘΩǎ {ǘǊǳƭŜ !Ǌǘǎ /ŜƴǘǊŜΣ ǘƘŀǘ ƻƴƭȅ ƻƴ ƻŎŎŀǎƛƻƴ ƻŦ ŀ άǿŜƭƭ-funded 

ƻǳǘŦƛǘέ ƭƛƪŜ /!t ŦŀŎƛƭƛǘŀǘƛƴƎ ŀ ǇǊƻŎŜǎǎΣ Ƴƻǎǘ ƭƻŎŀƭ ƎǊƻǳǇǎ ŎƻǳƭŘƴΩǘ ŀŦŦƻǊŘ ǘƻ ŀŎŎŜǎǎ ǘƘŜ ŀǊǘǎ ǎǇŀŎŜ ŦƻǊ 

networking or any other purpose. ²Ƙƛƭǎǘ άŎƻƳƳǳƴƛǘȅ ǊŀǘŜǎέ may be offered (if one phones, not via 

websites) the charges are still prohibitive for many. 

The Exploring Change project was established firstly as a process by which information would be 

gathered on a hitherto under-researched area, that of community arts provision and practice in rural 

Northern Ireland. 

Through review and desk research, it had been established that very little if any research had been 

carried out in the field of community arts practice in rural areas locally. An online search between 

2005 and 2015 may elicit some investigations but none examining this area. It was also felt that where 

                                                           
9 Fermanagh House Enniskillen ς December 3rd 2014 

One of the Rural Community Forums was held in the Fermanagh House, Enniskillen 
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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 practice was not widely understood.  

DƛǾŜƴ ǘƘŀǘ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ tŀǊǘƴŜǊǎƘƛǇΩǎ ǇǊŜŘŜŎŜǎǎƻǊΣ ǘƘŜ bŜǿ .ŜƭŦŀǎǘ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ LƴƛǘƛŀǘƛǾŜ ŀƴŘ 

the Community Arts Forum were conducting research with regards Community Arts practice and 

provision in urban settings, it seemed logical that the same research was required to be conducted in 

rural areas. 

 

Aims and Objectives 

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

¶ 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.10 

¶ To demonstrate through the research findings that Community Arts practice has a wide range 

of applications; peace-building, conflict transformation, social, economic and health 

regeneration as well as educational benefits, and  

¶ That through Community Arts practices the information would be used to create the potential 

to facilitate change in rural communities  

¶ It was suggested that a long term aim was to aid regional policy change. 

 

Contrary to the negative ambitions that a few academics working in the area of applied arts 

throughout these islands have attached to the term (and indeed practice), Community Arts continue 

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

hold that due to the socio-economic 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 

and weighted 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 in anȅ ŎŀǎŜΥ  άΧǘƘŜ ǇƭǳǊŀƭ ŦƻǊƳ ƻŦ ŎƻƳƳǳƴƛǘȅΣ 

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 

 

http://www.qualitative-research.net/index.php/fqs/article/view/1801/3334
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ŘƻΣ ŀŎǘǳŀƭƭȅ ŘƛǾƛŘŜǎΦέ11 ό!ǳǘƘƻǊ DƭŜƴƴ tŀǘǘŜǊǎƻƴΣ ǘƘŜ Ψ/ ²ƻǊŘΩ ǇǊŜǎŜƴǘŀǘƛƻƴ ǘƻ bƻǾŜƳōŜǊ нлмоΣ 

supported by the tŀǳƭ IŀƳƭȅƴ CƻǳƴŘŀǘƛƻƴ !Ǌǘ²ƻǊƪǎ {ǇŜŎƛŀƭ LƴƛǘƛŀǘƛǾŜΦΣ ¢ǳŎƪ ŀƴŘ hΩ5ƻƴƴŜƭƭύ 

 

Principles of Participatory Action Research 

The methodological orientation used was Participatory Action Research (PAR) which differs markedly 

from more standard research methods in that, 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. 

 

¢Ƙƛǎ ŀŎŎŜǎǎƛƴƎ ƻŦ άƻƴ ǘƘŜ ƎǊƻǳƴŘέ ƪƴƻǿƭŜŘƎŜ ŜƴǎǳǊŜǎ ǘƘŜ ǿƛŘŜǎǘ ǇƻǎǎƛōƭŜ ƛƴŦƻǊƳŀǘƛƻƴ ƎŀǘƘŜǊƛƴƎ 

resource, allowing for a thorough investigation of local issues for the purpose of social transformation 

and the achievement of social justice.  

Participatory Action Research (PAR) as a methodology commits the researcher to the development of 

a particular praxis: the practice by which researcher and research participant reflexively probe a 

particular issue together in order to find possible solutions. 12 

 

Our aim is not simply to understand the opportunities (or lack of) or indeed the difficulties, constraints 

or challenges within particular research groupings, but as with all PAR, 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 ethnographic inquiry, with action 

research and participative inquiry, to build narrative and qualitative understanding through active 

engagement. Exploring change suggest exactly this ς it presupposes that change is more than a 

theoretical matrix but a desirable, transformative, 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 

agency, allows 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.  

                                                           
11 !ǳǘƘƻǊ DƭŜƴƴ tŀǘǘŜǊǎƻƴΣ ǘƘŜ Ψ/ ²ƻǊŘΩ ǇǊŜǎŜƴǘŀǘƛƻƴ ǘƻ bƻǾŜƳōŜǊ нлмоΣ ǎǳǇǇƻǊǘŜŘ ōȅ ǘƘŜ tŀǳƭ IŀƳƭȅƴ Foundation ArtWorks Special 

LƴƛǘƛŀǘƛǾŜΦΣ ¢ǳŎƪ ŀƴŘ hΩ5ƻƴƴŜƭƭ 
12 Handbook of Action Research. London:Sage.Fals-.ƻǊŘŀΣ hΦ όнллсύ Ψ¢ƘŜ ƴƻǊǘƘ-south convergence: a 30-year first-ǇŜǊǎƻƴ ŀǎǎŜǎǎƳŜƴǘ ƻŦ t!wΩΣ Action Research 
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It also allows us to turn engagement contexts into research contexts: with the participant-turned 

researcher examining the context anew through the perspective of a critical enquirer, affording 

ƎǊŜŀǘŜǊ ǊŜŀŘƛƴƎ ŀƴŘ ƘŜŀǊƛƴƎ ƻŦ ǎǘŀƪŜƘƻƭŘŜǊΩǎ ǊŜǎǇƻƴǎŜǎ ŀƴŘ ŀƳōƛǘƛƻƴǎΦ 

 

PAR interfaces well with a community development approach, which is centred on facilitating 

empowerment, giving voice and ensuring autonomy.  

 

Data Collection 

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 those research 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 methodologies 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 grass-roots community based 

organisations and other interested individuals, see Appendix 4).  

 

The data gathering methods (questionnaires, forums and visits to community organisations and 

groups) were based on the 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 timetables; and to provide illustrative 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 

Northern Ireland 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, 

ǉǳŜǎǘƛƻƴƴŀƛǊŜ Řŀǘŀ ŀƴŀƭȅǎƛǎ Ƙŀǎ ōŜŜƴ ΨǘǊƛŀƴƎǳƭŀǘŜŘΩ from host organisations, participants and artists, 

and is added to with desk research, supporting evidence from project coordinators, and information 

drawn from existing RCN and CAP resources.  



16 
 

 

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, depending on the target respondent and convenience sampling process data.  

 

Research Methods 

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 greater detail.    

Å literature review and desk research;  

Å develop research methodologies 

Å Recruitment of groups to participate in the research - Consult with relevant stakeholders; 

Liaise with groups, individuals, organisations, institutions, practitioners and agencies 

Å development of indicators and questionnaires (in three groups); 

Å Collection of data: convenience sampling and datasets 

Å Quantitative (Questionnaire) Data collection: project visits and observation with each CAP 

rural community group; Distribution of questionnaires ς primarily via email and at forums; 

interview-questionnaires for participants;  

Å Qualitative (focus group) data collection:  with community groups/local interest 

groups/government agencies and artists   

Å wŜƎǳƭŀǊ ƳŜŜǘƛƴƎǎ ǿƛǘƘ /!tΩǎ ŎƘƛŜŦ ŜȄŜŎǳǘƛve, policy and information officer, the project 

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 

Å Analysis of data 

Å Production of report 

 

Literature review  

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   
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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 contained in chapter 3 of this report.   

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 in chapter 4 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 (in ǘƘŜ ŦƻǊƳ ƻŦ ǉǳŜǎǘƛƻƴƴŀƛǊŜǎ ŀƴŘ ƛƴǘŜǊǾƛŜǿǎύ Ƙŀǎ ōŜŜƴ ΨǘǊƛŀƴƎǳƭŀǘŜŘΩ ŦǊƻƳ Ƙƻǎǘ 

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. 

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.  

Rural Community Forum in Omagh 
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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.   

The participant questionnaire offered a more personal reflection and an idea of direct experience of 

ǇŀǊǘƛŎƛǇŀǘƛƻƴΦ tŀǊǘƛŎƛǇŀƴǘǎ ŎƻǳƭŘ ŎƻƳƳŜƴǘ ƻƴ ǿƘŀǘ ǿƻǊƪŜŘ ƻǊ ŘƛŘƴΩǘ ǿƻǊƪ ŦƻǊ ǘƘŜƳΣ ǿƘŀǘ ǘƘŜƛǊ 

personal aims were in taking part, how community arts participation makes 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 different points of view which helps to build a 

comprehensive picture of current rural community arts provision in Northern Ireland. 

Questionnaires were sent out through CAP and CAP affiliated groups ς to all organisations, artists and 

participants involved in current rural community arts projects ς through RCN ς 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 councils throughout 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 collect face-to-face participant 

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

 

How respondents of the questionnaires were chosen:  

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 made up a proportion of 

organisations surveyed.  

CAP projects from the cycle 2014-15 based in rural areas were also canvassed for organisation, artist 

and participant questionnaire responses. In addition, artists on the CAPtabase (CAP artists database) 

were also contacted for their responses.  

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

completed face-to-face by the researcher, who visited the CAP projects the participant-respondents 
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were taking part in. This enabled any 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 

responses coming from organisations and artists who had heard by word-of-mouth of the project, and 

wanted to contribute to the research.  

Participants completed their questionnaires via face-to-face interviews.  

 

Determining indicators  

The key research indicators for 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 community arts 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? How 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 are highlighted 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 level of 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 projects should 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 researcher 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 and meaningful inputs to the research.    
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Development of questionnaires (for three specific groups) 

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 to the research.   

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 rural areas); 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 activities experienced, 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 achieve; and 4) perceptions 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 participants with learning disabilities 

(written in easier to understand language) and to young people.13  

Visits to community groups in order to carry out face-to-face interviews to facilitate filling in the 

questionnaires helped to minimise misunderstandings and to maximise 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 an overview 

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 

qualitative analysis chapter. 

Aside from general background information (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 groups, artists and participants using 

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

                                                           
13 November 2008 National Centre for Research Methods NCRM/012 
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ǘƘŜ ŀŘǾŀƴǘŀƎŜ ƻŦ ōŜƛƴƎ ŀōƭŜ ǘƻ ƛƴŎƭǳŘŜ ƳƻǊŜ ǾŀǊƛŀōƭŜǎΣ ŀǎ ΨǘƛŎƪ ōƻȄΩ ǉǳŜǎǘƛƻƴǎ ŀǊŜ ǉǳƛŎƪ ǘƻ ŀƴǎǿŜǊΣ ŀƴŘ 

provide answers which are easy to code.  

Given that there were also four different types of questionnaire (one each for artists and 

organisations, and two for participants ς an easy-read version and a standard version), closed 

questions allowed for easier comparisons across the data 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 rural community arts forums. Likert scaling was used for determining attitudes towards 

benefits and difficulties in employing community arts. Some questions on the artists questionnaire 

asked respondents to rate their responses from 1-5 from a number of possible 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 and explain key 

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 of this could be abbreviated in face-to-face interview 

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

The participant questionnaires were pretested in face-to-face interviews with a group of participants 

with learning disabilities, which enabled the design and wording of the questionnaire to be 

ǎƛƎƴƛŦƛŎŀƴǘƭȅ ƳƻŘƛŦƛŜŘ ŀƴŘ ǎƛƳǇƭƛŦƛŜŘ ǘƻ ǎǳōǎŜǉǳŜƴǘ ƎǊƻǳǇǎΩ ƴŜŜŘǎΦ  

Many of these changes were also included in questionnaires for young people, and to other groups in 

general, 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. Reliability in consistency of results was increased by using the same interviewer 

for all participant responses which were carried out face-to-face, and by asking those who had taken 

part in the forums (where similar questions were raised in greater depth) to fill out artist and 

organisation questionnaires on the day. The interviewer was available at all forums to answer any 

questions that needed clarifying in relation to the questionnaires.  

All answer options for each of the questionnaires were then assigned a code in order to facilitate 

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

50 participants.  

 

The Forums 

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 depth, wƘƛŎƘ ŎƻǳƭŘƴΩǘ 

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 the province. Data was amassed from 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 Segment 11. Participants for the forums were 

recruited via existing 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 e-newsletters (such as ACNI and Volunteer Now), and all those 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 weekly e-newsletter (CAW, the community arts weekly), through 

w/bΩǎ Rural Brief, via email and phone invitations, and through word-of-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 

The Rural Community Forum in Omagh took place in the Strule Arts Centre 
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research had achieved to date. Key questions were posed to act as provocations in small groups, and 

as a whole group during the course of the forums.   

 

 

Whole group questions included:  

 

²Ƙŀǘ ƛǎ ƳŜŀƴǘ ōȅ ΨǊǳǊŀƭΩΚ ς an exploration of what is understood as rural beyond the DARD definition 

of a small town or village with a population of under 4,500;  

 

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

area and How do you know?;   

 

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

 

¶ How can the arts be used to involve hard to reach groups?  

 

¶ How can/do rural groups support community relations?; and  

 

¶ Ideas for sustainable practice ς what 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 cross-border rural community arts and e) the relationship between 

arts centres and grass roots organisations, which juxtaposed commercial pressures with community 

needs.   

 

Ample time was given to feedback and networking.  

 

The number of people who attended the forums (with the number 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 colour-coded thematically before scrutinising them for 
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trends emerging across each forum individually, and across the rural community arts forums 

collectively.   
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Meetings 

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 Executive, 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.  

 

Analysis of data 

 

All data collected was allocated a code ς either numerically for quantitative data, or colour-coded 

according to trends emerging in the case of the rural community arts forums ς 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.  
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 CHAPTER 3:   Rural policy and the context in which the Exploring 

Change research has been conducted 

The following chapters speak to the wider context of rural and community arts policy and some of the 

academic literature surrounding them.  

As there are very few policy documents 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 been 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 affect 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 have been treated 

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 urban areas.  

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 2007-201114 

¶ Rural White Paper15 

¶ Regional Development Strategy 2035: Building a better Future (DRDNI, Belfast 2010)16 

¶ Regeneration, poverty and multiple deprivation 17 

¶ Social Investment Fund18 

                                                           
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/regional-development-strategy-2035 
17 http://www.niassembly.gov.uk/globalassets/Documents/RaISe/Publications/2012/social_dev/14512.pdf 
18 https://www.ofmdfmni.gov.uk/articles/social-investment-fund 

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
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¶ Cohesion, Sharing and Integration Strategy19 

¶ Contested Spaces Programme20 

¶ Programme for Government 2011-201521 

¶ Review of Public Administration and the new Super-Council structure22 

¶ EU Rural Development Programme 23 

¶ Tackling Rural Poverty and Social Isolation Framework24 

¶ Rural Proofing 25 

¶ Arts Council Strategy26 

¶ TBUC27 

Rural  Action Plan 

Emerging from the DARD Rural Strategy 2007-2013 (DARD 2007) and the Programme for Government 

2007-2011 (OFMDFM 2007), the Rural White Paper Action Plan was the first integrated action plan 

document to involve all departments of the executive in providing a framework to address the 

challenges facing rural communities in Northern Ireland.  

!ƭƻƴƎ ǿƛǘƘ ΨŎƻƳƳƛǘƳŜƴǘǎ ǘƻ ǊǳǊŀƭ ǇǊƻƻŦƛƴƎ ŀƴŘ ǘŀŎƪƭƛƴƎ ǊǳǊŀƭ ǇƻǾŜǊǘȅ ŀƴŘ ǎƻŎƛŀƭ ŀƴŘ ŜŎƻƴƻƳƛŎ 

ƛǎƻƭŀǘƛƻƴΩ28, it provided the first joined-up approach to improving the lives of people living in rural 

areas.  

                                                           
19 http://www.niassembly.gov.uk/globalassets/documents/raise/publications/2009/ofmdfm/7109.pdf 
20 http://www.atlanticphilanthropies.org/news/robinson-and-mcguinness-launch-interface-programme-partnership-atlantic-
philanthropies 
21 http://www.northernireland.gov.uk/pfg-2011-2015-final-report.pdf 
22 http://www.northernireland.gov.uk/index/work-of-the-executive/review-of-public-administration-short-version.htm 
23 http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf 
24 https://www.dardni.gov.uk/articles/tackling-rural-poverty-social-isolation-new-framework 
25 http://www.agendani.com/rural-proofing/ 
26 http://www.artscouncil-ni.org/images/uploads/publications-documents/ambitions-for-the-arts-5-year-strategy.pdf 
27 https://www.ofmdfmni.gov.uk/articles/together-building-united-community 
28 http://www.ruralnetworkni.org.uk/download/files/pub_RWP%20Action%20Plan%20July%202012.pdf p4 

Ministers Carál Ní Chuilín (left) and Michelle O'Neill (right) 

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
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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 and sociŀƭ ƛǎƻƭŀǘƛƻƴ ŀƴŘ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦΧ  

Χŀ ƭƛǾƛƴƎ ŎƻǳƴǘǊȅǎƛŘŜ ǿƛǘƘ ǎǘǊƻƴƎΣ ǾƛōǊŀƴǘ ǊǳǊŀƭ ŜŎƻƴƻƳƛŜǎ ŀƴŘ Χώƛǎϐ ŎƻƳƳƛǘǘŜŘ ǘƻ ǿƻǊƪƛƴƎ 

together within the Executive to improve the quality of life for rural dwellers, to increase the 

public benefits of the rural environment and to support sustainable rural development.29  

The Action Plan highlighted the infrastructural challenges which were faced by rural areas, stating that 

ΨǘƘŜ ǇǊƻǾƛǎƛƻƴ ƻŦ ƎƻƻŘ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ƛƴŦǊŀǎǘǊǳŎǘǳǊŜ ŀƴŘ ŎƻƴƴŜŎǘƛǾƛǘȅ ŀǊŜ Ǿƛǘŀƭ ŦƻǊ ǘƘŜ ǎǳǎǘŀƛƴŀōility 

of our rural areas and are important in providing much needed access to those in communities who 

ŀǊŜ ƛǎƻƭŀǘŜŘ ŀƴŘ ǾǳƭƴŜǊŀōƭŜΦΩ 30 

This is supported by the evidence collected from community groups and participants in the Exploring 

Change research (See Segments 8, 9 and 10) and is seen as a necessary step for any kind of long-term 

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

Without the necessary infrastructure, any undertaking with and within rural communities will have 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. 

hƴƭȅ ƛƴ ǘƘƛǎ ǿŀȅ ǿƛƭƭ ǘƘŜ Ǿƛǎƛƻƴ ƻŦ ǘƘŜ wǳǊŀƭ ²ƘƛǘŜ tŀǇŜǊ !Ŏǘƛƻƴ tƭŀƴ ōŜ ƳŜǘ ǘƻ ŎǊŜŀǘŜ ΨǾƛōǊŀƴǘΣ ǎǘǊƻƴƎ 

rural communities, resilient and receptive to global trends through strong inter-linkages with urban 

ŀǊŜŀǎ ŀƴŘ ƳŀǊƪŜǘ ǘƻǿƴǎΩ ŀƴŘ ǇƭŀŎŜǎ ǿƘƛŎƘ ΨƳŀƛƴǘŀƛƴ ǘƘŜƛǊ ŘƛǎǘƛƴŎǘƛǾŜ ŦŜŀǘǳǊŜǎ ŀǎ ΨǇƭŀŎŜǎ ƻŦ ǎƻŎƛŀƭΣ 

historic and cultural uniqueness and places with a strong community infrastructure which can avail of 

economic, social and cultural opportunitiesΩ31.  

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 positive step 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. 

                                                           
29http://www.ruralnetworkni.org.uk/download/files/pub_RWP%20Action%20Plan%20July%202012.pdf - (2012: 2, foreword by Rt. Hon. 
Peter D Robinson MLA, First Minister and Martin McGuinness MP MLA, deputy First Minister) 

30 ibid 
31 Ibid p10 

http://www.ruralnetworkni.org.uk/download/files/pub_RWP%20Action%20Plan%20July%202012.pdf
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Community Arts have the potential to impact in particular but not exclusively upon two of these: rural 

communities and the countryside.  

Policy priorities within Rural Communities include the following32 (included are cross-references to 

relevant sections within Segment 7 on community arts):  

¶ To promote tolerance, health, well-being and inclusion for rural dwellers: (see Segment 7, arts 

and health; arts and community relations; arts and inclusion) 

¶ Seeking to minimise, where it exists, disadvantage, poverty, social exclusion and inequality 

amongst those living in rural areas and in particularly amongst vulnerable groups: (see 

Segment 7, arts and social change; arts and health) 

¶ To preserve the cultural and social uniqueness of rural community life linked to its smaller 

population settlement: (see Segment 7, arts and culture)  

¶ To promote the development of effective and inclusive rural governance structures and 

sufficient community capacity to engage in these structures: (see Segment 7, arts and social 

change - especially community development) 

¶ To enhance and refine the Rural Development Programme to ensure the maximum benefit 

from future Programmes for rural communities: (see Segment 7, arts and social change - 

especially community development) 

Policy priorities regarding the Countryside (with cross-references to Segment 7) are as follows:  

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

the benefits of the countryside: (see 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 

perception of isolation and lack of access can be as important and real as 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 through choice or birth rightfully have access to services on an 

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

and leisure33 

                                                           
32 Ibid p11 
33 Ibid p12-13 
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The Action Plan also recommends increased North South collaboration in approaches to rural issues, 

due to similarities in the social fabric of rural areas, which should result in increased learning and 

sharing of approaches34. 

However, despite the positive rhetoric of the White Paper Action Plan, and the focus on collaborative 

working across government 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 

budgets35.  

Any community arts programme which supports social change within rural areas 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 community 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 departments, and 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 implementation necessitates a cross-departmental approach, with a 

lead department being nominated for each action36. 

In this regard, it falls explicitly to the DCAL family including the Arts Council of Northern Ireland, along 

with agencies like NI Screen, Libraries NI and other initiatives to progress the RWP. The three years of 

reporting, suggests only minimal engagement across departmental areas, more frequently agencies 

within the DCAL family pointing to individual programmes, where other agencies like PHA or indeed 

foundations like Barings Foundation (although not expressly mentioned), suggest any initiative 

beyond departmental boundaries.  

  

                                                           
34 Ibid p13 
35 Ibid p14 
36 Ibid p14 
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Regional Development Strategy 2035: Building a better Future  

The 'Regional Development Strategy 2035: Building a better Future' (DRDNI, Belfast. 2010) offers a 

framework for the long-term 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 and beneficial to all areas of the region37. 

 

Five of the eight aims of the revised RDS38are highly relevant to rural areas, and some are directly and 

indirectly relevant to the arts. They include:  

¶ To support strong, sustainable growth for the benefit of all parts of Northern Ireland 

¶ To support our towns, villages and rural communities to maximise their potential 

¶ To promote development which improves the health and well-being of communities 

Over and above the aims of the RDS, the entire approach to the spatial framework ƛǎ ǎŜǘ ǘƻ ōŜ ΨǇŜǊǎƻƴ 

ŎŜƴǘǊŜŘΩΥ  

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 different places 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 places ς an appreciation of where people live, work and 

access services.39 

                                                           
37 https://www.drdni.gov.uk/publications/regional-development-strategy-2035 - p3 
38 Ibid p11 
39 Ibid p19 

https://www.drdni.gov.uk/publications/regional-development-strategy-2035
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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 that the Ψƴƻǘƛƻƴ ƻŦ ǘƘŜ ŘŜƎǊŜŜ 

of rurality ς accessible and remote - Ŏŀƴ ǘƘŜǊŜŦƻǊŜ ōŜ ŀƴ ƛƳǇƻǊǘŀƴǘ ŎƻƴŎŜǇǘΧΩ 40 It also 

states that compared with other areas within the EU, that there are few areas in Northern 

Ireland that could be considered truly remote41.  

HoweveǊΣ ǘƻ ǎƻƳŜƻƴŜ ǿƛǘƘƻǳǘ ƳŜŀƴǎΣ ǿƘƻ ŘƻŜǎƴΩǘ ƘŀǾŜ ŀŎŎŜǎǎ ǘƻ ǘǊŀƴǎǇƻǊǘΣ ǎǳǇǇƻǊǘΣ ǊŜǎƻǳǊŎŜǎ 

(including broadband and mobile phone reception) and opportunities, whether they are eight miles 

ŀǿŀȅ ŦǊƻƳ ŀ ΨŎƭǳǎǘŜǊΩΣ ŦƛŦǘŜŜƴ ƳƛƭŜǎ ŀǿŀȅ ŦǊƻƳ ŀ ΨƘǳōΩΣ ƻǊ ŦǳǊǘƘŜǊ ŀŦƛŜƭŘ, makes little difference.  

According to the RDS, most people live within fifteen miles of a hub and eight miles away from a 

cluster42Σ ǿƘŜǊŜōȅ ǘƘŜ ǘŜǊƳ ΨƘǳōΩ ǊŜƳŀƛƴǎ ǳƴŘŜŦƛƴŜŘΣ ōǳǘ ǿƻǳƭŘ ǎŜŜƳ ǘƻ ōŜ ŀ ǘƻǿƴ ƻǊ Ŏƛǘȅ ƻǳǘǎƛŘŜ ƻŦ 

Belfast and Derry/Londonderry with significant levels of service provision.  

! ŎƭǳǎǘŜǊ ƛǎ ŘŜŦƛƴŜŘ ŀǎ ŀ ƎǊƻǳǇ ƻŦ ΨŎƛǘƛŜǎ ŀƴŘ ǘƻǿƴǎ ǿƘƛŎƘ Ŏŀƴ ǿƻǊƪ ǘƻƎŜǘƘŜǊ ǘƻ ŎǊŜŀǘŜ ŀ ŎǊƛǘƛŎŀƭ Ƴŀǎǎ 

ǘƻ ŀǘǘǊŀŎǘ ŜŎƻƴƻƳƛŎ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ŘŜƭƛǾŜǊ ǎŜǊǾƛŎŜǎΩ43.  

The nature of community relations within a given area adds a further layer of complexity to issues of 

need, access and isolation.   

                                                           
40 Ibid P73 
41 Ibid p73 
42 Ibid p73 
43 Ibid 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 need for sensitivity to the 

individual cultural make-up and social characteristics of any given area44 

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 villages, and 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 particular use ς the ways in which the arts and 

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

Community arts practice is also very useful in promoting the collaborative ways of working tailored to 

ƛƴŘƛǾƛŘǳŀƭ ƴŜŜŘǎ ǿƘƛŎƘ ŀǊŜ ŜǎǎŜƴǘƛŀƭ ǘƻ ŘŜǾŜƭƻǇƛƴƎ Ψώŀϐƴ ƛƴǘŜƎǊŀǘŜŘ ŀǇǇǊƻŀŎƘ ōŜǘǿŜŜƴ ƎƻǾŜǊƴƳŜƴǘ 

departments, agencies and communities [that] will ensure that regeneration plans reflect the specific 

ƴŜŜŘǎ ƻŦ ŜŀŎƘ ŎƻƳƳǳƴƛǘȅΦΩ 45 Responsibility for the preparation of development plans and schemes 

has now transferred to local councils under the new council structure46. (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 central government policies and strategies in order to support this transition. A 

ŦƻŎǳǎ ƛǎ ǇƭŀŎŜŘ ƻƴ ΨŎƻƭƭŀōƻǊŀǘƛƻƴ ǊŀǘƘŜǊ ǘƘŀƴ ŎƻƳǇŜǘƛǘƛƻƴ ōŜǘǿŜŜƴ ǇƭŀŎŜǎΦΩ47 

Rural Community Network responded to the RDS consultation by saying ΨώǿϐŜ ŀǊŜ ŎƻƴŎŜǊƴŜŘ ǘƘŀǘ 

whilst the RDS identifies  indicators, it does not set clear, time bounded targets that progress can be 

ƳƻƴƛǘƻǊŜŘ ŀƎŀƛƴǎǘΦΩ48  

Regeneration, Poverty and Multiple Deprivation  

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

areas in Northern Ireland.  

Regeneration and anti-poverty 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 within 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, decision-making 

can be slow: 

                                                           
44 Ibid p74 
45 Ibid p75 
46 Ibid p76 
47 Ibid  
48 RCN consultation response p.7).   
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 Ψ5ŜŎƛǎƛƻƴ ƳŀƪƛƴƎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǊŜƎŜƴŜǊŀǘƛƻƴ ǇǊƻƎǊŀƳƳŜǎ Ŏƻƴǘƛƴǳes to be affected by sectarian 

ŘƛǾƛǎƛƻƴǎ ƛƴ ǎƻŎƛŜǘȅΧ ¢ƘŜǎŜ ŘƛǾƛǎƛƻƴǎ ŀǊŜ ǘƘŜ ōŀǎƛǎ ƻŦ ǇƻƭƛǘƛŎŀƭ ǎǘǊǳŎǘǳǊŜǎ ŀƴŘ Ŏŀƴ ƭŜŀŘ ǘƻ ŀŎŎǳǎŀǘƛƻƴǎ ƻŦ 

ǳƴŦŀƛǊƴŜǎǎ ƛƴ ǊŜǎƻǳǊŎŜ ŀƭƭƻŎŀǘƛƻƴΣ ǿƘƛŎƘ Ŏŀƴ ƳŀƪŜ ƻŦŦƛŎƛŀƭǎ ŎŀǳǘƛƻǳǎΦΩ 49 

Strategic planning in relation to regeneration and anti-poverty 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 ς 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 processes this demands are largely seen as a 

ǇǊƻƳƛǎƛƴƎ ΨƻǇǇƻǊǘǳƴƛǘȅ ŦƻǊ ƭƻŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ōƻǘƘ ǊŜƎŜƴŜǊŀǘƛƻƴ ŀƴŘ ŀƴǘƛ-poverty priorities, along 

ǿƛǘƘ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ŦƻǊ ƎǊŜŀǘŜǊ ǎȅƴŜǊƎȅ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻ ǇƻƭƛŎȅ ŀǊŜŀǎΦΩ50 

 

 

 

                                                           
49 https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-final-report.pdf  p22 
50 Ibid p9 

Castledawson, Mid Ulster 

https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-final-report.pdf


36 
 

EU Programmes affecting regeneration across Northern Ireland  

PEACE II (2000-06)51 and PEACE III52 programmes have included a number of measures relevant to 

regeneration within rural areas, including: 1) rural diversification 2) rural areas and capacity building 

and 3) tourism and rural development (SEUPB ς Special EU Programmes Body, 2000).  

The aims of PEACE III remained the same as Peace II, but focussed more specifically on addressing the 

physical segregation of communities, with a commitment to prioritisŜ ΨŀǊŜŀǎ ŀƴŘ ƎǊƻǳǇǎ ǘƘŀǘ ƘŀǾŜ 

ōŜŜƴ ŀŦŦŜŎǘŜŘ ōȅ ǘƘŜ ŎƻƴŦƭƛŎǘ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜ ǇǊƻōƭŜƳǎ ƻŦ ǎŜƎǊŜƎŀǘƛƻƴΣ ƳŀǊƎƛƴŀƭƛǎŀǘƛƻƴ ŀƴŘ ƛǎƻƭŀǘƛƻƴΩ53 

both urban and rural. (see Cultural Relations section below for more on how cultural relations affect 

rural areas)   

 

Rural programmes and regeneration 

Rural development has remained heavily dependent on EU programmes. INTERREG III (2000-06) and 

INTERREG IV (2007-13) were programmes to support economic development in (mainly rural) border 

regions.   

The aim of INTERREG III was Ψǘƻ ǇǊƻƳƻǘŜ ǎǳǎǘŀƛƴŀōƭŜ ƛƴǘŜƎǊŀǘŜŘ ǊŜƎƛƻƴŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ŀŎǊƻǎǎ 

the eligible region...by concentrating on the strategic dimension of cross-border development 

ǿƘƛŎƘ ƛƴǾƻƭǾŜǎ ŀƴŘ ōŜƴŜŦƛǘǎ ƭƻŎŀƭ ŎƻƳƳǳƴƛǘƛŜǎΩ ό5CtΣ нллнΥсмύΦ ¢ƘŜ ŀǇǇǊƻŀŎƘ ǿŜƴǘ ōŜȅƻƴŘ 

economic development through the production of integrated local development strategies 

including the promotion of civic and community networking to improve social cohesion54 

 

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

The LEADER+ programme (2000-06) was significant as much for its working methods as its outputs 

and offered support for private micro-ŜƴǘŜǊǇǊƛǎŜ ŘŜǾŜƭƻǇƳŜƴǘΦ ¢ƘŜ Ψ[9!59w ŀǇǇǊƻŀŎƘΩ ǿŀǎ 

mainstreamed in Axis 4 of the Northern Ireland Rural Development Programme (NIRDP) 2007-1355 ς a 

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

ǘƻ ŀ ǎǘǊŀǘŜƎƛŎ ŀǇǇǊƻŀŎƘ ǘƻ ǊǳǊŀƭ ǊŜƎŜƴŜǊŀǘƛƻƴΣ ǘŀƪƛƴƎ ŦƻǊǿŀǊŘ ŀǎǇŜŎǘǎ ƻŦ 5!w5Ωǎ wǳǊŀƭ {ǘǊŀǘŜƎȅ 56. 

                                                           
51 http://www.seupb.eu/Programmes2000-2006/programmes-background.aspx 
52 http://www.seupb.eu/programmes2007-2013/peaceiiiprogramme/overview.aspx 
53 www.seupb.eu/Libraries/Corporate.../The_Story_Of_Peace.sflb.ashx 
54 https://www.dfpni.gov.uk/topics/procurement/public-procurement-policy-northern-ireland 
55 http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf 
56 Ibid p13 

http://www.seupb.eu/Programmes2000-2006/programmes-background.aspx
http://www.seupb.eu/programmes2007-2013/peaceiiiprogramme/overview.aspx
file://///192.168.1.1/Shared/Research/Jen's%20Rural%20Project/www.seupb.eu/Libraries/Corporate.../The_Story_Of_Peace.sflb.ashx
https://www.dfpni.gov.uk/topics/procurement/public-procurement-policy-northern-ireland
http://www.ruralnetworkni.org.uk/download/files/pub_nirdp.pdf
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One of the four axes that the NIRDP is constructed around is to improve the quality of life in rural 

areas. The RDP is to continue during the 2014-20 period, albeit with a reduction in funding available 

for rural development and environmental initiatives.  

Local councils will play a larger part 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 NIRDP axis of 

improving the quality of life in rural areas within the new Local Council structure, which may afford 

future opportunities.  

 

 Anti-poverty initiatives 

¢ƘŜ ŎǳǊǊŜƴǘ Ψ[ƛŦŜǘƛƳŜ hǇǇƻǊǘǳƴƛǘƛŜǎΩ !ƴǘƛ-Poverty and Social Exclusion Strategy (OFMDFM, 

2006)57 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 

ŀǊƻǳƴŘ ŀ ƴǳƳōŜǊ ƻŦ ΨŎƘŀƭƭŜƴƎŜǎΩ όƛΦŜΦ ƻōƧŜŎǘƛǾŜǎύΣ Ƴŀƴȅ ƻŦ ǿƘƛŎƘ ŀǊŜ ǾŜǊȅ ǊŜƭŜǾŀƴǘ ǘƻ 

regeneration58 

 

One of these objectives is eliminating poverty from rural areas, under the responsibility of DARD. 

However, directly relating the Lifetime Opportunities initiative into DARD TRPSI strategic frameworks 

requires further complementary actions. Community 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 resourced beyond the existing framework.  

The Rural Anti-Poverty and Social Inclusion Framework (2009-11)59 ŀƛƳŜŘ ǘƻ ΨƛŘŜƴǘƛŦȅ ǿƘŜǊŜ ƎŀǇǎ ŜȄƛǎǘ 

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 

stakeholdŜǊǎΩ60. Four key priorities were identified: fuel poverty, community development, rural 

transport and access and childcare.  

Successor to the Rural Anti-Poverty and Social Inclusion framework is Tackling Rural Poverty and Social 

Isolation Framework.61 Those areas which show the greatest synergies between the aims of 

                                                           
57 http://www.bristol.ac.uk/poverty/downloads/keyofficialdocuments/Lifetime%20Opportunities%20NI.pdf 
58 https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-final-report.pdf - p14 
59 https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-NI.pdf - p19 

60 Ibid p3 
61 https://www.dardni.gov.uk/publications/tackling-rural-poverty-and-social-isolation-framework 

http://www.bristol.ac.uk/poverty/downloads/keyofficialdocuments/Lifetime%20Opportunities%20NI.pdf
https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-final-report.pdf
https://www.shu.ac.uk/research/cresr/sites/shu.ac.uk/files/jrf-regeneration-poverty-NI.pdf
https://www.dardni.gov.uk/publications/tackling-rural-poverty-and-social-isolation-framework
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community arts and the Rural Poverty and Social Isolation Framework are: 1) CERI ς Contacting Elderly 

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

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 potential among 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 local council structure there will be scope for local government to play a larger part in 

delivering both regeneration and anti-poverty objectives with the input of local communities in the 

community planning process. This has generally been welcomed, albeit with some caution.   

The new councils have scope to incorporate anti-poverty objectives more overtly into their 

regeneration strategies and to include specific income poverty outcomes in their evaluation 

approach, along with increasing community involvement in the policy area through the 

ŎƻƳƳǳƴƛǘȅ ǇƭŀƴƴƛƴƎ ǇǊƻŎŜǎǎΦ IƻǿŜǾŜǊΣ ǘƘŜ ŎƻƳǇƭŜȄƛǘȅ ƻŦ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩǎ ǇǳōƭƛŎ 

administration system may well continue to prevent effective joined up action.62 

 

This has been correctly identified as having the potential to realise a cross-cutting role for the arts and 

community-based arts provision in particular to support inclusive community planning inputs and 

outputs, facilitating the establishment of this new council-based remit. 

  

                                                           
62 https://www.dardni.gov.uk/publications/tackling-rural-poverty-and-social-isolation-framework - p23 

https://www.dardni.gov.uk/publications/tackling-rural-poverty-and-social-isolation-framework
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Northern Ireland Multiple Deprivation Measure 

ΨbƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩǎ ŦƛǊǎǘ ǊŜƎƛƻƴŀƭ ǎǘǊŀǘŜƎƛŎ ŀǇǇǊƻŀŎƘ ǘƻ ǘƘŜ ǊŜƎŜƴŜǊŀǘƛƻƴ ƻŦ ŘƛǎŀŘǾŀƴǘŀƎŜŘ ŀǊŜŀǎ ǿŀǎ 

set out in People and Place: A Strategy for Neighbourhood Renewal (DSD, 2003b).Ω 63 However, 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 rural areas.  

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, and that this needs to be investigated further.64 

The Northern Ireland Multiple Deprivation Measure (NIMDM) 2010 65identified small area 

concentrations of multiple deprivation across Northern Ireland. It updated and replaced the NIMDM 

2005 as the official measure of 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% weighting); the 

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. There are 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 geographical 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 in urban and rural areas. It may also be more 

appropriate when assessing deprivation in rural areas to focus on the Output Area results.66 

                                                           
63 Ibid p9 
64 http://www.nisra.gov.uk/deprivation/archive/updateof2005measures/nimdm_2010_report.pdf - p21-22 
65 ibid 
66 Ibid p39 

http://www.nisra.gov.uk/deprivation/archive/updateof2005measures/nimdm_2010_report.pdf
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The OA measures also identified pockets of deprivation within rural areas, showing fifteen 

rural OAs in the 10% most deprived OAs in Northern Ireland. 67 

 

Cultural Relations 

YŀǘƘŜǊƛƴŜ {ƛŘŜ ŀǊƎǳŜǎ ƛƴ ƘŜǊ ŀǊǘƛŎƭŜ ΨwŜ-Assessing Rural Conflict: Rituals, Symbols and 

/ƻƳƳŜƳƻǊŀǘƛƻƴǎ ƛƴ ǘƘŜ aƻȅƭŜ 5ƛǎǘǊƛŎǘΣ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩΣ ǘƘŀǘ  

ΨŀǎǎŜǊǘƛƻƴǎ ŀōƻǳǘ ǘƘŜ ŀōǎŜƴŎŜ ƻŦ ǎŜŎǘŀǊƛŀƴƛǎƳ ŀƴŘ ƭƻŎŀƭ ŎƻƴŦƭƛŎǘ ŀǊŜ ǇǊƻōƭŜƳŀǘƛŎ ōŜŎŀǳǎŜ ǘƘŜȅ ŜȄŎƭǳŘŜ 

rural areas from key policy documents related to community relations and, because they permit the 

construction of surface appearances of peaceful co-existence and policy adherence, while at the same 

ǘƛƳŜΣ ǇŜǊƳƛǘǘƛƴƎ ǘƘŜ Ŏƻƴǘƛƴǳŀǘƛƻƴ ƻŦ ƭƻŎŀƭ ǎŜŎǘŀǊƛŀƴƛǎƳ ŀƴŘ ŎƻƴŦƭƛŎǘΦΩ 68 

There is little research that has been done on rural areas and the conflict. There is, understandably, a 

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 Belfast69, and the majority of the population 

of Northern Ireland resides in urban areas.  

 

                                                           
67 Ibid p56 
68 http://journals.brandonu.ca/jrcd/article/view/930/210 - p102 
69 http://cain.ulst.ac.uk/sutton/ 

Participants from the Programme for Intercultural Arts Support 

http://journals.brandonu.ca/jrcd/article/view/930/210
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 community relations.70  

 

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 project as it does not address ambivalence, avoidance, 

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

 

wŜŎŜƴǘƭȅΣ ǘƘŜǊŜ Ƙŀǎ ōŜŜƴ ŀƴ ƛƴŎǊŜŀǎŜŘ ǇǳōƭƛŎ ŀǿŀǊŜƴŜǎǎ ŀƴŘ ΨŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ƭŜǎǎ ǘŀƴƎƛōƭŜΣ ŀƴŘ - to a 

degree ς ŎƻƴŎŜŀƭŜŘΣ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ǎƻŎƛŀƭ ŎƻƴǎŜǉǳŜƴŎŜǎ ƻŦ ŜƴŘǳǊƛƴƎ ŎƻƴŦƭƛŎǘ ŀƴŘ ǾƛƻƭŜƴŎŜΩΣ ŀǎ ƛƴŘƛŎŀǘŜŘ 

by the Arts Council Northern Ireland Re-Imaging project 71 

 

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 urban life, says relatively little about urban 

variation and, overlooks the extent to which a majority of individuals report being unaffected 

by conflict72  

It also limits rural inclusion.73 

There are three key policy documents for improving community relations: A Shared Future (OFMDFM, 

2005);74 The Programme for Cohesion, Sharing and Integration (OFMDFM, 2010);75 and The Racial 

Equality Strategy (OFMDFM, 2014)76. However, they contain few references to rural contexts.  

Current government policy on rural communities, including 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 realities of segregation and sectarian division that 

pervade many areas. 77 

                                                           
70 http://cain.ulst.ac.uk/csc/reports/murtagh99.htm 
71 http://www.artscouncil-ni.org/the-arts/visual-arts1/re-imaging-communities/publications 
72 http://www.methodologicalinnovations.org.uk/wp-content/uploads/2013/07/6.-Mcloughlin-pp64-77.pdf 
73 http://journals.brandonu.ca/jrcd/article/view/930/210 - p106 

74 https://www.ofmdfmni.gov.uk/sites/default/files/publications/ofmdfm_dev/a-shared-future-policy-2005.pdf 
75 http://cain.ulst.ac.uk/issues/politics/ofmdfm/ofmdfm_270710_sharing.pdf 
76 https://www.ofmdfmni.gov.uk/publications/racial-equality-strategy-2015-2025 
77 Bell, J., Jarman, N., & Harvey, B. (2010). Beyond Belfast: Contested spaces 

http://cain.ulst.ac.uk/csc/reports/murtagh99.htm
http://www.artscouncil-ni.org/the-arts/visual-arts1/re-imaging-communities/publications
http://www.methodologicalinnovations.org.uk/wp-content/uploads/2013/07/6.-Mcloughlin-pp64-77.pdf
https://www.ofmdfmni.gov.uk/sites/default/files/publications/ofmdfm_dev/a-shared-future-policy-2005.pdf
http://cain.ulst.ac.uk/issues/politics/ofmdfm/ofmdfm_270710_sharing.pdf
https://www.ofmdfmni.gov.uk/publications/racial-equality-strategy-2015-2025
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¢ƘŜ ŜŦŦŜŎǘ ƻŦ ǎǳŎƘ ǇƻƭƛŎƛŜǎ ƛǎ ǘƻ ŎƻƴǎǘǊǳŎǘ ΨǎǳǊŦŀŎŜ ŀǇǇŜŀǊŀƴŎŜǎ ƻŦ ǇŜŀŎŜŦǳƭ ŎƻŜȄƛǎǘŜƴŎŜ ŀƴŘ ǇƻƭƛŎȅ 

adherence in rural contexts, which, at the same time, permit the continuation of sectarianism and 

ŎƻƴŦƭƛŎǘΦΦΦΩ 78 

According to Tony aŀŎŀǳƭŀȅΣ ǿƘŀǘ ƛǎ ƴŜŜŘŜŘ ƛǎ ŀΧ 

 

ΧŦƭŜȄƛōƭŜΣ ƴŜŜŘǎ ƭŜŘΣ ǇŜƻǇƭŜ ŎŜƴǘǊŜŘΣ ŎƻƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇƳŜƴǘ ŀǇǇǊƻŀŎƘ ώǿƘƛŎƘϐ ƛǎ ŜŦŦŜŎǘƛǾŜ ƛƴ 

stimulating, supporting and progressing peace building in rural communities and is an 

essential part of the community development process. 79 

 

An outcome of the RCN Rural Enabler Programme 2010-2013, the research paper Rural 

/ƻƳƳǳƴƛǘƛŜǎΧtƻƭƛǘŜ ŀǾƻƛŘŀƴŎŜ ŀƴŘ ŘŜƴƛŀƭ ς rhetoric or reality (Macaulay, 2013)80 indicates that key 

to developing functional and productive cultural relations within rural areas are: working with a 

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 time81  

Macaulay also states that 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 development.82 

There has been recent evidence to support the positive outcomes of community arts projects in peace-

building in urban areas in Northern Ireland.83 

Beyond that there has been άaŜŀǎǳǊƛƴƎ ǘƘŜ ŜŎƻƴƻƳƛŎ ŀƴŘ ǎƻŎƛŀƭ ƛƳǇŀŎǘ ƻŦ ǘƘŜ ŀǊǘǎΣ ŀ ǊŜǾƛŜǿΤ /ǳƭǘǳǊŀƭ 

Framework for Belfast 2012-15, 2012).84  

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.ca/jrcd/article/view/930/210 - p104 
79 http://www.ruralcommunitynetwork.org/DataEditorUploads/Polite_avoidance.pdf 
80 ibid 
81 Ibid p13-14 
82 Ibid p2 
83 http://www.artscouncil-ni.org/images/uploads/publications-documents/Re-Imaging_Final_Evaluation.pdf 
84 Measuring the economic and social impact of the arts, a review; Cultural Framework for Belfast 2012-15, 2012 

http://journals.brandonu.ca/jrcd/article/view/930/210
http://www.ruralcommunitynetwork.org/DataEditorUploads/Polite_avoidance.pdf
http://www.artscouncil-ni.org/images/uploads/publications-documents/Re-Imaging_Final_Evaluation.pdf
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Review of Public Administration 

2015 is a year in which dramatic changes to local government structures take place. As of the 1st April 

2015, the pre-existing twenty-ǎƛȄ ŘƛǎǘǊƛŎǘǎ ƘŀǾŜ ōŜŜƴ ǊŀǘƛƻƴŀƭƛǎŜŘ ƛƴǘƻ мм ƴŜǿ ΨǎǳǇŜǊ-ŎƻǳƴŎƛƭǎΩΦ The 

previous pattern of local government in Northern Ireland, with 26 councils, was established in 1973 

by the Local Government (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.  

!ŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ 5ŜǇŀǊǘƳŜƴǘ ƻŦ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘΣ άώǘϐƘŜ ƴŜǿ ŎƻǳƴŎƛƭǎ ǿƛƭƭ ōŜ ǎǘǊƻƴƎŜǊΣ ƳƻǊŜ ŜŦŦƛŎƛŜƴǘ 

and will deliver more effective services. They will be citizen focused, responding to the needs, 

ŀǎǇƛǊŀǘƛƻƴǎ ŀƴŘ ŎƻƴŎŜǊƴǎ ƻŦ ǘƘŜƛǊ ŎƻƳƳǳƴƛǘƛŜǎΦέ 85 

Within the new council structures, local government has a duty to work with communities in order to 

άŘŜǾŜƭƻǇ ŀƴŘ ƛƳǇƭŜƳŜƴǘ ŀ ǎƘŀǊŜŘ Ǿƛǎƛƻƴ ŦƻǊ ǇǊƻƳƻǘƛƴƎ ǘƘŜ ŜŎƻƴƻƳƛŎΣ ǎƻŎƛŀƭ ŀƴŘ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ǿŜƭƭ-

ōŜƛƴƎ ƻŦ ǘƘŜƛǊ ŀǊŜŀέΣ ǘƘǊƻǳƎƘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŎƻƳƳǳƴƛǘȅ ǇƭŀƴƴƛƴƎΦ  

Largely based on the Scottish model86Σ ŀƴŘ ŘŜŦƛƴŜŘ ƛƴ !ǳŘƛǘ {ŎƻǘƭŀƴŘΩǎ wŜǇƻǊǘ ά/ƻƳƳǳƴƛǘȅ tƭŀƴƴƛƴƎΥ 

!ƴ Lƴƛǘƛŀƭ wŜǾƛŜǿέ ŀǎ ϦǘƘŜ ǇǊƻŎŜǎǎ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǇǳōƭƛŎ ǎŜŎǘƻǊ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ǿƻǊƪ ǘƻƎŜǘƘŜǊ ŀƴŘ ǿƛǘƘ 

                                                           
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 

http://www.doeni.gov.uk/local_government_reform
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 and solve 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 Arlene Foster, laid out the components of 

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

- an effective, statute-based Community Planning process led and facilitated by the new 

councils;   

- a clear statutory requirement on all other public bodies 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 place, the 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 well-being of their members.  

It is imperative that development 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 structure) and support the new 

Councils as they implement their community planning strategies.    
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 CHAPTER 4:   Literature Review ς The arts in social change and 

regeneration. The value of the arts in 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 a larger ŘŜōŀǘŜ ŀōƻǳǘ ǘƘŜ ΨǳǎŜŦǳƭƴŜǎǎΩ ŀƴŘ ΨƛƴǘǊƛƴǎƛŎ ƳƻǊŀƭ ƎƻƻŘΩ ƻŦ ǘƘŜ ŀǊǘǎ ƛƴ ǎƻŎƛŜǘȅΦ  

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 within policy making, economic value arguments 

ǿƛǘƘƛƴ ŀ ΨƴŜƻƭƛōŜǊŀƭ ƳƻƴƻŎǳƭǘǳǊŜΩ ƘŀǾŜ ōŜŎƻƳŜ ǘƘŜ ǇǊƛƳŀǊȅ ŦƻŎǳǎ 87 

She quotes Michaels as saying: 

In these early decades of the twenty-first century, the master story is economic; economic beliefs, 

values and assumptions are shaping how we feel, think, and act. The beliefs, values and assumptions 

ǘƘŀǘ ƳŀƪŜ ǳǇ ǘƘŜ ŜŎƻƴƻƳƛŎ ǎǘƻǊȅ ŀǊŜƴΩǘ ƛƴƘŜǊŜƴǘƭȅ ǊƛƎƘǘ ƻǊ ǿǊƻƴƎΤ ǘƘŜȅΩǊŜ Ƨǳǎǘ ŀ ǎƛƴƎƭŜ ǇŜǊǎǇŜŎǘƛǾŜ ƻƴ 

the nature of reality. In a mono-culture though, that single perspective becomes so engrained 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. 88 

                                                           
87 http://wrap.warwick.ac.uk/60356/ - p106 
88 Ibid p 109 

The Ballinderry Memorial Hall Women's Art Group participant in CAP's "Masque" project. 

http://wrap.warwick.ac.uk/60356/
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LŦ ǿŜ ƭƻƻƪ ŀǘ .ŀǊƴŀǊŘƻΩǎ ǿƻǊƪ ƻƴ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ ǿŜ see a similar perspective.89 

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 

ǘŀƪŜƴ ǇƭŀŎŜΣ ǿƘƛŎƘ Ƙŀǎ ŦƻŎǳǎŜŘ ƻƴ ƳŜŀǎǳǊŀōƭŜ άƛƳǇŀŎǘǎέ ƻŦ ǘƘŜ ŀǊǘǎ ŀƴŘ ǿƘƛŎƘ Ƙŀǎ ƭŜŦǘ ŀ 

number of fundamental assumptions unchallenged. This, in part, can be attributed to the 

ƛƳǇŜǊŀǘƛǾŜǎ ƻŦ άŜǾƛŘŜƴŎŜ-ōŀǎŜŘ ǇƻƭƛŎȅ ƳŀƪƛƴƎέΣ ǿƘƛŎƘ Ƙŀǎ ōŜŎƻƳŜ ǎƻƳŜǘƘƛƴƎ ƻŦ ŀƴ ƻǊǘƘƻŘƻȄȅ 

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 arts. 90 

InsǘŜŀŘΣ .ŜƭŦƛƻǊŜ ŀǊƎǳŜǎ ŦƻǊ ŀ ǿƛŘŜǊ ŘƛǎŎǳǎǎƛƻƴ ǿƘƛŎƘ ƳƻǾŜǎ ΨōŜȅƻƴŘ ǘƘŜ ƛƳǇŀŎǘ ŘŜōŀǘŜΩǎ ƭƛƳƛǘƛƴƎ 

ŀǎǇŜŎǘǎ ŀƴŘ ŜŎƻƴƻƳƛǎǘƛŎ ŦǊŀƳƛƴƎΩΣ ŀƴŘ ƻƴŜ ǿƘƛŎƘ ŘŀǊŜǎ ǘƻ ΨŎƻƴǎƛŘŜǊ ƴƻǘ Ƨǳǎǘ Ƙƻǿ ŀǊǘǎ ŀƴŘ ƘǳƳŀƴƛǘƛŜǎ 

research might create public value, but also how and why it miƎƘǘ Ŧŀƛƭ ǘƻ Řƻ ǎƻΩ 91 

{ƘŜ ŀƴŘ .ŜƴƴŜǘǘ ǎǳƎƎŜǎǘ ŀŘŘƛƴƎ ŘŜǇǘƘ ǘƻ ŎǳƭǘǳǊŀƭ ǇƻƭƛŎȅ ŘŜōŀǘŜΣ ǘƘǊƻǳƎƘ ǇǊƻŘǳŎƛƴƎ Ψŀ ǘŀȄƻƴƻƳȅ ƻŦ 

impacts and a classification of the various claims that have been made, over time, for how the arts 

ŀŦŦŜŎǘ ōƻǘƘ ƛƴŘƛǾƛŘǳŀƭǎ ŀƴŘ ǎƻŎƛŜǘȅΣΩ thus developing a better understanding of the role of the arts in 

contemporary society, beyond performance measurement and target setting.92   

Lǘ ƛǎ ǘƘǊƻǳƎƘ ǘƘƛǎ ƭŜƴǎ ǿƘƛŎƘ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ǊŜǎŜŀǊŎƘ ΨƛƳǇŀŎǘǎΩ ƻŦ ǘƘŜ 9ȄǇƭƻǊƛƴƎ /ƘŀƴƎŜ ǊŜǎŜŀǊŎƘ ǎƘƻǳƭŘ 

be viewed ς not as simplistic measurable outputs, but within a more complex reading of how 

communities see themselves, cross-referenced against the artistic, human and personal values that 

artists bring to the process, as well as the more structured frameworks and economic 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 the arts:  

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 
91 Ibid p109 
92 http://wrap.warwick.ac.uk/53054/ - p110 

http://www.barnardos.org.uk/commarts.pdf
http://wrap.warwick.ac.uk/53054/
http://wrap.warwick.ac.uk/53054/


48 
 

5) proof of impacts can safeguard funding and  

6) a new language is needed for discussing the value of the arts.93 

Once we understand that  

a) the arts lend themselves to defying definition;  

ōύ ŜǾŜǊȅƻƴŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ŀǊǘǎ ƛǎ ŘƛŦŦŜǊŜƴǘΤ  

Ŏύ ŀǊǘ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻǿŀǊŘǎ ŀ ƴŜƎŀǘƛǾŜ ŀǎ ǿŜƭƭ ŀǎ ŀ ǇƻǎƛǘƛǾŜ ƛƳǇŀŎǘ ƛƴ ǎƘŀǇƛƴƎ ǇŜƻǇƭŜΩǎ ōŜƭƛŜŦǎ ŀƴŘ ǎŜƴǎŜ 

of identity;  

Řύ ƛƳǇŀŎǘ ŎŀƴΩǘ ŀƭǿŀȅǎ ōŜ ΨƳŜŀǎǳǊŜŘΩ ŀƴŘ ΨǇǊƻǾŜŘΩΤ  

e) however much proof is demonstrated, funding within the arts is generally precarious and  

Ŧύ ƛƴ ƭƛƴƪƛƴƎ ŀ άƴŜǿ ƭŀƴƎǳŀƎŜέ ŎƭƻǎŜƭȅ ǘƻ ŦǳƴŘƛƴƎ ƛǎǎǳŜǎΣ ǘƘŜǊŜ ƛǎ ŀ ŘŀƴƎŜǊ ǘƘŀǘ ǿŜ ǿƛƭƭ ŜƴŘ ǳǇ ƴƻǘ ǿƛǘƘ 

a ΨƳƻǊŜ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǾŀƭǳŜ ƻŦ ǘƘŜ ŀǊǘǎ ōǳǘ ǿƛǘƘ ƳƻǊŜ ŀŘǾƻŎŀŎȅ ŘƛǎƎǳƛǎŜŘ ŀǎ ǊŜǎŜŀǊŎƘ 

and yet another round of policy-ōŀǎŜŘ ŜǾƛŘŜƴŎŜ ƳŀƪƛƴƎΦΩ 94 

There is certainly a need for a more nuanced discussion of the value of the arts, particularly within the 

predominantly conservative, neo-liberalist framework of Northern Irish politics, where impact 

measurement has been inextricably linked to economic concerns.  Deeper nuances within outcomes 

frameworks may serve to offer greater platforms for sustaining impactful art-making. 

 

                                                           
93 Ibid pps136-138 
94 Ibid p138 

ArtsMatterNI Stormont Rally in November 2015 
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In light of the recent drastic funding cuts to the arts in Northern Ireland, whilst the Northern Ireland 

9ȄŜŎǳǘƛǾŜΩǎ outgoing Programme for Government paid lip service to the arts and culture άŀǎ 

ƛƴǎǘǊǳƳŜƴǘǎ ŦƻǊ ǇƻǎƛǘƛǾŜ ŎƘŀƴƎŜέ 95 in tackling social issues, and enjoys piggybacking on the 

άǘǊŀƴǎŦƻǊƳŀǘƛǾŜ ǇƻǿŜǊ ƻŦ ŎǳƭǘǳǊŜΣ ŀǊǘǎ ŀƴŘ ƭŜƛǎǳǊŜέΣ96 it cannot quite summon the belief in the value 

of the arts needed to translate such recognition into increased and strategically more advantageous 

investment, there is a great 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 triangulation of the 

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

/ƻƳƳǳƴƛǘȅ !Ǌǘǎ Ƙŀǎ ƘŀŘ ŀƴŘ ŎƻƴǘƛƴǳŜǎ ǘƻ ƘŀǾŜ ƻƴ ǇŜƻǇƭŜΩǎ ƭƛǾŜǎ ǿƛǘƘƛƴ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘƛŜǎΦ   

Community Arts ς Arts for social change 

Of course, the 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: 

Χŀ ǇǊƻŎŜǎǎ ƻŦ ƘŀǊƴŜǎǎƛƴƎ ǘƘŜ ǘǊŀƴǎŦƻǊƳŀǘƛǾŜ ǇƻǿŜǊ ƻŦ ƻǊƛƎƛƴŀƭ ŀǊǘƛǎǘƛŎ ŜȄǇǊŜǎǎƛƻƴ ŀƴŘ 

producing 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 working, providing an opportunity for communities and their participants 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 arts practice.97 

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 defined mŜŀƴƛƴƎ ŎƻƳǇŀǊŜŘ ǘƻ ǿƘŀǘ ƛǎ ǘǊŀŘƛǘƛƻƴŀƭƭȅ ƪƴƻǿƴ ŀǎ Ψ!ǊǘΩ ƻǊ 

ΨtŜǊŦƻǊƳŀƴŎŜΩΦ    

It cannot be emphasised enough how important this distinction is in considering the impact of 

Community Arts. This is not the art synonymous of an elite or a particular niche which excludes by 

demanding prior knowledge or education, but art which can be found in the everyday ς art emanating 

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

                                                           
95 http://www.northernireland.gov.uk/pfg-2011-2015-final-report.pdf 
96 ibid 
97 http://comartspartner.org/ 

http://www.northernireland.gov.uk/pfg-2011-2015-final-report.pdf
http://comartspartner.org/
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As Marx W. ²ŀǊǘƻŦǎƪȅ ŎƭŀƛƳǎ άώƛϐt is in the self-recognitioƴ ƻŦ ώΧϐ ŎǊŜŀǘƛǾŜ ŎŀǇŀŎƛǘȅ ǘƘŀǘ ƘǳƳŀƴ ōŜƛƴƎǎ 

ŎƻƳŜ ǘƻ ƪƴƻǿ ǘƘŜƳǎŜƭǾŜǎ ŀǎ ƘǳƳŀƴΧέ98 ²ƛǘƘƻǳǘ ǘƘƛǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ΨŀǊǘΩΣ ǿŜ ŀǊŜ ƴƻǘ ŀōƭŜ ǘƻ ǊŜŀƭƛǎŜ 

our full potential, or truly comprehend our humanity.  

However, although this definition goes some way to narrowing 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 particular 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.  

Over recent years relatively little has been written on Community Arts in Northern Ireland. There have 

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

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

or discrete programme evaluations on behalf of funders or ALBs. A brief history of a more general 

Community Arts development can be found /!tΩǎ άBetween Ourselvesέ text (edited by Dr Shelley 

Tracey and Conor Shields99) ŀƴŘ /!tΩǎ ά/ƻƳƛƴƎ ƻŦ !ƎŜέ100. /ƻƴƻǊ {ƘƛŜƭŘǎ ǎŀȅǎ ά¢ƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ 

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

                                                           
98 http://www.springer.com/gb/book/9789027707369 
99 Between Ourselves: exploring interculturalism through intercommunity creative practice ISBN 9-780993-429804, 2015 
100 Coming of Age: The shared legacy of community arts 2011 ISBN9-771473-968012 

Paiste, the last serpent in Ireland. Art piece in Limavady, Causeway Coast and Glens Borough Council 

http://www.springer.com/gb/book/9789027707369
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but always relevant. The development of new 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 relate, reflect and 

ŘŜǾŜƭƻǇΦέ 

Conor Shields continues: 

άCommunity 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 support 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 skills are incorporated 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. The concerns, 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 range of circumstances 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, particularly 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 

ƘƛǎǘƻǊȅΣ ƛƴŎƻǊǇƻǊŀǘƛƴƎ ǘƘŜ ŎƻƴŦƭƛŎǘ ƪƴƻǿƴ ǘƻ Ƴŀƴȅ ŀǎ ά¢ƘŜ ¢ǊƻǳōƭŜǎέ ŀƴŘ ǘƘŜ ŀŎŎƻƳǇŀƴȅƛƴƎ ƘŀǊŘǎƘƛǇ 

and despair that has been visited upon successive generations. Without wishing to offer commentary 

on ancient and modern history, it has been the undoubted case that 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 championed the 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 communication of ideas and issues, 

ŎŜƭŜōǊŀǘƛƻƴǎ ŀƴŘ ƛƴǘŜǊǾŜƴǘƛƻƴǎΦέ  

Iƴ aŀǊǘƛƴ [ȅƴŎƘΩǎ ŀǊǘƛŎƭŜ Ψ¢ƘŜ ƘƛǎǘƻǊȅ ƻŦ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ ƛƴ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩ 101 in which he attributes 

ǘƘŜ Ǌƻƻǘǎ ƻŦ ǘƘŜ ŘƛǎŎƛǇƭƛƴŜ ƛƴ ǘƘŜ мфтлΩǎ ŀƴŘ ΨулΩǎ ǘƻ ǘƘŜ ǿƻǊƪƛƴƎ ŎƭŀǎǎŜǎΣ ŀƴŘ ΨǘƘŜ ŜƳŜǊƎŜƴŎŜ ƻŦ 

                                                           
101 http://comartspartner.org/wp-content/uploads/2013/12/The-history-of-community-arts-in-Northern-Ireland.pdf 

http://comartspartner.org/wp-content/uploads/2013/12/The-history-of-community-arts-in-Northern-Ireland.pdf
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individuals from a society where education was no longer the privilege of the middle and upper 

ŎƭŀǎǎŜǎΩ 102thus changing who had access to the arts.  

¢ƘŜ ƘŀǇƘŀȊŀǊŘ ŜƳŜǊƎŜƴŎŜ ƻŦ ƛƴƛǘƛŀƭ ƎǊƻǳǇǎ ŀƴŘ ƛƴƛǘƛŀǘƛǾŜǎ ǿŀǎƴΩǘ ŎƻƴǎƻƭƛŘŀǘŜŘ ǳƴǘƛƭ ǘƘŜ мффлΩǎ ǿƘŜƴ 

funding (ŦƛǊǎǘ ǘƘǊƻǳƎƘ aŀƪƛƴƎ .ŜƭŦŀǎǘ ²ƻǊƪΣ ŀ ΨƎƻǾŜǊƴƳŜƴǘ ǎƻŎƛŀƭ-ǊŜƎŜƴŜǊŀǘƛƻƴ ǉǳŀƴƎƻΩ103 and then 

through the Arts Council Northern Ireland) was made available, thus securing the sector for the 

foreseeable future.  

Lynch sees community arts as predominantly a vehicle ǘƻ ΨΧƎƛǾŜ ǾƻƛŎŜ Ǿƛŀ ǘƘŜ ŀǊǘǎ ǘƻ ƘǳƎŜ ǎŜŎǘƛƻƴǎ ƻŦ 

ƻǳǊ ǎƻŎƛŜǘȅ ǘƘŀǘ ǇǊŜǾƛƻǳǎƭȅ ƘŀŘ ƴƻƴŜΧΩ ŀƴŘ Ƙŀǎ ŀ ǎƻŎƛŀƭ ƛƳǇŀŎǘ ǘƘǊƻǳƎƘƻǳǘ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΦ104 

IƻǿŜǾŜǊΣ Ƙƛǎ ŎƭŀƛƳ ǘƘŀǘ ǘƘŜ ǘŜǊƳ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ ƛǎ ǿƛŘŜƭȅ ŀƴŘ ŎƭŜŀǊƭȅ ǳƴŘŜǊǎǘƻƻŘ ƛƴ ΨƎƻǾŜǊƴƳŜƴǘ 

departments, statutory agencies, local councils, the voluntary and community sectors, and most 

ŜǎǇŜŎƛŀƭƭȅΧƛƴ ŎƻƳƳǳƴƛǘƛŜǎΩ ƛǎ ǎƻƳŜǿƘŀǘ ǇǊŜƳŀǘǳǊŜΦ105 The recent debilitating funding cuts to the arts 

from Stormont, alongside the evidence gathered through the Exploring Change research 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 distinction that LynŎƘ ƳŀƪŜǎ ōŜǘǿŜŜƴ ΨƘƛƎƘ ŀǊǘΩ ŀƴŘ ŎƻƳƳǳƴƛǘȅ ŀǊǘΣ ŀƴŘ Ƙƻǿ ƛǘ ƛǎ ŜƳǇƭƻȅŜŘΣ 

is crucial to understanding the possible impact and value of Community Arts. 106 

If art can be used as a powerful tool for both negative (negative propaganda and manipulation, 

reinforcing of negative stereotypes and entrenched, inflexible traditional identities which reinforce 

conflict amongst communities) and positive outcomes (to instil self-empowerment, autonomy and 

confidence within communities), then there is even more reason for governing 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 personal perceptions they hold:   

Χŀǎ ƴǳƳŜǊƻǳǎ ǎǘǳŘƛŜǎ ƘŀǾŜ ǎƘƻǿƴΣ ŦǊƻƳ tƛŜǊǊŜ .ƻǳǊŘƛŜǳ ǘƻ tŀǳƭ ²ƛƭƭƛǎΣ ǘƘŜ ǾŀƭǳŜ ƻǊ 

impact of a work of art will vary enormously, according to all the factors that make up 

ŀ ǇŜǊǎƻƴΩǎ ƛŘŜƴǘƛǘȅΣ ƛƴŎƭǳŘƛƴƎ ŀƎŜΣ ŎƭŀǎǎΣ ƘŜŀƭǘƘΣ wealth and so on.107 

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 

                                                           
102 Ibid p57 
103 Ibid p61 
104  Ibid p63 
105 Ibid p65 
106 Ibid p 70 
107 http://wrap.warwick.ac.uk/53054/ p136-137 

http://wrap.warwick.ac.uk/53054/
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the potential to be infinitely greater than addressing mere access issues, such as making sure there is 

an arts venue within twenty miles of a community, one of the main access aims of the ACNI in the past 

two108 five-year strategic plans. 109 Beyond strategic plans, interventions ǎǳŎƘ ŀǎ Ψ.ŀǊǊƛŜǊǎ ǘƻ !ŎŎŜǎǎ ǘƻ 

DisabƭŜŘ tŜƻǇƭŜ ǘƻ ǘƘŜ !ǊǘǎΩ ǊŜǎŜŀǊŎƘΣ ŀƴŘ ǘƘŜ !Ǌǘǎ /ƻǳƴŎƛƭ ŜƴƎŀƎŜƳŜƴǘ ǎǘǊŀǘŜƎƛŜǎ ǊŜƭŀǘƛƴƎ ǘƻ 

Intercultural Arts and Arts and Older People, the Equality Charter, the Equality Plan, the Disability 

Action Plan ƘŀǾŜ ōƻƭǎǘŜǊŜŘ !/bLΩǎ core aim of the five-year arts ǎǘǊŀǘŜƎȅ ǘƻ ΨtǊƻƳƻǘŜ !ŎŎŜǎǎΩ. 

Lƴ ά.ŜǘǿŜŜƴ hǳǊǎŜƭǾŜǎέ /ƻƴƻǊ {ƘƛŜƭŘǎ ŜȄŀƳƛƴŜǎ ŎƻƳƳǳƴƛǘȅ ŎƻƴƴŜŎǘŜŘƴŜǎǎΥ άhǳǊ ǎǳōǎǘŀƴǘƛǾŜ 

meaning of community is a group or network of persons who are connected to each other by a 

relatively stable set of social relations that extends 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 world ς increasingly now, we are 

members of on-line 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 development. Where it fails, the emergence of new cultural 

ŘƛǎǘƛƴŎǘƛƻƴǎ ǘƘŀǘ ƘŀǾŜ ǘƘŜ ǇƻǿŜǊ ǘƻ ƳŀƪŜ ŘƛǎǘƛƴŎǘ ŘƛŦŦŜǊŜƴŎŜǎ Ŏŀƴ ƘŀǾŜ ŀ ǊŀƴƎŜ ƻŦ ǇƻǘŜƴǘƛŀƭ ŜŦŦŜŎǘǎΦέ  

However, why and how Community Arts programmes are carried out is also of vital importance as to 

whether they have a positive or negative impact upon participant-artists, as outlined by Helen Sharkey 

in the Participatory Arts Archive110 ŀƴŘ DŜǊǊƛ aƻǊƛŀǊǘȅΩǎ ŀǊǘƛŎƭŜ Ψ/ƻƳƳǳƴƛǘȅ ŀǊǘǎ ŀƴŘ ǘƘŜ ǉǳŀƭƛǘȅ ƛǎǎǳŜΩ 

(2004).111 ¢ƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ΨDƻƻŘ tǊŀŎǘƛŎŜΩ ǿƛǘƘƛƴ ŎƻƳƳǳƴƛty arts is therefore vital, and one that is 

discussed in more depth within Segment 11.   

Participatory Arts Archive ς an overview of participatory arts in Northern 

Ireland (including community arts) 

Sharkey refers to Participatory Arts as non-professional arts practice and production, outside of the 

established professional arts arena or marketplace, incorporating the voluntary art sector and the 

ŎƻƳƳǳƴƛǘȅ ŀǊǘ ǎŜŎǘƻǊΦ {ƘŜ ŀƭǎƻ ƳŀƪŜ ǘƘŜ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ΨƘƛƎƘΩ ŀǊǘǎ ŀƴŘ ǿƘŀǘ ǎƘŜ ǘŜǊƳǎ 

ΨǎƻŎƛŀƭƭȅ ŜƴƎŀƎŜŘ ŀǊǘƛǎǘǎΩΣ ŀƴŘ ǘƘŜ ǇǊƻōƭŜƳǎ ŀǊǘƛǎǘǎ ŦŀŎŜ ƛƴ ǘŜǊƳǎ ƻŦ ƘŀǾƛƴƎ ǘƘŜƛǊ ǿƻǊƪ ǊŜŎƻƎƴƛǎŜŘ ǿƛǘƘƛƴ 

community contexts 112 

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

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

                                                           
108 http://www.artscouncil-ni.org/documents/aboutus/5YearStrategy2007-2012.pdf 
109 http://www.artscouncil-ni.org/images/uploads/publications-documents/ambitions-for-the-arts-5-year-strategy.pdf - p7 
110 http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.486958 ς pps28-31 
111 άCommunity Arts and the Quality IssueΣέ ƛƴ {ŀƴŘȅ CƛǘȊƎŜǊŀƭŘΣ ŜŘΦ !ƴ Outburst of Freshness: Community Arts in Ireland ς A Reader. 
112 http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.486958 

http://www.artscouncil-ni.org/documents/aboutus/5YearStrategy2007-2012.pdf
http://www.artscouncil-ni.org/images/uploads/publications-documents/ambitions-for-the-arts-5-year-strategy.pdf
http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.486958
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. 

¢ƘŜ ƭŀōŜƭǎ ŀǘǘŀŎƘŜŘ ǘƻ ΨŎƻƳƳǳƴƛǘȅ ŀǊǘǎΩ ŀƴŘ ΨǎƻŎƛŀƭƭȅ ŜƴƎŀƎŜŘ ŀǊǘǎΩ ǘŜƴŘ ǘƻ ōƭŜŜŘ ƛƴǘƻ ƻƴŜ ŀƴƻǘƘŜǊΣ 

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 and disability, and 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 of some of these terms, as defined by this piece of research.  

Ψ{ƻŎƛŀƭƭȅ ŜƴƎŀƎŜŘ ŀǊǘǎΩ ƻǊ ΨŎƻƳƳǳƴƛǘȅ ŀǊǘǎΩ ƛǎ ƛƴǾŜǎǘƛƎŀǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǳƳōǊŜƭƭŀ ǘŜǊƳ ǎƻŎƛŀƭ 

inclusion, before being broken down into further categories in order to highlight some of the ways in 

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 community relations; 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 been chosen, which offers documentary evidence, to highlight the impact of 

community arts within that particular sub-category.   
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Community arts and inclusion ς Examining Social Inclusion in the arts in 

Northern Ireland. 

Social exclusion is closely linked to a ǊŜƭŀǘƛǾŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǇƻǾŜǊǘȅ ŀƴŘ ƛƴǾƻƭǾŜǎ ΨǇŜƻǇƭŜ ōŜƛƴƎ 

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 

maiƴǎǘǊŜŀƳ ǎƻŎƛŜǘȅΦΩ113 Social exclusion, although closely related to poverty, is different in that it 

focusses attention of a broad range of factors and processes ǇǊŜǾŜƴǘƛƴƎ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ƻǊ ƎǊƻǳǇΩǎ 

participation within society (not just economic factors), including the opportunity to participate fully 

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

In rural areas, social exclusion is experienced particularly through lack of access to key services, social 

networks and transportation, as well as others.114 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 publication Examining social inclusion in the arts in Northern 

Ireland ǎǘŀǘŜǎ ǘƘŀǘ ǿƘƛƭŜ ǘƘŜǊŜ ƛǎ όǳƴŘŜǊǎǘŀƴŘŀōƭȅύ ΨƭƛǘǘƭŜ ΨƘŀǊŘΩ ŜǾƛŘŜƴŎŜ ŦƻǊ ŀ ŘƛǊŜŎǘΣ Ŏŀǳǎŀƭ link 

ōŜǘǿŜŜƴ ŎǳƭǘǳǊŀƭ ŜƴƎŀƎŜƳŜƴǘ ŀƴŘ ƎǊŜŀǘŜǊ ǎƻŎƛŀƭ ƛƴŎƭǳǎƛƻƴΩΣ ǎǇŜŎƛŦƛŎ ƛƴǘŜǊǾŜƴǘƛƻƴǎ Řƻ ƭƛƴƪ ǇŀǊǘƛŎƛǇŀǘƛƻƴ 

in the arts with, for example, reducing feelings of loneliness in older participants, diverting younger 

people from anti-social behaviour and helping to reduce anxiety in mental health patients. 115  

                                                           
113 Browne 2005: p54 
114 Giddens et al 2007: p249 
115 Hull, 2013: p3 

{ǇŜŎǘǊǳƳ ²ƻƳŜƴΩǎ !ǳǘƛǎƳ DǊƻǳǇΣ ŦǊƻƳ 5ǳƴƎŀƴƴƻƴΣ ƳŜŜǘǎ ǘƘŜ [ƻǊŘ aŀȅƻǊΣ !ǊŘŜǊ /ŀǊǎƻƴΣ ŀǘ .ŜƭŦŀǎǘ /ƛǘȅ Iŀƭƭ 
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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.  

²Ƙƛƭǎǘ ƛǘ Ƴŀȅ ƴƻǘ ōŜ ΨƳŜŀǎǳǊŀōƭŜΩ Ƙƻǿ ƳǳŎƘ ǎƻƳŜƻƴŜΩǎ ƛǎƻƭŀǘƛƻƴ Ƙŀǎ ōŜŜƴ ǊŜŘǳŎŜŘΣ for example, by 

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 their co-creators. Long-term benefits would be 

dependent on long-term funding for projecǘǎΣ Ƙƻǿ ƛƴǘŜƎǊŀǘŜŘ ǘƘŜȅ ŀǊŜ ǿƛǘƘƛƴ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ǿƛŘŜǊ 

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 centre are therefore 

a poor measure for impact upon social inclusion.    

¢ƘŜ ǊŜǎŜŀǊŎƘ ŀǎƪǎ ǘƘŜ ǉǳŜǎǘƛƻƴΥ ΨƘƻǿ ǎƻŎƛŀƭƭȅ ƛƴŎƭǳǎƛǾŜ ŀǊŜ ǘƘŜ ŀǊǘǎΚΩ IƻǿŜǾŜǊΣ ŀ ƳƻǊŜ ŀǇǇǊƻǇǊƛŀǘŜ 

ǉǳŜǎǘƛƻƴ Ƴŀȅ ōŜ Ψǘƻ ǿƘŀǘ ŜȄǘŜƴǘ ŀǊŜ ǘƘŜ ŀǊǘǎ ǳǎŜŘ ƛƴŎƭǳǎƛǾŜƭȅΩΦ {ǳǊŜƭȅ ǘƘŜ ŀǊǘǎ ƘŀǾŜ ǘƘŜ ǇƻǘŜƴǘƛŀƭ to be 

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, wide-ranging consideration 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 and distance 

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

Community arts and health ς Community arts and dementia (as an example of 

arts and inclusion) 

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 body of evidence highlighting the value of meaningful activity and the arts for 

people with dementia. 116 Marmot also discussed this issue in his influential Marmot Review, 117 and 

ŦǳǊǘƘŜǊ ƛƴ ŘŜǇǘƘ ŘƛǎŎǳǎǎƛƻƴ Ŏŀƴ ōŜ ŦƻǳƴŘ ǳǎƛƴƎ !ƴƎƭƛŀ wǳǎƪƛƴΩǎ ǊŜǎŜŀǊŎƘΦ118  

                                                           
116 https://www.dhsspsni.gov.uk/sites/default/files/publications/dhssps/improving-dementia-services-2011.pdf 
117 Marmot, M (2010) Fair Society, Healthy 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 report 
London: Department for Culture, Media and Sport/ Department of Health  

https://www.dhsspsni.gov.uk/sites/default/files/publications/dhssps/improving-dementia-services-2011.pdf
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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 what they can Řƻ ǊŀǘƘŜǊ ǘƘŀƴ ǿƘŀǘ ǘƘŜȅ ŎŀƴΩǘΣ ǿƘƛŎƘ ƛǎ Ƴƻǎǘ 

often how they are viewed.  

This is vitally important as a starting point for implementing the values and principles as outlined by 

the DHSSPS report119 But more than this, community arts offers a way to cut through the rhetoric of 

change to the practice of action and transformation.  

[P]eople 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 cultivating strength 

through creative engagement? 120  

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. 

AdditionalƭȅΣ ƛǘ ƛǎ ǘƘŜ ǎŜƴǎŜ ƻŦ ΨŎƻƴƴŜŎǘŜŘƴŜǎǎΩΣ ōƻǘƘ ǿƛǘƘ ƎƻƻŘ ŦŜŜƭƛƴƎǎ ŜȄǇŜǊƛŜƴŎŜŘ ƛƴ ǘƘŜ Ǉŀǎǘ ŀƴŘ 

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 reduce stress, 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 activity 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 influential voice already 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 on an even greater importance.  

Community Arts and community relations - Re-imaging Communities  

A major piece of recent research/evaluation to take place regarding the arts and conflict is the Arts 

Council commissioned evaluation of the Re-imaging Communities programme. The programme 

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

                                                           
119 Ibid FN 28 
120 Lee, H and Adams, T (2011) Creative Approaches in Dementia Care, Basingstoke, Palgrave MacMillan ς pxiii 
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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 evaluation 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, by taking advantage of 

the unique contribution that the arts can make to dealing with social and economic questions, 

such as social exclusion, neighbourhood renewal and economic productivity 121 

However, by very definition of its concentration on visible signs of sectarianism (and by self-admission 

that this is particularly relevant to Belfast), one overall effect is that rural communities have been side-

ƭƛƴŜŘ ǿƛǘƘƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ ŀǎ ǘƘŜ ǎƛƎƴǎ ƻŦ ǎŜŎǘŀǊƛŀƴƛǎƳ ǘŜƴŘ ǘƻ ōŜ ΨƛƴǾƛǎƛōƭŜΩ ƻǊ ŎƻǾŜǊǘΦ 

¢ƘŜ ŦƻŎǳǎ ƻŦ Ψ! ǎƘŀǊŜŘ ŦǳǘǳǊŜΩ όhFMDFM), from which the Re-Imaging Communities 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 holidays), and are not 

present in communities at other times.  

                                                           
121 http://www.artscouncil-ni.org/images/uploads/publications-documents/Re-Imaging_Final_Evaluation.pdf 

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

http://www.artscouncil-ni.org/images/uploads/publications-documents/Re-Imaging_Final_Evaluation.pdf
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The second phase of the programme, entitled Building Peace through the Arts: Re-Imaging 

Communities Programme, ŦƻŎǳǎŜŘ ƻƴ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘƛŜǎ ŀƴŘ ΨƛƴǾƛǎƛōƭŜ ǎƛƎƴǎ ƻŦ ǎŜŎǘŀǊƛŀƴƛǎƳΩΣ ǿƘƛŎƘ 

ŎƛǘŜǎ άǇƭŀŎŜ ƳŀƪƛƴƎέ ŀǎ defined by the Project for Public Places in USA122 ŀƴŘ ŀ ǾŀǊƛŜǘȅ ƻŦ άǇŀǊǘƛŎƛǇŀǘƛǾŜ 

ŎƻƳƳǳƴƛǘȅ ŀǊǘǎέ ŀǇǇǊƻŀŎƘŜǎ, 123 where 50% of resident survey respondents thought community arts 

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

states that artists required further training in community arts. 

So, of course, the visible symbols of associations with sports teams (for example football shirts), or 

names of roads, and attendance at schools which indicate division, are often evident. Where 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 nature 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. The Exploring Change research indicated that there is a 

naivety and lack of cultural awareness or self-knowledge that can result from cultural isolation ς even 

if a different community lives in the neighbouring village. Whilst interventions like phase II of Re-

Imaging actively target just such conditions, through time-limited strategic collaborative programmes, 

the challenge to create shared spaces, investigate cultural identity and create positive, shared 

symbols, murals and emblems within rural areas certainly requires further research and programme 

development. Creating, literally, a deeper understanding of the nature of cultural identity in rural 

Northern Ireland would be of great benefit in deconstructing cultural relations. The evaluative report 

ǎǘŀǘŜǎΥ άThe resident surveys also 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 identified.έΧNon-

visible 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 

areasΧAlthough there have been many examples of good practice using targeted outreach which 

helped to increase cross-community mobilityΧ 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.έ 124 

In addition, the report ŀǎǎŜǊǘǎ ǘƘŀǘ άDCAL, alongside the Arts Council, is currently working on 

developing an Arts and Culture Strategy 2016-26. This will look at the potential of the arts and culture 

                                                           
122 http://www.pps.org/reference/what_is_placemaking/ 
123 http://www.artscouncil-ni.org/images/uploads/publicationsdocuments/BPttA_Final_Programme_Evaluation.pdf 
124 Ibid p.87 
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sector as a driver for the achievement of broader social and economic goals such as social inclusion 

and cohesion, urban regeneration, tourism, inward investment, employment, development of high 

added value creative industries, education and health.έ όǇфсύ ǿƛǘƘƻǳǘ ŀƴȅ express mention of rural 

considerations. 

Community arts and heritage  

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

They are (in this case) about taking inspiration from the surrounding area and recreating something 

new and lasting as a legacy 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 well as withƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ŀ ΨƎƭƻōŀƭΩ ŎƻƳƳǳƴƛǘȅΦ  

!ǎ 9ƭƛȊŀōŜǘƘ /ǊƻƻƪŜ ǎǘŀǘŜǎ ƛƴ ƘŜǊ ŀǊǘƛŎƭŜ Ψ¢ƘŜ ǇƻƭƛǘƛŎǎ ƻŦ ŎƻƳƳǳƴƛǘȅ ƘŜǊƛǘŀƎŜΥ ƳƻǘƛǾŀǘƛƻƴǎΣ ŀǳǘƘƻǊƛǘȅ 

ŀƴŘ ŎƻƴǘǊƻƭΩ ΨώŎϐƻƳƳǳƴƛǘȅ ŀƴŘ ƘŜǊƛǘŀƎŜ ŀǊŜ ƴƻǘ ƻƴƭȅ ƳŀƭƭŜŀōƭŜ ŎƻƴŎŜǇǘǎΤ ǘƘŜȅ ŀǊŜ ŀƭǎƻ ƘƛƎƘƭȅ ŜƳƻǘƛǾŜΣ 

closely guaǊŘŜŘ ŀƴŘ ŀǊŜ ǳǎŜŘ ǘƻ ǎǘŀƪŜ ŎƻƴǘǊƻƭ ŀƴŘ ŘŜŦƛƴŜ ŀǳǘƘƻǊƛǘȅΦΩ 125 

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 community and ownership of histories imposed or received. The potential 

for community development and community relations work to be developed through arts and 

heritage projects in conjunction with local museums and local centres displaying 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 Ireland and 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 a substantial untapped 

opportunity to explore rural community relations.   

Community Arts for Community Development  

If the aim within community arts as defined above is inclusion, the method is based on the principles 

of community development. It is where community, arts practice and community development 

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

                                                           
125 http://www.tandfonline.com/doi/abs/10.1080/13527250903441705 
 

http://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 community 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 development is a long-term 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: 

ω LŘŜƴǘƛŦȅ ǘƘŜƛǊ ƻǿƴ ƴŜŜŘǎ ŀƴŘ ŀǎǇƛǊŀǘions 

ω ¢ŀƪŜ ŀŎǘƛƻƴ ǘƻ ŜȄŜǊǘ ƛƴŦƭǳŜƴŎŜ ƻƴ ǘƘŜ ŘŜŎƛǎƛƻƴǎ ǿƘƛŎƘ ŀŦŦŜŎǘ ǘƘŜƛǊ ƭƛǾŜǎ 

ω LƳǇǊƻǾŜ ǘƘŜ ǉǳŀƭƛǘȅ ƻŦ ǘƘŜƛǊ ƻǿƴ ƭƛǾŜǎΣ ǘƘŜ ŎƻƳƳǳƴƛǘƛŜǎ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ƭƛǾŜΣ ŀƴŘ ǎƻŎƛŜǘƛŜǎ ƻŦ 

which they are a part 126 

 

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 communities; and the development of creative 

and innovative communities. 127  

 

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:  

Capturing and measuring qualitative change should be accepted as an important component of 

ŎƻƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇƳŜƴǘΦ ¢Ƙƛǎ ŘƻŜǎ ƴƻǘ ŀōǎƻƭǾŜ ǘƘƻǎŜ ƛƴǾƻƭǾŜŘ ŦǊƻƳ ŘƛǎǊŜƎŀǊŘƛƴƎ ƳƻǊŜ ΨƻǳǘǇǳǘΩ 

focused indicators. However, it does provide merit in developing a new approach which 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, these need to 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 development. 128 

 

                                                           
126 http://www.fcdl.org.uk/publications/publications-for-download/guide-to-cdnos-2009 and http://www.fcdl.org.uk/ and Rural 
Community Network 2012: 10). 
127 Rural Community Network 2012: 11 
128 Rural Community Network 2012: 12 

http://www.fcdl.org.uk/publications/publications-for-download/guide-to-cdnos-2009
http://www.fcdl.org.uk/
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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.   

Community Development and Community planning  

The recent changes in Council structure in Northern 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 community development, 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 community support 

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 investing therein are outlined in Belfast City 

/ƻǳƴŎƛƭΩǎ Community Development Strategy 2012-2015129  

                                                           
129 .ŜƭŦŀǎǘ /ƛǘȅ /ƻǳƴŎƛƭΩǎ Community Development Strategy 2012-2015 

Intercultural development workshop 
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(See also the Community Planning Toolkit developed by Community Places in order to support the 

ŎƻƳƳǳƴƛǘȅ ŀƴŘ ǾƻƭǳƴǘŀǊȅ ǎŜŎǘƻǊǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ŦǳǘǳǊŜ /ƻƳƳǳƴƛǘȅ tƭŀƴning processes: 

www.communityplanningtoolkit.org).130 

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 in developing 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 shared understanding within either 

the statutory sector or the local community and voluntary sectors of what is meant by community 

development ς community arts has a responsibility to make sure that it is the principles of community 

development which are adhered to, 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 

ƛƴ ŘŜƳƻŎǊŀǘƛŎ ƭƛŦŜΧ IƻǿŜǾŜǊ ŎƻƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇƳŜƴǘ ƛǎƴΩǘ ƳŜǊŜƭȅ ŀ ǘƻƻƭ ŦƻǊ ŎƻƳƳǳƴƛǘȅ 

engagement; it starts ŦǊƻƳ ŎƻƳƳǳƴƛǘƛŜǎΩ ƻǿƴ ŎƻƴŎŜǊƴǎΦ 131 

Therefore, the principles of community development, as facilitated through community arts, enable 

real power for communities working alongside other agencies within the 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 

programmes132 (Matarasso 2007). He refers to a whole host of benefits133 (2007: 456-7), including 

skills development, social capital and the development of organisations from informal associations to 

social enterprises through these skills; self-managed cultural programmes which tend to remain within 

ǘƘŜƛǊ ŎŀǇŀŎƛǘȅ ǘƻ ŘŜƭƛǾŜǊ ǿƘŀǘ ǘƘŜȅ ǎŜǘ ƻǳǘ ǘƻΤ ŎǳƭǘǳǊŀƭ ǇǊƻƧŜŎǘǎ ǘƘŀǘ ŘƻƴΩǘ ǎŜŜ ŎǳƭǘǳǊŜ ŀǎ ŀƴ ŀŘŘ-on, but 

is integral to the development of the work.  The programmes tend to focus on community assets, not 

problems, and deal with cultural elements which are cherished by the communities.  

Matarasso states that  

ΨώŎϐƻƳƳǳƴƛǘȅ ŎǳƭǘǳǊŀƭ ǇǊƻƧŜŎǘǎ ŀǊŜ ŜŦŦŜŎǘƛǾŜ ǿƘŜƴ ǘƘŜȅ ŎŜƴǘǊŜ ƻƴ ŀŎǘƛƻƴ ǘƘŀǘ ǇŜƻǇƭŜ ŎŀǊŜ ŀōƻǳǘ ŀƴŘ ŀǊŜ 

ŘŜǾŜƭƻǇƳŜƴǘŀƭ ǊŀǘƘŜǊ ǘƘŀƴ ǊŜƳŜŘƛŀƭ ƛƴ ŎƻƴŎŜǇǘƛƻƴΩ ŀƴŘ ŦƛƴŀƭƭȅΣ ǘƘŀǘ ΨŎǳƭǘǳǊŀƭ ǇǊƻƧŜŎǘǎ ƎƛǾŜ ǇŜƻǇƭŜ 

                                                           
130 www.communityplanningtoolkit.org 
131 Belfast City Council 2012: 23 
132 Matarasso 2007 
133 Ibid pps456-7 

file://///192.168.1.1/Shared/Research/Jen's%20Rural%20Project/www.communityplanningtoolkit.org
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access to a means of self-expression, even of self-ŘŜŬnition, that no other form of collective action 

ƻŦŦŜǊǎΦΩ 134 (2007: 457). 

Community arts and culture 

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 summary of The Fourth Pillar of Sustainability: 

/ǳƭǘǳǊŜΩǎ 9ǎǎŜƴǘƛŀƭ wƻƭŜ ƛƴ tǳōƭƛŎ tƭŀƴƴƛƴƎ 135 states: 

! ǎƻŎƛŜǘȅΩǎ ǾŀƭǳŜǎ ŀǊŜ ǘƘŜ ōŀǎƛǎ ǳǇƻƴ ǿƘƛŎƘ ŀƭƭ ŜƭǎŜ ƛǎ ōǳƛƭǘΦ ¢ƘŜǎŜ ǾŀƭǳŜǎ ŀƴŘ ǘƘŜ ǿŀȅǎ ǘƘŜȅ 

ŀǊŜ ŜȄǇǊŜǎǎŜŘ ŀǊŜ ŀ ǎƻŎƛŜǘȅΩǎ ŎǳƭǘǳǊŜΦ ¢ƘŜ ǿŀȅ ŀ ǎƻŎƛŜǘȅ ƎƻǾŜǊƴǎ ƛǘǎŜƭŦ Ŏŀnnot be fully 

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 healthy 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 those being developed for social, environmental and 

economic impact assessment. 136 (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 communities and thus transform lives. It does this 

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

ΨǇǊƻōƭŜƳŀǘƛǎŜ ŎƻƳƳƻƴƭȅ ŀƴŘ ŀ-critically held assumptions and to challenge canonical understandings 

of the effects of human ƛƴǘŜǊŀŎǘƛƻƴǎ ǿƛǘƘ ŀǊǘǿƻǊƪǎΦΩ137 (Belfiore 2007: 140). 

The Rural and the arts  

άCommunity arts, by their very nature, support such platforms for creative and cultural engagement. 

Community arts have a long history here; however, the relationship between an area of policy-making 

ŀƴŘ ǘƘŜ ŀǊǘǎΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎΣ Ƙŀǎ ǳƴǘƛƭ ǊŜƭŀǘƛǾŜƭȅ ǊŜŎŜƴǘƭȅ ōŜŜƴ ŀƴ ŀǊŜŀ ΨŎƭƻǎŜŘΩ ǘƻ ǇƻƭƛŎȅ 

                                                           
134 Ibid p457 
135http://www.culturaldevelopment.net.au/community/Downloads/HawkesJon%282001%29TheFourthPillarOfSustainability.pdf 
136 Ibid pvii 
137 Belfiore 2007 op cit p 140 

http://www.culturaldevelopment.net.au/community/Downloads/HawkesJon%282001%29TheFourthPillarOfSustainability.pdf
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input and only available to be critiqued after the fact. The local particularities of politics, conflict and 

an emergent peace process 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 focused policy-affecting 

initiatives and arts-based 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.έ  

/ƻƴƻǊ {ƘƛŜƭŘǎ ƛƴ ά.ŜǘǿŜŜƴ hǳǊǎŜƭǾŜǎέ ƛƴtroduces the interface between policy, community and 

cultural engagement. 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.  

General Population Survey 

The most recent ACNI General Population Survey claims that for the first time more people in rural 

ŀǊŜŀǎ ǘƘŀƴ ƛƴ ǳǊōŀƴ ŀǊŜŀǎ ŀǊŜ ΨŜƴƎŀƎƛƴƎ ƛƴ ǘƘŜ ŀǊǘǎΩ όнлмпΥ оύ όEngagement is a measure of combined 

attendance and participation ΨΦ 138ά 

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 participates in arts events. Similarly under PSA 12, 

targets specifically aimed at DSD - but also at other departments - include the regeneration of 

ŘƛǎŀŘǾŀƴǘŀƎŜŘ ǳǊōŀƴ ŀǊŜŀǎΣ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǎƘŀǊŜŘ ǎǇŀŎŜǎ ŀƴŘ ǘƻ ǇǊƻƳƻǘŜ ŎƻƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇƳŜƴǘΦέ    

It would seem, according to these statistics in the recent ACNI General Population Survey (2014) 

reporting, that there has been improvement, where it is stated that rural areas engage with and 

participate in the arts more than urban areas. This was not a view generally shared by respondents 

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

                                                           
138 Ibid p3 



66 
 

ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜǎ ΨŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ ŀǊǘǎΩ ƴŜŜŘǎ ǘƻ ōŜ ŦǳǊǘƘŜǊ ŘŜŎƻƴǎǘǊǳŎǘŜŘ ƛƴ ƻǊŘŜǊ 

to investigate the veracity of such qualifications.139 

The data refers to either attendance at one-off arts events or experiences or participation in an arts 

activity within an unspecified context, for an unspecified length of time,) However, the funding split 

between rural and urban areas, as highlighted in the Examining Social inclusion in the arts 140report 

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

9ȄŀƳƛƴƛƴƎ ǘƘŜ ώΧϐ !{ht-funded activities in terms 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 performance 

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. 

141όtŀǘŜƳŀƴΣ ¢Φ нлммΦ ΨwǳǊŀƭ ŀƴŘ ǳǊōŀƴ ŀǊŜŀǎΥ /ƻƳǇŀǊƛƴƎ ƭƛǾŜǎ ǳǎƛƴƎ ǊǳǊŀƭκǳǊōŀƴ 

ŎƭŀǎǎƛŦƛŎŀǘƛƻƴǎΩΦ wŜƎƛƻƴŀƭ ¢ǊŜƴŘǎ поΦ hŦŦƛŎŜ ŦƻǊ bŀǘƛƻƴŀƭ {ǘŀǘƛǎǘƛŎǎΥ ǇмфΣ ǉǳƻǘŜŘ ƛƴ IǳƭƭΣ 

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, with 96% 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 

ǿƛǘƘƛƴ ǘƘŜ 5/![ /ƻƳƳǳƴƛǘȅ CŜǎǘƛǾŀƭǎ CǳƴŘΣ ǿƘŜǊŜ ΨƧǳǎǘ ƻǾŜǊ ƘŀƭŦ όрн҈ύ ƻŦ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ŦŜǎǘƛǾŀƭǎ ƛƴ 

                                                           
139 http://www.artscouncil-ni.org/news/general-population-survey-results-2014 
140 http://www.niassembly.gov.uk/globalassets/Documents/RaISe/Publications/2013/culture_arts_leisure/12713.pdf 
141 Ibid p18 

Young at Heart project participants get creative with artist-facilitator Louise Byrne. 

http://www.artscouncil-ni.org/news/general-population-survey-results-2014
http://www.niassembly.gov.uk/globalassets/Documents/RaISe/Publications/2013/culture_arts_leisure/12713.pdf
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2010/11 took place ƛƴ ǊǳǊŀƭ ŀǊŜŀǎΣ ǿƛǘƘ пу҈ ǘŀƪƛƴƎ ǇƭŀŎŜ ƛƴ ǳǊōŀƴ ŀǊŜŀǎΦΩ 142 (Hull 2014:18, based on 

ŦƛƎǳǊŜǎ ǘŀƪŜƴ ŦǊƻƳ ΨaŀǇǇƛƴƎ ƻŦ ƎƻǾŜǊƴƳŜƴǘ ŦǳƴŘŜŘ ŀǊǘǎ ǾŜƴǳŜǎΣ ŀŎǘƛǾƛǘƛŜǎ ŀƴŘ ŦŜǎǘƛǾŀƭǎ ƛƴ bƻǊǘƘŜǊƴ 

LǊŜƭŀƴŘ нлмлκммΩ .ŀǘŜǎƻƴ ŀƴŘ {ǘŜǾŜƴǎƻƴΣ нлмм 5/![ ŀƴŘ !/bLύΦ  Arts Council of Northern Ireland itself, 

in analysing over nine and half thousands awards since 1995, reflects a 24% allocation to rural areas, 

with rural/ urban classification based on Settlement Development Limits as defined by [the then] DoE. 

These further reflect scales of discrepancy between different statistical analyses. Based on a post-code 

analysis, the location of participation can be problematic. Furthermore, given there are awards to 

regional organisations based in metropolitan areas but carrying out programmes in 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 (which suggests they are 

ŎƻƳƳŜǊŎƛŀƭƭȅ ŘǊƛǾŜƴ ŀƴŘ ΨƘƛƎƘΩ ŀǊǘǎύΣ ƻǊ ǘƘŜȅ ƘŀǾŜ ǘƻ ǘǊŀǾŜƭ ŦǳǊǘƘŜǊ ŘƛǎǘŀƴŎŜǎΣ ǘƻ ǊŜŀŎƘ ǳǊōŀƴ Ƙǳōǎ 

where funded events and projects are located, or they are attending and participating in local, 

voluntary led projects which are running without public 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 populations. 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.  

!Ǌǘǎ /ƻǳƴŎƛƭΩǎ !Ǌǘ CƻǊƳ ŀƴŘ {ǇŜŎƛŀƭƛǎǘ !ǊŜŀ tƻƭƛŎȅ ŦƻǊ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ 2013-

2018  

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 Art Form and Specialist Area Policy for Community 

Arts, 2013-2018 ƛǎ ǘƻ ΨŜƴŎƻǳǊŀƎŜ ŀǇǇƭƛŎŀǘƛƻƴǎ ŦǊƻƳ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ƻǳǘǎƛŘŜ .ŜƭŦŀǎǘ ƻǊ 5ŜǊǊȅ ŀƴŘ 

                                                           
142 Ibid p18 
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particularly in rural areas and those communities identified aǎ ōŜƛƴƎ ƛƴ ƴŜŜŘ ƻŦ ǊŜƎŜƴŜǊŀǘƛƻƴΩ 143 (ACNI 

2014a: 4) 

  

                                                           
143 http://www.artscouncil-ni.org/images/uploads/artform-documents/Dance_May14.pdf p4 

http://www.artscouncil-ni.org/images/uploads/artform-documents/Dance_May14.pdf
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The Art Form and Specialist Area policies 2013-2018 have been developed in line with Ambitions for 

the ArtsΣ ǘƘŜ !Ǌǘǎ /ƻǳƴŎƛƭ ƻŦ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩǎ ŦƛǾŜ-year Strategic Plan for the Arts, 2013-18. The 

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. 

Arts council 5-year strategy 

There is a vague recognition within the Arts Council Northern Ireland 5-Year Strategy 2013-18 (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 the arts. Tackling barriers to engagement in the arts and 

encouraging development and diversification of audiences are key ways in which the Arts 

/ƻǳƴŎƛƭ ǿƛƭƭ ŘŜƳƻƴǎǘǊŀǘŜ ƛǘǎ ŎƻƳƳƛǘƳŜƴǘ ǘƻ 5/![Ωǎ ŜȄǇǊŜǎǎŜŘ Ǿƛǎƛƻƴ ǘƻ ǘŀǊƎŜǘ ǇƻǾŜǊǘȅ ŀƴŘ 

social exclusion.144 (ACNI 2014b: 14).  

 

¢Ƙƛǎ ƛǎ ŦƻƭƭƻǿŜŘ ōȅ ǘƘŜ ŎƻƳƳƛǘƳŜƴǘ ǘƻ ΨƛƴŎǊŜŀǎŜ ǘƘŜ ǇǊƻǇƻǊǘƛƻƴ ƻŦ ŀǊǘǎ ŀŎǘƛǾƛǘƛŜǎ ŘŜƭƛǾŜǊŜŘ ƛƴ ǊǳǊŀƭ 

ŀǊŜŀǎΩ 145 (2014b: 14), partly by encouraging more touring companies to undertake audience 

development work. This is a strategy which seems to mirror some of the very successful rural touring 

work which has been undertaken in England, under the auspices of the Arts Council England 146 (ACE) 

(Arts Council England 2014: 14; Matarasso 2007: 451-452). Matarasso gives a breakdown of just how 

successful ǊǳǊŀƭ ǘƻǳǊƛƴƎ Ƙŀǎ ōŜŜƴ ƛƴ 9ƴƎƭŀƴŘΣ ²ŀƭŜǎ ŀƴŘ {ŎƻǘƭŀƴŘ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜ Ψ/ƻƳƳƻƴ ƎǊƻǳƴŘΥ 

ŎǳƭǘǳǊŀƭ ŀŎǘƛƻƴ ŀǎ ŀ ǊƻǳǘŜ ǘƻ ŎƻƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇƳŜƴǘΩ 147 (2007: 449-458). He details the history, 

funding investment, and structural support offered to such schemes, and how ŀǎ ŀ ǊŜǎǳƭǘ ΨǘŜƴǎ ƻŦ 

ǘƘƻǳǎŀƴŘǎ ƻŦ ǇŜƻǇƭŜ ƘŀǾŜ ŀŎŎŜǎǎ ǘƻ ŀǊǘ ŜǾŜƴǘǎ ƛƴ ŎƻƳƳǳƴƛǘȅ ǾŜƴǳŜǎΩΣ ǿƘƛƭǎǘ ŎƻƴǘǊƛōǳǘƛƴƎ ǘƻ ǎƛƎƴƛŦƛŎŀƴǘ 

rural community development in the process 148(451-2).   

However, the Arts Council Northern Ireland may seek to develop an even deeper commitment to rural 

areas, reflecting policy shifts at home and elsewhere.  

                                                           
144 (ACNI 2014b: 14). 
145 Ibid p14 
146 ACE -  (Arts Council England 2014: 14 
147http://www.academia.edu/1432538/Common_Ground_Cultural_action_as_a_route_to_community_development 
148 Ibid pps451-2 

http://www.academia.edu/1432538/Common_Ground_Cultural_action_as_a_route_to_community_development
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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 of Arts in rural England (ACE 2004) in which they pledged to  

¶ respond to the particular needs of rural areas 

¶ support artists working in rural areas 

¶ improve access for rural audiences 

¶ build partnerships for growth and  

¶ campaign with rural organisations for recognition of their work.149    (ACE 2014, 4) 

Their percentage of funding for the arts in rural areas is also approximately commensurate with the 

percentage population living in rural areas in England 150 (2014: 5-8), and higher per head in many 

instances. This contrasts greatly with the level of funding made available through 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 

they live 151ό!/bL нлмпōΥ тύΣ ŀƴŘ ǘƘŀǘ ǘƘŜ !/bL ǿŀƴǘǎ ǘƻ ŜƴǎǳǊŜ ǘƘŀǘ ΨŜǾŜǊȅƻƴŜ Ƙŀǎ ŀŎŎŜǎǎ ǘƻ ŜȄŎŜƭƭŜƴǘ 

art, recognising that there are evident inequalities in the extent to which arts are available to all, 

especially amongst those who feel marginalised, isolated and voƛŎŜƭŜǎǎΦΦΦΩ 152 (2014b: 9) 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 urban-centric. This has the opposite effect than the 

intended, in ǘƘŀǘ ǘƘŜ ΨǾƻƛŎŜƭŜǎǎΩ ǊǳǊŀƭ ŀǊŜŀǎ ŀǊŜ ǿǊƛǘǘŜƴ ƻǳǘ ƻŦ ŎǳǊǊŜƴǘ !/bL ǎǘǊŀǘŜƎƛŜǎΦ  

Whilst it is clear that there is a commitment on the part of the ACNI to use the arts in particular to 

ΨŘŜƭƛǾŜǊ ōŜƴŜŦƛǘǎ ǘƻ ƻǳǊ ŎƻƳƳǳƴƛǘƛŜǎΩ ǘƘǊƻǳƎƘ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŜȄŎŜƭƭŜƴŎŜΣ ŀƴŘ ΨŘŜŘƛŎŀǘŜŘ 

interventions to enhance community engagement, out-reach programmes and collaborative projects 

that work beyond conventional arts spaces and activities that reach new audiences in fields such as 

disability, intercultural diversity, older pŜƻǇƭŜΣ ƳŀǊƎƛƴŀƭƛǎŜŘ ŎƘƛƭŘǊŜƴ ŀƴŘ ȅƻǳǘƘΩ 153 (2014b:11), this 

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 rural areas, 

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 strategy for rural areas. Inequalities may currently be reinforced by the 

                                                           
149 http://www.artscouncil.org.uk/media/uploads/documents/publications/ruralarts_phpCaiaDc.pdf p4 
150 Ibid p5-8 
151 ACNI 2014b: 7) 
152 ACNI 2014b: 9  
153 Ibid p11 

http://www.artscouncil.org.uk/media/uploads/documents/publications/ruralarts_phpCaiaDc.pdf
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arts council 5-year strategy, through using language and aims/themes/strategies which may 

inadvertently favour urban areas.  

It is not all doom and gloom, however. Considering the networks and connections 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 ACNI to work closŜƭȅ ǿƛǘƘ ƭƻŎŀƭ ŀǳǘƘƻǊƛǘƛŜǎ ŀǎ ΨƻǳǊ ƭƻƴƎ ǎǘŀƴŘƛƴƎ ǇŀǊǘƴŜǊǎΩ ƛƴ ǊŜǎǇƻƴŘƛƴƎ ǘƻ ƭƻŎŀƭ 

needs, and their target to support the 11 new Council Areas to develop dedicated Arts Strategies 154 

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

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

their community planning processes.    

 

  

  

                                                           
154 Ibid p16 

Five Apples sculpture unveiled in Ballymena 



72 
 

  

  



73 
 

 CHAPTER 5:   Quantitative Findings - Groups 

Introduction to quantitative results  

The following segments present the predominantly quantitative findings of the questionnaires 

designed for the Exploring Change research project.  

Each Segment (Segment 8 Groups, Segment 9 Artists and Segment 10 Participants) is organised into 

sections and subsections based on the indicators for the three different respondent groups for the 

questionnaire: organisations, 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.  

 

Organisation Mission Statements ς Key mission 

 

Segment 8 ς Table 1. Organisation Mission Statements (Key mission) 

Mission statements  - key mission 
Number of 

Organisations 
Percentage 

Community Arts Activities 10 31% 

Arts activities 10 31% 

Arts activities for the purposes of social 

changes 
4 12% 

Health and well-being 9 28% 

Community Development 5 15% 

Social Isolation 1 3% 

General - Education/Health/Training/Culture 

and community Development 
5 15% 

Cross-Community 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 per cent 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 between arts and health (although one 

organisation addressing health and well-being 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 arts, as 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 mention specific themes, such as education, health 

and well-being, culture and community development.  

hǘƘŜǊ ǎƛƎƴƛŦƛŎŀƴǘ ƳŜƴǘƛƻƴǎ ǳƴŘŜǊ ΨƳƛǎǎƛƻƴ ǎǘŀǘŜƳŜƴǘΩ ǿŜǊŜ ŎǊƻǎǎ-community work, age-related 

activities (either youth or older people), culture, education or training, 12% of responding 

organisations and disability, 9 per cent. 

Additionally, some organisations catered for men - or women-only groups, ethnic minorities, socially 

ƛǎƻƭŀǘŜŘ ƳŜƳōŜǊǎ ƻŦ ǘƘŜ ŎƻƳƳǳƴƛǘȅΣ ƻǊ ŘƛŘƴΩǘ ŀƴǎǿŜǊΦ  

 

By self-definition, then, the rural 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).  

 

¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ƻŦ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ǿƘƻ ŘƛŘƴΩǘ ƘŀǾŜ ŀ ǎǇŜŎific artistic mission to their work, half had 

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 

havŜƴΩǘ ƘŀŘ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ Řƻ ǎƻΦ  

 

Without exception, all organisations surveyed stated a desire to be involved in future arts projects. 
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Staffing of organisations 

Segment 8 ς Table 2. Types of organisations 

Sector Numbers Percentage 

Community and Voluntary sector 9 28% 

Statutory Organisations (Local Councils) 4 12% 

Care Facility 1 3% 

Small Arts Organisations (1-2 staff) 11 34% 

Medium sized Arts Organisations (2-10 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 remainder were all, bar one, small community and arts organisations with no more than seven 

members of staff, 18 per cent, but mainly with 1-2 paid members of staff, 34%. 

Lǘ ǿŀǎƴΩǘ ǎǇŜŎƛŦƛŜŘ ǿƘŜǘƘŜǊ ǘƘŜǎŜ ǎǘŀŦŦ ǿŜǊŜ ǇŀǊǘ ǘƛƳŜ ƻǊ Ŧǳƭƭ ǘƛƳŜΣ ŀƴŘ ǿƘŜǘƘŜǊ ǘƘŜȅ ǿŜǊŜ Ŧƛxed-term, 

funding dependent, or self-employed.  

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.  

The rural 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 

 

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 organisations with paid staff 

Segment 8 ς Table 4. Staffing levels of the organisations with paid staff 

Number of staff No. 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 responding organisations were small, with 1-2 paid staff members, and 

26 per cent with less than 10 staff members. 

Number of Volunteers used by Organisations 

Segment 8 ς Table 5. Number of volunteers 

Number of Volunteers Number of 

Organisations 

Percentage 

0 5 19% 

1-4 6 19% 

5-10 9 28% 

10+ 9 28% 

No responses 2 6% 

 

Segment 8 ς Table 3. Staff 

Type of Staff No. Percentage of 

 

Paid 23 71% 

Unpaid Volunteers 9 29% 
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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 thirty-two respondents did not use regular volunteer 

help, and two did not respond.  

These figures do not take into account the volunteer activity for one-off 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 suggest a high reliance on an unpaid workforce, 

even outside of the voluntary sector.  

 

Volunteering 

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 employ very 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 pronounced 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 within community development projects155 and volunteers, 

when sufficiently supported, act as a bridge towards communities156 who may never otherwise engage 

with community development and the arts.   

Experience has shown that the most effective and sustainable community development 

ǇǊƻƎǊŀƳƳŜǎ ŀǊŜ ǘƘƻǎŜ ǿƘƛŎƘ ƛƴǾƻƭǾŜ ƭƻŎŀƭ ǇŜƻǇƭŜ ŀǘ ŀƭƭ ǎǘŀƎŜǎΦ ¢ƘŜ ǘƛƳŜǎ ƻŦ ΨǇŀǊŀŎƘǳǘƛƴƎ 

ǇŜƻǇƭŜΩ ƛƴǘƻ ŎƻƳƳǳƴƛǘƛŜǎΣ ŜǎǇŜŎƛŀƭƭȅ ǇŀƛŘ ǎǘŀŦŦ ǘƻ Řƻ ǘƘƛƴƎǎ ǘƻ ŀ ŎƻƳƳǳƴƛǘȅ ǊŀǘƘŜǊ ǘƘŀƴ 

support them to do things for themselves has shown to be an ineffective model.157 

                                                           
155 Volunteer Now (2011) The Role of Volunteering as an integral part of Community Development in NI, Belfast, Volunteer Now 

156  Volunteer Now (2011) The Role of Volunteering as an integral part of Community Development in NI, Belfast, Volunteer Now p7 

157 Volunteer Now (2011) The Role of Volunteering as an integral part of Community Development in NI, Belfast 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 frameworks.158 

Geoghegan and Powell warn that in Ireland although volunteer levels are high, there are questions 

regarding the quality of engagement with local people.159 The complexity of volunteering activity 

demands a strong infrastructure to maximise capacity and maintain high standards. 160 Good practice 

and clear management policies are essential 161 as are training, support and opportunities for 

recognition in terms of skills learned.162 

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

Exploring Change project. 

It became clear that many (particular voluntary led) organisations felt they lacked expertise in writing 

ŦǳƴŘƛƴƎ ŀǇǇƭƛŎŀǘƛƻƴǎΣ ŀǊŜ ƛǎƻƭŀǘŜŘ ŦǊƻƳ ƴŜǘǿƻǊƪǎΣ ŀƴŘ ƻŦǘŜƴ ŀǊŜƴΩǘ ŀǿŀǊŜ ƻŦ ǿƘŀǘ ƛǎ ǘŀƪƛƴƎ ǇƭŀŎŜ ƛƴ 

neighbouring villages, hamlets and towns.  

 

ΨDǊƻǿƛƴƎ ǘƘŜ ŎŀǇŀŎƛǘȅ ƻŦ ƭƻŎŀƭ ǇŜƻǇƭŜΣ ŀƎŜƴŎƛŜǎ ŀƴŘ ǇǊƻŦŜǎǎƛƻƴŀƭǎ ǘƘŀǘ ǎǳǇǇƻǊǘ 

communities and build social networks founded on high levels of volunteering and skilled 

ǎǳǇǇƻǊǘ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ǇǊŜǊŜǉǳƛǎƛǘŜǎ ŦƻǊ ǾƛōǊŀƴǘ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘƛŜǎΩ 163 

 

The implications, 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) needs to be considered, supported and 

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

  

                                                           
158 Volunteer Now (2011) The Role of Volunteering as an integral part of Community Development in NI, Belfast  p6 

159DŜƻƎƘŜƎŀƴΣ a ŀƴŘ tƻǿŜƭƭΣ C όнлммύ Ψ/ƻƳƳǳƴƛǘȅ 5ŜǾŜƭƻǇƳŜƴǘΣ tŀǊtnership Governance and Dilemmas of Professionalization: Profiling 
ŀƴŘ !ǎǎŜǎǎƛƴƎ ǘƘŜ ŎŀǎŜ ƻŦ LǊŜƭŀƴŘΩ ƛƴ British Journal of Social Work, 36, pp.845-861 

160   Volunteer Now (2011) The Role of Volunteering as an integral part of Community Development in NI, Belfast  
161 Ibid p9 
162 Department of Agriculture and Rural Development (DARD) (2013) Formal Voluntary Action in Rural Northern Ireland: What   does this tell 
us about the existing and potential impact of volunteering on community well being and capacity? Belfast, DARD 

 
163 Department of Agriculture and Rural Development (DARD) (2013) Formal Voluntary Action in Rural Northern Ireland: What does this tell 
us about the existing and potential impact of volunteering on community well being and capacity? Belfast, DARD 
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Demographic of those accessing Rural Community Organisations 

Segment 8 ς Table 6. Demographic of those accessing Rural Community Organisations 

Community catered for Number Percentage 

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 findings from 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 organisations catered 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 education 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 cross-community only groups were catered for by 3 per cent. 

Twenty-four per cent of organisations catered for drop-in 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 within rural areas need to be flexible 

and highly responsive to a wide range of needs, and are less likely to be purpose-defined as centres in 

urban areas. In addition, conversations with community group leaders suggested that community 

buildings are used for everything from weddings and funeral gatherings to youth clubs and 

weightwatchers meetings.  

 

  



80 
 

Age range catered for by organisations/groups 

Segment 8 ς Table 7. Age range catered for by organisations/groups 

Age range No. Percentage 

Any age 17 52% 

Any age adult 25 77% 

Any age children 18 55% 

Pre-school (0-4) 18 55% 

Primary (5-11) 23 71% 

Age 12-15 24 74% 

Age 16-25 27 84% 

Age 26-50 27 84% 

Age 50-65 30 94% 

Age 65+ 30 94% 

   

Segment 8 ς Figure 1. Age range catered for 

 

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 showed organisations working with people 65 and over, only 55 per 

cent of responses showed organisations working with pre-school children. 

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

with children 5 years old through to 11 years old. 
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Community background 

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.  

hǊƎŀƴƛǎŀǘƛƻƴǎ ŘƛŘƴΩǘ ǿŀƴǘ ǘƻ ƻǊ ŎƻǳƭŘƴΩǘ ǎǇŜŎƛŦȅ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ŀŦŦƛƭƛŀǘƛƻƴ ƻŦ ǘƘŜƛǊ ƳŜƳōŜǊǎΦ  

For many organisations, their constitution states that they are cross-community, and therefore there 

was a reluctance to indicate whether the area they are located in is 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 exclusively Unionist demographic, and 45 per cent offered 

ŜƛǘƘŜǊ ŀ рлκрл ƻǊ ƴŜŀǊ рлκрл ǎǇƭƛǘ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴΣ ƻǊ ǘƛŎƪŜŘ ΨƻǘƘŜǊΩ ŀǎ ŀ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ ƻŦ ŎƻƳƳǳƴƛǘȅ 

affiliation, not wanting to specify either way.  

Although only three categories were given (nationalist, unionist or 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 ways of classifying rural communities differently, using classifications 

ǿƘƛŎƘ ƻŦŦŜǊ ŀ ƳǳŎƘ ǿƛŘŜǊ ŀƴŘ ƳƻǊŜ ŎƻƳǇƭŜȄ ǊŜŀŘƛƴƎ ƻŦ ŎƻƳƳǳƴƛǘȅ ōŀŎƪƎǊƻǳƴŘΣ ŀƴŘ ǿƘƛŎƘ ŘƻƴΩǘ ŦƻǊŎŜ 

ŀ ŦƻǊƳ ƻŦ ƭƻŎŀƭ ΨǇƻƭƛǘƛŎŀƭ ŎƻǊǊŜŎǘƴŜǎǎΩ ƻƴ ǘƻ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴǎΣ ōǳǘ ŀƭƭƻǿ ŦƻǊ ǇƻǎƛǘƛǾŜ ǎŜlf-identity.  

¢Ƙƛǎ ƛǎ ǇŜǊƘŀǇǎ ŀƴ ƛƭƭǳǎǘǊŀǘƛƻƴ ƻŦ ΨŘŜƴƛŀƭΩ ƻǊ ΨƛƴǾƛǎƛōƭŜ ŎƻƴŦƭƛŎǘΩ ǿƛǘƘƛƴ ǊǳǊŀƭ ǿƘƛŎƘ ǿƻǳƭŘƴΩǘ ŜȄƛǎǘ ƛƴ ǳǊōŀƴ 

areas.  

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

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

Targeting activities towards socially excluded groups 

Sixty three per cent of groups targeted their activities in the highest proportion to older people and 

54 per cent towards disabled groups. Activities were also targeted often towards ethnic minorities, 30 

per cent.  

ΨhǘƘŜǊΩ ǎƻŎƛŀƭƭȅ ŜȄŎƭǳŘŜŘ ƎǊƻǳǇǎ ǎǇŜŎƛŦƛŜŘΣ му ǇŜǊ ŎŜƴǘΣ ƛƴŎƭǳŘŜŘ ŦŀǊƳŜǊǎΣ ǇŜƻǇƭŜ ǿƛǘƘ ƳŜƴǘŀƭ ƛƭƭ-health, 

young people at risk, and young teenagers.  
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Eighteen per cent of the 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 social change of a specific nature is a goal of most 

organisations operating in rural areas.    

This indicates a broader range and response in catering for cross-community work, inter-generational 

work, or inter-cultural projects than shown by the demographic data above 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 cross-community work.  

It Ƴŀȅ ǿŜƭƭ ōŜ ǘƘŜ ŎŀǎŜΣ ǘƘŀǘ ŎƻƳƳǳƴƛǘȅ ƎǊƻǳǇǎ ƛŘŜƴǘƛŦȅ ŀǎ ΨŎǊƻǎǎ-ŎƻƳƳǳƴƛǘȅΩ ŀǎ ǘƘŜƛǊ ǇƻƭƛŎƛŜǎ ŀƴŘ 

ŜǘƘƻǎ ǊŜŦƭŜŎǘ ǘƘƛǎΣ ǿƛǘƘƻǳǘ ƘŀǾƛƴƎ ǘƘŜ ƳŜŀƴǎ ǘƻ ŀŎƪƴƻǿƭŜŘƎŜ ΨƛƴǾƛǎƛōƭŜ ŎƻƴŦƭƛŎǘΩΣ ǘƘŜ ΨŘŜƴƛŀƭ ƻŦ ŎƻƴŦƭƛŎǘΩ 

or the need for a focus on positively and actively promoting cross-community relations.  

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

between identifying as a cross-community organisation with an open access policy, and the 

recognition that cross-community work is a real issue for rural populations.  

Rural issues addressed by organisations 

Segment 8 ς Table 8. Key Issues 

Key issues addressed  Directly Indirectly Not at all 

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 addressed directly to a high degree, whereas community relations is targeted indirectly to 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 8 ς Figure 2. Rural issues addressed 

 

Segment 8 ς Table 9. Rural issues addressed 

Issue  Directly Indirectly Not at all 

Social Isolation 24/73% 8/25% 1/3% 

Access to services 22/68% 7/23% 2/6% 

Sectarianism 8/25% 13/42% 2/6% 

Community relations 19/61% 11/35% 1/3% 

Youth Unemployment 7/23% 10/32% 7/23% 

Unemployment in general 6/19% 13/42% 5/16% 

Poverty 13/42% 10/32% 2/6% 

Racism 11/35% 7/23% 6/19% 

Lack of opportunities in education and training 12/39% 11/35% 2/6% 

Lack of opportunities in re-training 7/23% 10/32% 4/13% 

Lack of opportunities in general 11/35% 8/26% 2/6% 

Other 4/13% 1/3% 1/3% 
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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 in re-training are addressed more 

often than not indirectly rather than directly, whereas poverty, 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 soft-targeting of these as a result. 

 

Community groups and experience of the arts 

Segment 8 ς 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 8 ς Figure 3. Community groups and experience of the arts 
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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 little or no previous experience.  

IƻǿŜǾŜǊΣ Ǿƛŀ /ƻƳƳǳƴƛǘȅ !Ǌǘǎ tŀǊǘƴŜǊǎƘƛǇΩǎ !ƴƴǳŀƭ /ƻƴǎǳƭǘŀǘƛƻƴ {ǳǊǾŜȅǎ όмпκмрΣ мрκмсύ ǿŜ ǎŜŜ ǘƘŀǘ 

the general picture is somewhat different with 70% having no prior experience of community arts 

practice.  

The fact that many of the organisations which responded to the surveys are familiar with the work of 

/!tΣ ŀƴŘ ƘŀǾŜ ōŜŜƴ ǎǳǇǇƻǊǘŜŘ ǘƘǊƻǳƎƘ /!tΩǎ ŎƻƳƳǳƴƛǘȅ ŜƴƎŀƎŜƳŜƴǘ ǇǊƻƎǊŀƳƳŜ όǘƘƛǎ ƛǎ Ƙƻǿ ǎƻƳŜ 

of them were recruited to the research), means that the baseline data may reflect an experience in 

community arts.  

Frequency of Community Arts Activities 

Segment 8 ς Table 10. Frequency of Community Arts Activities 

Frequency Number of organisations Percentage 

Once a week 7 22% 

More than once a week 4 12% 

1-3 times 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% 

 

Segment 8 ς Figure 4. Frequency of Community Arts Activities 
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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 per 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 

ŘƛŘƴΩǘ ŀƴǎǿŜǊΦ  

This demonstrates a strong desire amongst the surveyed organisations 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.    

 

Type of arts activities 

The organisations demonstrated an engagement with a wide-range of self-specified 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 organisations also engaged in drama and theatre, music and film-making 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 activities specified by organisations included: drumming; 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, illustration, glass 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 community arts activities that reflect and draw on rural life, as indicated by 

ǘǊŀŘƛǘƛƻƴŀƭ ŀǊǘǎ ŀƴŘ ΨƻǘƘŜǊΩ ŀŎǘƛǾƛǘƛŜǎΣ ǎǳŎƘ ŀǎ ōƻƎ ǿƻƻŘ ǿƻǊƪǎƘƻǇǎΣ ōƻŀǘ ōǳƛƭŘƛƴƎΣ ōƭŀŎƪǎƳƛǘƘƛƴƎ ŀƴŘ 

environmental arts.  
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Location of activities, and facilities available. 

Activities 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 

ǇƭŀŎŜ ŜƛǘƘŜǊ ƻƴ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴΩǎ ǇǊŜƳƛǎŜǎ (18 out of 32), or in a community building (19 out of 32) 

(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 indicated that 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 arts activities, 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 organisations).  

It is 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 Ireland data 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 

members 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 able to gain the whole benefit of participation in arts based programmes.   
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Reasons why organisations use community arts 

  

Segment 8 ς Table 11. Reasons why organisations use community arts 

Reasons Frequently Occasionally Never 

Considered 

Would 

never 

Working towards a particular 

event 
10/32% 11/35% 1/3%  

To access 

particular funding  
7/23% 10/32% 3/10% 1/3% 

In response to user requests 15/48% 9/29% 1/3%  

To take advantage of skills 

offered by staff 
8/26% 11/35% 2/6%  

To tie in with the mission 

statement of the organisation 
16/52% 4/13% 2/6%  

To address a particular issue 16/52% 10/32% 10/32%  

To counter sectarianism 9/29% 5/16% 5/16% 1/3% 

To build community 

relationships 
18/58% 8/26%   

To develop skills of participants 17/55% 6/19%   

As an educational or training 16/52% 7/23% 1/3%  

To develop or extend existing 

opportunities 
14/45% 7/23% 1/3%  

To raise awareness of issues 8/26% 7/23% 3/10%  

To increase access to services 

for particular groups 
12/39% 7/23% 3/10%  

As an aid to developing services 10/32% 10/32% 1/3%  

As an aid to Long Term 

sustainable community 

development 

15/48% 6/19% 2/6%  

Other 4/13%    
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Segment 8 ς Figure 5. Reasons why organisations use community arts 

 

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 in with the 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, 

sectarianism 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 access to services, and 

very few organisations stated that they would never use the arts to access particular funding, or to 

counter sectarianism.  
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Funding of activities 

A high percentage of organisations, 72 per cent, funded their activities through grants, although only 

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 self-funding.    

 

Facilitation of arts activities 

In 18 per cent of organisations, no outside artists or partner organisations were brought in 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 engage in collaborative work, 

which is essential in developing community capacity, thus suggesting that community development 

ƛǎƴΩǘ ŀǎ ŜŦŦŜŎǘƛǾŜ ƛƴ ǘƘŜǎŜ ŎŀǎŜǎΣ ƻǊ Ǉƻǎǎƛōƭȅ ƛǎƴΩǘ ǎŜŜƴ ŀǎ ƳǳŎƘ ƻŦ ŀ ǇǊƛƻǊƛǘȅΦ   

In 50 per cent of cases where volunteers were involved in the running of activities there were no staff 

members involved. This correlates to the number of volunteer organisations responding to the 

questionnaire, 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.  

 

Artistic Outcomes produced 

Segment 8 ς Table 12. Artistic outcomes 

Outcomes Numbers  Percentages 

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 8 ς Figure 6. Artistic outcomes 

 

 

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 an exhibition 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 importance and mutual benefit to both the participants and their wider 

communities.  
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Benefits of Community Arts 

Segment 8 ς Table 13. Benefits of Community Arts 

Benefits Very much agree Agree somewhat 5ƻƴΩǘ ŀƎǊŜŜ 

Participants are more confident 

as a result 
23/74% 5/16%  

CA bring diverse communities 

together 
19/61% 8/26%  

CA help improve community 

relations 
23/74% 5/16%  

Participants learn new skills 27/84% 2/6%  

They help break down barriers 

between people 
28/87%   

They encourage collaborative 

ways of working 
23/74% 5/16%  

They are fun 26/81% 2/6%  

¢ƘŜȅ ƛƴŎǊŜŀǎŜ ǿƘŀǘΩǎ ƻƴ ƻŦŦŜǊ ōȅ 

our organisation 
26/81% 2/6%  

They are easily accessible to 

everyone 
18/58% 6/19% 2/6% 

CA help people get jobs 9/29% 16/52% 1/3% 

CA promote physical and mental 

well-being 
23/74% 4/13%  

Through participation and 

engagement in C.A. people are 

socially included 

24/77% 2/6% 1/3% 

/! ŎƻƴǘǊƛōǳǘŜ ǘƻ ǇŜƻǇƭŜΩǎ 

education and training 
21/68% 5/16%  

CA is sensitive to individual needs 14/45% 11/35%  

CA work for all ages 24/77% 3/10%  

CA help extend the impact our 

organisation has on the 

surrounding communities 

23/74% 4/13%  
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Segment 8 ς Figure 7. Benefits of Community Arts 

 

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

community arts, were that they help break down barriers, closely followed by participants learning 

ƴŜǿ ǎƪƛƭƭǎΤ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ŦǳƴΣ ŀƴŘ ǘƘŜȅ ƛƴŎǊŜŀǎŜ ǿƘŀǘΩǎ ƻƴ offer by the organisation.  

Respondents felt that the arts helped people to get jobs, they were easily accessible, and catered for 

ƛƴŘƛǾƛŘǳŀƭ ƴŜŜŘǎ ǘƻ ŀ ŎŜǊǘŀƛƴ ŜȄǘŜƴǘΣ ōǳǘ ŘƛŘƴΩǘ ǘŜƴŘ ǘƻ ǎǘǊƻƴƎƭȅ ŀƎǊŜŜ ǿƛǘƘ ǘƘŜǎŜ ǎǘŀǘŜƳŜƴǘǎΦ  

What is interesting to note is 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 directly increase 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, reskill them, or help them get out of unemployment. However, 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 funded sustainably 

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 the arts are employed is 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 rural Northern Ireland (see DARD 2013:22) and in the informal interviews held with rural community 

groups as part of this research. DETI, DE and DEL all ceased funding so-called soft skills from c. 2008. 

The closure of the Workers Educational Association in 2014, owed much to this shift in targeted 

provision.  

 

The informal interviews suggested that urban artists with recognised qualifications are preferred or 

ƎƛǾŜƴ ǇǊŜŦŜǊŜƴŎŜ ƛƴ ŘŜƭƛǾŜǊƛƴƎ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ ǿƻǊƪǎƘƻǇǎ ƻǾŜǊ ƭƻŎŀƭΣ ŜȄǇŜǊƛŜƴŎŜŘ ŀǊǘƛǎǘǎ ǿƘƻ ŘƻƴΩǘ 

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 the formal and informal, 

soft/hard/unaccredited and fully independently 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 

ǘƻ ŜƛǘƘŜǊ ƻŦŦŜǊ ŦƻǊƳŀƭ ǉǳŀƭƛŦƛŎŀǘƛƻƴǎ ŦƻǊ ǎƪƛƭƭǎ ƎŀƛƴŜŘ Ψƛƴ ǘƘŜ ŦƛŜƭŘΩ όŜΦƎΦ ƛƴ ƭƛƴƪƛƴƎ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ 

activities to skill-building; in volunteering), or in working towards a change in employment culture to 

recognise experience and self-taught skills on an equivalent and individual basis. 

Segment 8 ς Table 14. Difficulties experienced by organisations 

Difficulties identified Very difficult Some 

difficulty 

No difficulty Not sure 

Lack of interest/uptake  20/61% 7/23% 1/3% 

Lack of adequate resources 11/35% 12/39% 3/10%  
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Difficulties in participants 

getting to activities 
5/16% 17/52% 5/16% 1/3% 

Lack of expertise/knowledge in 

the arts 
3/10% 2/6% 10/32% 1/3% 

Not having the right people to 

run activities 
1/3% 12/39% 14/45%  

Difficulty in getting artists to 

visit rural areas 
6/19% 11/35% 9/29% 4/13% 

Artists don´t have adequate 

knowledge of rural issues 
3/10% 10/32% 9/29% 4/13% 

Lack of funding 14/45% 13/42% 2/6%  

Lack of adequate space 5/16% 7/23% 14/45%  

Certain communities never 

access activities 
5/16% 17/52% 4/13% 2/6% 

Difficulties in publicising 

activities 
3/10% 13/42% 11/35%  

Difficulties in getting people to 

participate in longer term 

projects 

4/13% 15/48% 4/13% 1/3% 

Artists don´t understand 

community development issues 
1/3% 10/32% 12/39% 2/6% 

Target participants don´t 

understand community 

development issues 

1/3% 14/45% 8/26% 2/6% 

Communication between 

organisations, artists and 

participants 

1/3% 9/29% 17/52%  

A difference between what they 

organisation wants to achieve 

and what the participants want 

to achieve  

3/10% 9/29% 9/29% 2/6% 

Other 1/3% 1/3%   
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Difficulties experienced by organisations in using Community Arts  

Segment 8 ς Figure 8. Difficulties experienced by organisations 
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Segment 8 ς Figure 9. Difficulties experienced by organisations 
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Segment 8 ς Figure 10. Difficulties experienced by organisations 

 

  



99 
 

Segment 8 ς Figure 11. Difficulties experienced by organisations 

 

It is of no surprise that the main obstacle to using community arts perceived nearly unanimously by 

organisations is lack of funding (27 out of 32 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 financial climate. It may 

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 difficulties in 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 difficulties. This suggests that lack of uptake and some communities not accessing activities 

is not down to lack of interest, but may be for other reasons (such as transport, timing of activities, 

community relations, etc).  

In order for marginalised community groups to access community arts in greater numbers, these 

issues would need to be investigated further in order to increase accessibility.  

 

Consultation with participants 

Eighty seven per cent of the research group of organisations commented on the extent to which they 

consult with participants as a means to gather feedback regarding community arts activities.  

hŦ ǘƘƻǎŜ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ƳŀƪƛƴƎ ŎƻƳƳŜƴǘΣ мм҈ ǎŀƛŘ ǘƘŜȅ ŘƛŘƴΩǘ Ŏƻƴǎǳƭǘ ǿƛǘƘ ǇŀǊǘƛŎƛǇŀƴǘǎ ǊŜƎŀǊŘƛƴƎ ǘƘŜƛǊ 

experience of community arts. Of the remaining organisations, 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 shaping 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, monthly or up to every two months.   

 

¢ƘƻǎŜ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ǿƘƻ ƎŀǘƘŜǊŜŘ ǇŀǊǘƛŎƛǇŀƴǘ ŦŜŜŘōŀŎƪ Ƴƻǎǘ ŦǊŜǉǳŜƴǘƭȅ ǘŜƴŘŜŘ ǘƻ ōŜ όōǳǘ ǿŜǊŜƴΩǘ 

restricted to) small organisations (with up to seven paid workers), with the least feedback tending to 

be gathered from district councils 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 due to funding 

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 self-funding volunteer organisations, or those with or less restrictive small grant 

feedback processes)  

 



101 
 

¢ƘŜȅ Ƴŀȅ ŀƭǎƻ ƘŀǾŜ ƛƴŦƻǊƳŀƭ ŦŜŜŘōŀŎƪ ǇǊƻŎŜǎǎŜǎ ǿƘƛŎƘ ǿƻǳƭŘƴΩǘ ƴŜŎŜǎǎŀǊƛƭȅ ōŜ ŀŎƪƴƻǿƭŜŘƎŜŘ ŀǎ 

ΨŦŜŜŘōŀŎƪΩ όǎǳŎƘ ŀǎ ƛƴŦƻǊƳŀƭ ŎƻƴǾŜǊǎŀǘƛƻƴǎΣ ŎƭƻǎŜǊ ƛƴǘŜǊ-personal understanding of the community 

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 volunteer-facilitated 

organisations.   

 

  



102 
 

  



103 
 

 CHAPTER 6:   Quantitative Information - Artists 

Section 1 

Question 1 Representation 

In terms of representation our artist respondents were spread geographically across 4 counties ς 42 

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 of multi-disciplinary practice 

exhibited with most respondents listing at least two disciplines which they facilitated regularly. 

The art forms represented were visual arts, textiles, creative writing, photography, video, sculpture, 

music, festival and carnival art, pottery, drama and dance. 

 

Section 2 

Question 1 ς Experience 

Segment 9 ς 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 9 ς Figure 1. Artists experience of community arts practice 
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Of the artists who responded to our questionnaires, just over 50 per cent had high levels of experience, 

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 project delivery. 

 

Question 2 ς Time Frame 

Segment 9 ς Table 2. CǊŜǉǳŜƴŎȅ ƻŦ ŀǊǘƛǎǘǎΩ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ ŀŎǘƛǾƛǘƛŜǎ 

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 4 times a year 3 17% 

One off events 3 17% 

No experience 3 17% 

 

 

Segment 9 ς Figure 2. CǊŜǉǳŜƴŎȅ ƻŦ ŀǊǘƛǎǘǎΩ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ ŀŎǘƛǾƛǘƛŜǎ 
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Of those with experience of community arts project delivery, in terms of the time frames of the 

projects, this varied markedly. 

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 projects less than 4 times per year or for one off events  

 

Question 3 - Why were community arts activities being used and how often 

Segment 9 ς Table 3. Why were community arts activities being used and how often 

Reasons Frequently Occasionally 
Never 

considered 
Would never 

Working towards a specific event 9 50% 6 36% 1 7%   

To tie in with the mission 

statement 
1 7% 9 50% 4 21%   

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 

opportunities 
9 50% 2 14% 4 21%   

To raise awareness of issues as an 

aid to advocacy 
2 14% 6 36% 4 21%   

To increase access to services for 

particular groups 
2 14% 6 36% 4 21%   

As an aid to developing services 1 7% 7 43% 4 21%   

As an aid to long-term and 

sustainable community 

development 

6 36% 4 21% 2 14%   

Other 4 21% 1 7%     

  



106 
 

 

Segment 9 ς Figure 3. Why were community arts activities being used and how often 

 

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 towards 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 activities connected 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 asked 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 relations 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 that community 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 community 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 purpose, 36 per cent of responses. 

¢ƘŜǊŜ ǿŀǎƴΩǘ ŀ ƘƛƎƘ ǊŜǎǇƻƴǎŜ ǘƻ ŦǊŜǉǳŜƴǘ ǳǎŜ ƻŦ ŎƻƳƳǳƴƛǘȅ ŀǊǘǎ ǇǊƻƧŜŎǘǎ ǘƻ ŘŜǾŜƭƻǇ ǎŜǊǾƛŎŜǎ ōǳǘ ос 

per cent of responses suggested that community arts would be used frequently for long term 

community development.  

Question 4 ς Session rate 

Segment 9 ς 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 9 ς Figure 4. Frequency of project sessions 
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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 artists have 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 with 30 percent 

delivered over 3-6 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 one off sessions and another 7 were delivered over 2-3 sessions. 

Question 5 ς Prevention of activity because of difficulties  

Segment 9 ς Table 5. Prevention of activity because of difficulties 

Difficulties identified Number of Artists Percentage 

If the location of the project is remote and difficult 

to get to 
2 14% 

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% 

 

Segment 9 ς Figure 5. Prevention of activity because of difficulties 
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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 them individually 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 issue for them.  

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 access to resources concerned 6 per cent of respondents. 

 

Question 6 ς Outcomes 

Segment 9 ς Table 6. Outcomes 

Outcomes Artists Percentage 

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% 

 

Segment 9 ς Figure 6. Outcomes 
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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 had not 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 artworks, 30 per 

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 used the community 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 community arts as a vehicle to offer both creative opportunities but also with the added 

potential of looking at ways to promote change. 

Section 3 ς Working in rural communities 

Question 1 ς The Pressing Issues 

Segment 9 ς Table 7. Pressing issues in Rural Communities 

Pressing issues 1 2  3  4  5 6  7 8  9 10 11 

Social isolation 5 3 1  1       

Access to Services 3 1 4 1 2       

Sectarianism  2 1 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 

Education and Training 
 2 4 2        

Lack of opportunities in 

retraining 
 2 4 2        

Lack of opportunities general 6 4  1 1       

Other ς No facilities   3         
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Segment 9 ς Figure 7. Pressing issues in Rural Communities 

 

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 response because some of the respondents felt that the 

issues were all equally pressing, all equally important, that the level of importance might be better 

ǊŀƴƪŜŘ ōȅ ŀƭƭƻŎŀǘƛƴƎ м ŀƴŘ нΩǎ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ƭŜŀƎǳŜ ǘŀōƭŜ ƻŦ ƛǎǎǳŜǎ ŦǊƻƳ м ǘƘǊƻǳƎƘ ǘƻ ммΦ 

To allow all respondents 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 rankling on 12 

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 

key issues community artists might 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 disconnection from the arts 

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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Question 2 ς Use of Community Arts practice to address pressing issues 

Seventy seven per cent of respondents believe that Community Arts can be used to address pressing 

issues in rural communities. Some respondents qualified that support by responding as to why they 

believed this, 

άaȅ ǿƻǊƪ ƛƴ 5ǳƴƎŀƴƴƻƴ ƭŜŀŘǎ ƳŜ ǘƻ ǿƻǊƪ ŎƭƻǎŜƭȅ ǿƛǘƘ ȅƻǳƴƎ ǇŜƻǇƭŜ ŦǊƻƳ ŘƛŦŦŜǊŜƴǘ ŜǘƘƴƛŎ ōŀŎƪƎǊƻǳƴŘǎ 

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 

ŜƳǇƻǿŜǊƛƴƎ ǘƘƛƴƎΦέ 

 

άL ōŜƭƛŜǾŜ ǘƘŀǘ ǘƘŜ !Ǌǘǎ Ŏŀƴ ƳŀƪŜ ŀ ǊŜŀƭ Řifference in rural communities when tackling real issues. 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 their voice heard 

ƛƴ ŀ ƴŜǿ ǿŀȅΦέ 

 

άaƻǎǘ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘƛŜǎ Řƻ ƴƻǘ ƘŀǾŜ ǘƘŜ ǾƛǎƛōƭŜ ǎƛƎƴǎ ƻŦ ǎŜŎǘŀǊƛŀƴƛǎƳ ǘƘŀǘ ǿŜ ŀǎǎƻŎƛŀǘŜ ǿƛǘƘ ƳƻǊŜ 

urban areas however they are invariably strictly divided by the religious divide with little opportunity 

to meet, let along converse with, members of the other community. The artist can provide a neutral 

creative space to bring rural communities together that is non-confrontational, non-denominational 

and safe. The artist can facilitate dialogue and conversation through the medium of art in a way that 

does not put participants under the spotlight and scrutiny of other members of the often tight-knit 

rural community.  

 

άaŜƳōŜǊǎ ƻŦ ǊǳǊŀƭ ŎƻƳƳǳƴƛǘƛŜǎ Ŏŀƴ ƻŦǘŜƴ ƭŀŎƪ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǘƘŜƛǊ ŀōƛƭƛǘƛŜǎΣ ŀǎ ǘƘŜȅ Řƻ ƴƻǘ ƘŀǾŜ ŀŎŎŜǎǎ 

to the same services, 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 opportunities for developing skills and 

ŎƻƴŦƛŘŜƴŎŜ ǘƘǊƻǳƎƘ ǘƘŜ ǇǊƻǾƛǎƛƻƴ ƻŦ ƳŀǘŜǊƛŀƭǎ ŀƴŘ ŦŀŎƛƭƛǘŀǘƛƻƴ ƻŦ ǇǊƻƎǊŀƳǎ ƛƴ ǊǳǊŀƭ ŀǊŜŀǎΦέ  

 

ά¢ƘŜ ŀǊǘƛǎǘ Ŏŀƴ ƘŜƭǇ ŎƻƳƳǳƴƛǘƛŜǎ ǘƻ ǊŜ-evaluate how their community looks and is seen by themselves 

and others. A community seen thǊƻǳƎƘ ŀ Ǿƛǎǳŀƭ ŀǊǘƛǎǘΩǎ ǇŜǊǎǇŜŎǘƛǾŜ Ŏŀƴ ōŜ ŦǊŀƳŜŘ ƛƴ ƴŜǿ ŀƴŘ ŘƛŦŦŜǊŜƴǘ 

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 TroublesΦέ 
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άtŜƻǇƭŜ ƴŜŜŘ ǘƘŜ ŀǊǘǎ ǘƻ ŜȄǇŜǊƛŜƴŎŜ ǘƘŜƛǊ ŎǊŜŀǘƛǾƛǘȅΣ ǘƻ ƎŜƴŜǊŀǘŜ ŀ ǎǘǊƻƴƎ ǎŜƴǎŜ ƻŦ ƛŘŜƴǘƛǘȅΣ ōŜƭƻƴƎƛƴƎ 

and to feel a senǎŜ ƻŦ ŀƎŜƴŎȅ ƻǾŜǊ ǘƘŜƛǊ ƭƛǾŜǎΦέ 

ά¢ƘǊƻǳƎƘ Ƴȅ ŜȄǇŜǊƛŜƴŎŜ ǘƘǊƻǳƎƘ ŘƻƛƴƎ ŀ ƭƻǘ ƻŦ ǿƻǊƪǎƘƻǇǎ ǿƛǘƘ ŀŘǳƭǘǎ ǿƛǘƘ ƭŜŀǊƴƛƴƎ ŘƛŦŦƛŎǳƭǘƛŜǎ ŀƴŘ in 

the mental health sector it gives purpose, involvement of an activity, social interaction as a group and 

ŀŎƘƛŜǾŜƳŜƴǘ ǿƘŜƴ ŀ ǇǊƻƧŜŎǘ ƛǎ ŎƻƳǇƭŜǘŜŘΦέ 

 

Question 3 ς Difficulties associated with delivery of projects 

Segment 9 ς Table 8. Difficulties associated with delivery of projects 

Issue 
Very 

Difficult 

Some 

Difficulty 
No Difficulty Not Sure 

Lack of Interest   6 36% 3 18%   

Lack of adequate resources 2 14% 6 36% 1 7%   

Difficulties in participants getting to 

the activities 
  7 41% 3 18%   

Lacking knowledge of rural areas 1 7% 1 7% 6 36%   

Inconsistent attendance 1 7% 3 18% 5 30%   

Lack of adequate space 2 14% 4 21% 2 14%   

tŀǊǘƛŎƛǇŀƴǘǎ ŘƻƴΩǘ ǳƴŘŜǊǎǘŀƴŘ /! 3 21% 4 21% 2 14%   

Iƻǎǘ ƻǊƎŀƴƛǎŀǘƛƻƴ ŘƻŜǎƴΩǘ ǳƴŘŜǊǎǘŀƴŘ 

CA 
1 7% 4 21% 3 18% 1 7% 

Always the same people attending   6 36% 1 7% 1 7% 

Certain communities never access the 

activities 
2 14% 4 21%   2 14% 

Difficulties in getting people to attend 

long term 
1 7% 3 18% 3 18% 2 14% 

Difficulties in communication between 

hosts participants and artists 
1 7% 2 14% 4 21% 1 7% 

Differences in aims between 

organisation participants through CA 
1 7% 4 21% 3 18% 3 18% 

Other       1 7% 
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Segment 9 ς Figure 8. Difficulties associated with delivery of projects 

 

 

 

Segment 9 ς Figure 9. Difficulties associated with delivery of projects 
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Segment 9 ς Figure 10. Difficulties associated with delivery of projects 

 

This particular question did not offer any real sense of a hierarchy of difficulties. From the responses 

offered, there was some sense that a lack 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 not attend 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 understanding of community arts theory and practice, difficulties with long-

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 

possibilities offered to choose from. 

 

Question 4 ς Rural Knowledge 

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 

diŘƴΩǘ ǊŜǎǇƻƴŘ ŀƴŘ ŀǊƻǳƴŘ мл ǇŜǊ ŎŜƴǘ ƻŦŦŜǊŜŘ ƴƻ ǊŜǎǇƻƴǎŜΦ 
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Question 5 ς Changing style of delivery 

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 have to do that. 

άaȅ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǊǳǊŀƭ ŀǊŜŀǎ ƛǎ ǘƘŀǘ ǇŀǊǘƛŎƛǇŀƴǘǎ ƛƴ ƎŜƴŜǊŀƭ ǎŜŜƳ ǘƻ ōŜ ƳƻǊŜ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ǎƻŎƛŀƭ 

aspect of the group gathering. Participants may all already know each other through their families and 

communities so I, as the artist/faciƭƛǘŀǘƻǊΣ Ƴŀȅ ōŜ ǘƘŜ ƻƴƭȅ ΨƻǳǘǎƛŘŜǊΩΦ L ǿƻǳƭŘ ǘƘŜǊŜŦƻǊŜ ōŜ ǾŜǊȅ 

conscious of the dynamics of the group and on taking plenty of time to introduce the project and myself 

ŀƴŘ ƻŦ ŀƭƭƻǿƛƴƎ ǘƛƳŜ ŦƻǊ ǘŜŀ ōǊŜŀƪǎ ŀƴŘ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ǘƻ ŎƘŀǘ ŀƴŘ ǎƻŎƛŀƭƛǎŜΦέ 

 

άLŦ L ƘŀǾŜ ƴƻǘ ƳŜǘ ǿƛǘƘ ǘƘŜ ƎǊƻǳǇ ƛǘ Ŏŀƴ ōŜ ŘƛŦŦƛŎǳƭǘ ǘƻ ƧǳŘƎŜ ǿƘŀǘ ǘƻ ŀƛƳ ŦƻǊ ǘƻ ƳŀƪŜ ǿƛǘƘ ǘƘŜ ƎǊƻǳǇΣ 

varying levels of ability ŀƴŘ ǘƛƳŜǎŎŀƭŜ Ŏŀƴ ōŜ ŀƴ ƛǎǎǳŜΦέ 

ά{ƻƳŜǘƛƳŜǎ ȅƻǳ ƘŀǾŜ ǘƻ ǘŀƪŜ ƛƴǘƻ ŎƻƴǎƛŘŜǊŀǘƛƻƴΣ ǇŜƻǇƭŜΩǎ ŀƎŜǎΣ ǘƘŜƛǊ ŀōƛƭƛǘƛŜǎΣ ƛƴǘŜǊŜǎǘǎΣ ǇǊŜǾious 

experience, as these can ŀƭƭ ƛƳǇŀŎǘ ƻƴ ȅƻǳǊ ǇǊƻƎǊŀƳƳŜΦέ 

άhŦǘŜƴ ȅƻǳ ƘŀǾŜ ǘƻ ŜƴǎǳǊŜ ǘƘŀǘ ȅƻǳ ƘŀǾŜ ǘƻ ǿƻǊƪ ǘƻ ǘƘŜ Ƙƻǎǘ ƻǊƎŀƴƛǎŀǘƛƻƴΩǎ ōǊƛŜŦΣ ŀǎ ǿŜƭƭ ŀǎ ǊŜǎŜŀǊŎƘ 

the area you are working in; in regional areas working with issue based practice you need to research 

the area and the people you will be working with and you need to communicate with them to work out 

ǿƘŀǘ ƛǎ ǊŜǉǳƛǊŜŘΦέ 

 

In terms of other responses, 25 per cent had never had to change their facilitation style and 33 per 

cent gave no response. 

 

The final 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 identify key 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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Section 4 - How can the arts support work in rural areas 

Question 1 ς What would you consider to be the main benefits of community arts projects? 

Segment 9 ς Table 9. Main benefits of community arts projects 

Benefits 1 2 3 4 5 6 7 8 9 10 11 12 

Participants are more 

confident 
6 1 1        1  

Brings communities 

closer together 
8 2   1        

Helps improve 

community relations 
2 3 1 1 1       1 

Develops new skills 6 2  2 3        

Breaks down barriers 

between people 
3 2 1  1 1   1    

Fun 2 1 3  2        

Increases opportunities 4 1  4 1        

Easily accessible 3   2         

Helps people get jobs 2  2 1         

Promotes Physical and 

mental well-being 
4 1 1 3 2   1     

Promotes social 

inclusion 
4 1 2 1 3    1    

Contributes to 

education and training 
2 2   3 1       

Sensitive to individual 

needs 
2 4  1 1  2      

Works for all ages 3  1  2   1     
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Segment 9 ς Figure 11. Main benefits of community arts projects 

 

 

There was almost universal agreement that community arts projects offered substantial benefits to 

participants. 

In terms 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 arts projects being easily accessible, helped 

ǇŜƻǇƭŜ ƎŜǘ ƧƻōǎΣ ǘƘŜȅ ǿŜǊŜ Ŧǳƴ ƻǊ ǘƘŜȅ ǿŜǊŜ ǎŜƴǎƛǘƛǾŜ ǘƻ ƛƴŘƛǾƛŘǳŀƭ ǇŜƻǇƭŜΩǎ ƴŜŜŘǎΦ 
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Question 2 ς In an ideal world 

Segment 9 ς Table 10. Main needs 

Needs 1 2 3 4 5 6 7 8 9 10 11 

Better public transport 4 2  1 1   1    

Better travel allowance for 

artists 
3  1  4       

More training on rural issues 2 1 1         

Developing a rural CA 

network 
5 1 1 2 1       

Developing long term CA 

projects 
9 1 2  1 1      

More consistent attendance 2 2   2  1     

More diverse groups 2  1 1 1 1      

Developing linked projects 3 4 1  1       

Access to high quality 

equipment 
2 1 2  2       

Purpose built facilities 2 2 3  2       

Increased budgets for arts 

materials 
 3 3 3 1       

Others ς better fees for 

facilitators 
2 1 1         

A creative hub 1           

Arts for arts sake    1        
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Segment 9 ς Figure 12. Main needs 

 

¢ƘŜ Ŧƛƴŀƭ ǉǳŜǎǘƛƻƴ ƛƴ ǘƘŜ !ǊǘƛǎǘΩǎ ǉǳŜǎǘƛƻƴƴŀƛǊŜ ŀǎƪŜŘ ƛŦ ǘƘŜǊŜ ǿŀǎ ŀ ǿƛǎƘ ƭƛǎǘ ƛΦŜΦ ƛƴ ŀƴ ƛŘŜŀƭ ǿƻǊƭŘ ǿƘŀǘ 

support would you need to provide high quality 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 linked into 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 

ά/ƻƳƳǳƴƛǘȅ ŀǊǘǎ ǇǊƻƧŜŎǘǎ ƛƴ ǊǳǊŀƭ ŀǊŜŀǎ ƘŀǾŜ ǘƘŜ ǎŀƳŜ ŘƛŦŦƛŎǳƭǘƛŜǎ ŀǎ ƛƴ ǳǊōŀƴΣ ōǳǘ ŀŘŘŜŘ ǘƻ ǘƘƛǎ ƛǎ ǘƘŀǘ 

ƻŦǘŜƴ ƎǊƻǳǇǎ ƘŀǾŜ ƭƛǘǘƭŜ ƻǊ ƴƻ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŀǊǘǎ ǇǊƻƧŜŎǘǎΣ ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƻ ŜȄǇŜŎǘΣ ŀƴŘ ƻŦǘŜƴ ŀǊŜ 

under direction from funders to have a specific outcome.  


