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Overview
Welcome

Welcome to Social Making: Socially 
Engaged Practice Now and Next. We are 
delighted to have you participate in this 
symposium, which focuses on two aspects 
of socially engaged practice; methodologies 
to approaching socially engaged work, and 
the impacts on audiences and communities 
it engages with.
The aim of the symposium is to bring examples of international socially engaged 
practices to the South West of the UK, giving the region exposure to a wider network 
of projects and organisations, and an opportunity to consider a range of methods and 
their impact. This will, in turn, provide support and learning for artists, councillors, 
commissioners, producers, students and academics, ensuring that the region 
continues to produce and support high-quality, risk-taking and ambitious public arts 
programmes. We also aim to share socially engaged practices in Plymouth and the city’s 
ambitions outwards, as innovators and risk-takers and as a centre from which projects 
are tested and grown.

Social Making aims to drive forward discussion and debate in contemporary 
approaches to socially engaged practice. Your voice is important to this: please join 
the debate online using the #socialmaking hashtag on Twitter, and comment on our 
YouTube page where the event is being live streamed. Each session at the symposium 
ends with twenty minutes for discussion with the audience; we look forward to hearing 
your responses and ideas. 

Kim Wide 
Director, Take A Part

https://twitter.com/takeapart
https://www.youtube.com/channel/UCFFyi1z5MWVULM6XPAB1UFg
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Social Making has been developed 
and delivered by Take A Part CIC, 
with support from the School of Art 
& Media, Plymouth University.
Take A Part makes art in the public interest in Plymouth, UK. We are a socially engaged 
contemporary art organisation that works with communities to co-commission and 
co-create contemporary art in order to: risk-take, provoke and engage communities 
to establish and respond to, as well as set, local agenda and need. We are community 
arts specialists. Our programme has been used as a case study for excellence by Arts 
Council England. 

Learn more about our work at www.effordtakeapart.org.uk

The Social Making symposium has been supported by Plymouth University through 
Artistic Research thematic funding as well as by Take A Part participating in the 
Creative Partners network. The latter has been developed between the School of Art & 
Media and Plymouth’s newest and most dynamic cultural organisations to support and 
share our creative aspirations within a social context. Being Creative Partners means 
fusing energies and enthusiasms, and creating a space for sharing expertise, providing 
opportunities for student engagement and retention, and supporting the growth of a 
vibrant arts ecology in the city. The Creative Partners project has been central to the 
School of Art & Media’s external relations strategy. It looks at ways to work together, 
leading to collaborative projects, student placements and graduate internships, as well 
as the production of cultural events.

Overview
Symposium Convenors

http://www.effordtakeapart.org.uk
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Overview
Schedule

Thursday 28th April Friday 29th April

Lunch and registration

Welcome - Kim Wide, Director of Take A Part 
and Dr Sarah Bennett, Interim Head of School 
of Art & Media, Plymouth University

Reflecting on Community Empowerment through 
Socially Engaged Practice - Dr Kelechi Nnoaham, 
Director of Public Health, Plymouth City Council

Is there Life after Evaluation? Art, Method and 
Social Impact - Professor Lynn Froggett, Director 
Psychosocial Research Unit, University of Central 
Lancashire and Claire Doherty, founder of Situations

Break

Videos: Sanctum - Theaster Gates; 
Windsor is Forever - Broken City Lab 

Down the Rabbit Hole: Socially Engaged Arts and 
Cultural Placebo - Eloise Malone, CEO Effervescent 
Social Alchemy and Peter Harris, founder Wolf 
+ Water. Chaired by Dr Sarah Bennett. 

Break

Videos: The People’s Canopy - In Certain Places; 
Librería Donceles - Pablo Helguera and A Blade of 
Grass; The Conversation Station - Double Elephant 

Scaling Up, Out and Forever - Darren O’ 
Donnell, Artistic and Research Director, 
Mammalian Diving Reflex

Videos: A Decade With Mars - Ella Good and 
Nicki Kent; The Honesty Stalls - Grizedale Arts

Registration and coffee, networking

Delivering regeneration differently during austerity: 
The role of partnerships, networks and the creative 
arts in urban regeneration - Dr Rory Shand, 
Department of History, Politics and Philosophy, 
Manchester Metropolitan University and Kim Wide, 
Director, Take A Part. Chaired by Prof Alan Schechner.

Video: Beauty In Transition - Jody Woods and 
A Blade of Grass, A conversation with Paul 
Ramirez and Claire Bishop - Creative Time 

Break with tea and cake

Becoming Homebaked: Bricks, Bread and 
Taking a Slice of the Economic Pie - Samantha 
Jones, Artist Researcher and Co-Director 
of Homebaked Community Land Trust

Lunch

Videos: Geraldton - Pia Lanziger at spaced; 
Flagged Up - Deborah Weinreb

 “Messy Everyday Reality”: The 
Interdisciplinary Practice Of Assemble

Now and Next? Kim Wide, Director, and Dr 
Sarah Bennett, Interim Head of School of 
Art & Media, Plymouth University 

ENDS

1200

1300

1315

1330

1430

1445

1500

1600

1615

1630

1730

0930

1030

1130

1140

1200

1300

1400

1415

1515

1530



6

Overview
Abstracts & Speaker Information 
Dominic Jinks / Dr Kelechi Nnoaham

Chair of Thursday’s programme 
Dominic Jinks, Executive Director, Plymouth Culture 

Dom is an arts professional with over 15 years experience. He was previously Head of 
Arts and Culture Services at the University of Exeter, responsible for establishing a new 
team and service. Whilst in Exeter, Dom was Chair of the Exeter Cultural Partnership 
and led on the development of a 5 year cultural strategy for Exeter. Before this 
Dom enjoyed seven years at Arts Council England and was a member of the Senior 
Management Team in the East Midlands. Dom’s professional training is in theatre 
and specifically Shakespeare. He was Director of Education and Development for 
Shakespeare 4 Kidz UK Ltd, an Associate of The Globe Theatre and was founder and 
Director of The British Touring Shakespeare Company.

Reflecting on Community Empowerment through Socially Engaged Practice
Dr Kelechi Nnoaham, Director of Public Health, Plymouth City Council

In his introductory speech, Kelechi will explore the principles of socially engaged art 
practice, drawing on local exemplars like the work of Take A Part. He will draw parallels 
with aspirational methods of community engagement in the world of health mainly 
by comparison to elements of Arnstein’s ladder. There will be a consideration of how 
empowerment through socially engaged practice might generate genuine social capital. 
Finally, he will explore the role of social capital in tackling the wider determinants of 
health and health inequalities.

Kelechi is currently Director of Public Health for Plymouth, a city of 261,000 residents. 
He qualified with a medical degree 1999 and practised in general medicine and infec-
tious diseases before pursuing public health training in Oxford. He researched women’s 
health and chronic disease prevention for a PhD in Public Health and Epidemiology at 
University of Oxford. In Plymouth City Council, he has additional responsibility for public 
protection and civil protection services, a duty he combines with academic roles as 
honorary Professor of Public Health in Plymouth University. Since joining the Council in 
April 2014, Kelechi has gone about articulating a city-wide agenda for tackling health 
inequalities (‘Thrive Plymouth’) which has at its heart a focus on social change, popula-
tion prevention and multiple risk behaviour modification.
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Overview 
Abstracts & Speaker Information 
Professor Lynn Froggett with Claire Doherty

Is there Life after Evaluation? Art, Method and Social Impact
Professor Lynn Froggett, Director Psychosocial Research Unit, University 
of Central Lancashire and Claire Doherty, founder of Situations

In 2008 Lynn Froggett was funded by ACE North West to undertake a study of arts 
organisations which were specifically developing new forms of social engagement 
in attempt to characterise this emergent field of practice. Claire Doherty, Director of 
the arts organisation Situations, joined the steering group and from that point on 
there has been an episodic conversation between them culminating in a research 
partnership and the development of a new methodology called the visual matrix 
for evaluating the impact of arts projects in the public realm. This presentation 
will take the form of a dialogue between them on a number of problems that the 
research and evaluation agenda have posed to the socially engaged arts: the need 
for methods which are sensitive to the aesthetic and conceptual intentions of 
artworks; the legitimacy of such methods in policy and funding circles; the usefulness 
of evaluation as a developmental tool for practitioners; the difficulty of gauging 
impact on the social imagination; understanding the social processes an artwork 
sets in motion; the time and money it consumes and the skill sets it requires. 
 
There will be a brief description of the visual matrix, its principles and what it 
has achieved, followed by a discussion of the continuing challenges for research 
and evaluation in the arts and how this new method might be combined with 
other conventional quantitative methods for building an evidence base for 
the impact of new forms of socially engaged and public art projects. 

Lynn Froggett is Professor of Psychosocial Welfare at the University of Central 
Lancashire, with an academic background in both the Humanities (History and 
Philosophy) and Social Sciences (Sociology and Social Policy). She pursued a career 
in social work practice and management before joining the University of Central 
Lancashire in 1993. Her research interests are in trans-disciplinary approaches to 
the arts and humanities, psychoanalytic studies and the applied social sciences.

Claire Doherty is the founder Director of Situations, the Bristol-based 
arts producer dedicated to commissioning and producing compelling and 
imaginative new forms of public art. For over a decade, the organisation has 
been supporting artists to make extraordinary ideas happen in unusual and 
surprising places, directly engaging in people’s lives and offering alternative 
ways in which to see, hear and connect to each other. Claire was awarded an 
MBE for her services to the arts in the New Year’s Honours list 2016.
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Overview 
Abstracts & Speaker Information 
Eloise Malone with Peter Harris / Dr Sarah Bennett

Down the Rabbit Hole: Socially Engaged Arts and Cultural Placebo
Eloise Malone, CEO Effervescent Social Alchemy and Peter Harris, founder Wolf + Water. 

Peter Harris and Eloise Malone examine how applications of research in 
neuromarketing and pharmacology can add value to creative methodologies 
designed to reduce vulnerability to harm for children most at risk.

Using Effervescent’s current HOLD programme, and Radiant Gallery’s 
current The Cold Truth show as examples, Ellie and Peter will be thinking 
out loud about transdisciplinary practices and the appropriation of new 
knowledge; about the realms in which social changes are sited; and about 
impact-focused arts practices as replicable or unreliable processes. 

Effervescent has developed a national reputation for delivering outstandingly 
successful solutions to difficult social challenges, from reengaging 
young people not in education, employment or training and supporting 
young people with mental ill health to recover faster and more fully, to 
safeguarding the emotional welfare of Looked After children and young 
people. The opportunities we create are highly valued by participants and 
our voluntary attendance rate is more than double the national average.

Peter is one of the founders of Wolf + Water Arts Company, which over the last 
25 years has used applied theatre & arts techniques with an array of groups 
ranging from schools, prisoners, the elderly, people with learning difficulties, 
children and adults facing life limiting illnesses, people with mental health 
issues and people in conflict zones. This has taken him all over the world 
including to Scandinavia, South America, the Balkans and the Middle East.

Dr Sarah Bennett, Interim Head of School of Art & Media, 
Plymouth University, Chair of Thursday’s Programme

Dr Sarah Bennett is an artist and academic. She is Associate Professor in Fine 
Art at Plymouth University and Interim Head of School of Art & Media. In recent 
years Sarah has worked to enhance partnerships between Plymouth University 
and cultural organisations in the city and regionally. She has introduced 
a placement programme to the Fine Art BA programme in which students 
develop skills within a range of socially engaged art practice. Sarah is Co-
director of the PhD node with internationally renowned Transart Institute.

Sarah’s artistic research investigates institutional sites, both historical 
and contemporary, through embodied actions and digital recording 
methods. Recent projects include: Reformations (2010), Institutional Traits 
(2012), Safe-keeping (Custodia) (2014). She has published writings on 
public and sited art projects, and has contributed papers to conferences 
in cultural geography, visual anthropology and museology. 
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Overview 
Abstracts & Speaker Information 
Darren O’Donnell

Scaling Up, Out and Forever 
Darren O’ Donnell, Artistic and Research Director, Mammalian Diving Reflex

Successful socially engaged practices face their own very specific set of questions, 
questions that are not at all artistic but, rather, scientific, focused, as they are, on the 
question of replicability: how can we do this again, how can we do this elsewhere, how 
can we do this bigger, how can we do this better, how can we do this for longer? Using 
his company Mammalian Diving Reflex as a case study, O’Donnell will discuss his 
approach to working with youth: the Mammalian Succession Model of Youth Labour 
Engagement (SMYLE), which he has been developing since 2005, with a cohort of kids 
who, starting out when they were nine-years-old, have grown up in the company and 
now, at 20-years-old, stand poised to inherit it. He will outline how this project has 
produced a set of generalizable findings that are now being applied in Tottenham, 
London; the Ruhr region of Germany; and in Germany’s Rhine-Neckar region, where 
O’Donnell is adapting the model to group of adult refugees. He will also discuss a new 
and entirely radical approach to evaluating outcomes, one guaranteed to rock your 
world. This is the terrain of the artist as policy wonk, an unholy hybrid where quantifying 
outcomes morphs into an artistic practice, something that can beautifully contribute to 
both social and artistic impact, rather than being the burdensome report begrudgingly 
written to appease a distracted funder.

Darren O’Donnell (born 1965) is a Canadian novelist, essayist, performance artist, 
playwright, director, actor and urban planner. He is the artistic director of the 
Mammalian Diving Reflex. Mammalian Diving Reflex was founded in Toronto in 1993, 
and between 1993-2003 primarily produced the stage-based performances of 
O’Donnell. In 2003, the company began to diversify its approach and generate work in 
a multitude of forms, focusing on creating “social acupuncture”: playful, provocative, 
site and social-specific participatory performances with non-actors of all ages and 
demographics, designed to bring people together in new and unusual ways. O’Donnell 
holds a M.Sc. in Urban Planning from the University of Toronto (2014) and a B.F.A in 
Acting from the University of Alberta (1988).
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Overview
Abstracts & Speaker Information 
Professor Alan Schechner / Dr Rory Shand with Kim Wide

Chair of Friday’s Programme 
Professor Alan Schechner

Alan Schechner is the Associate Dean for Creative Industries, Plymouth 
University. His role is to develop and nurture relationships with Arts 
and Heritage organisations and the Creative Industries.

Delivering regeneration differently during austerity: The role of 
partnerships, networks and the creative arts in urban regeneration
Dr Rory Shand, Department of History, Politics and Philosophy, Manchester 
Metropolitan University and Kim Wide, Director, Take A Part. 

This paper is about the role of the creative arts in the governance of regeneration 
projects. The paper examines the ways in which Take A Part (TAP) as a creative 
arts organisation has delivered projects and engaged with its local community 
in regeneration projects that target youth, health or social engagement, and are 
engaged with the governance mechanisms, through networks, funding projects 
and projects. TAP has been at the heart of community projects and participation, 
working with local residents, the local authority, community groups, and local 
public sector organisations such as schools. The community has been engaged in 
local projects such as sculpture making, performance and arts projects in schools. 
TAP has become embedded in the local area and is currently expanding its work 
across other areas of the city. The role of community engagement is key to the 
success of TAP; and in several examples of community engagement or regeneration 
initiatives, its degree of success or failure is dependent on community buy-in and 
visibility. In the case of TAP, the community has come to see the organisation as 
a broader beacon than creative arts: rather, it has become a means of engaging, 
in trying new activities and in realising potential; that is, the main means 
through which the governance of regeneration in the area has taken place. 
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Overview 
Abstracts & Speaker Information 
Samantha Jones

Becoming Homebaked: Bricks, Bread and Taking a Slice of the Economic Pie
Samantha Jones, artist researcher and Co-Director 
of Homebaked Community Land Trust

Homebaked is located on the high street just a few steps from the famous Liverpool 
Football Club in the neighbourhood of Anfield that has severely suffered from over 
a decade of stalled regeneration programmes. Homebaked’s principle is one of 
creating value, both social and monetary, which stays within the neighbourhood and 
is invested back into its communities. Through the support of the artist Jeanne van 
Heeswijk, Liverpool Biennial and local residents it established the first UK urban 
Community land Trust (CLT ) in April 2012. Its first task was to save a local landmark 
‘Mitchells Bakery’ which closed following the decline of the local high street due to 
significant economic decline and shortage of customers due significant depopulation 
of the area. Working with Liverpool based architects Architectural Emporium and 
resident led design team the ‘Build your Own High Street’ scheme to challenge and 
influence local economic drivers through the development of sustainable alternatives 
to cultural and economic regeneration. In addition to this scheme Homebaked 
now commissions its own resident artists/makers to creatively manifest on 
meanwhile sites within a long term strategy of claiming further land into community 
ownership. Samantha Jones co-director of Homebaked Community Land Trust 
(CLT) and embedded artist researcher presents a first hand account of Homebaked 
from its initiation to present day, making visible the complexity of co-producing 
within failed and volatile local and national economic regeneration strategies.

Samantha Jones is co-director of Homebaked Community Land Trust (CLT) and 
education programmer for Homebaked Co-operative bakery. Her family is from 
Anfield and she has been Homebaked’s embedded researcher since the projects 
initiation as a Liverpool Biennial and artist Jeanne van Heeswijk commission. She is 
practicing artist working in the area of food economics and as a member of Homebaked 
developing HomeFarm with the aim to and make neighbourhood of Anfield the 
specialist microgreen grower for the North West. Samantha programmed mediation 
for the 2010 Liverpool Biennial Festival and previously programmed a number arts 
& health research projects for FACT (Foundation for Arts and Creative Technology).
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Overview 
Abstracts & Speaker Information 
Amica Dall of Assemble

 “Messy Everyday Reality”: The Interdisciplinary Practice Of Assemble
Amica Dall, Director of Assemble

Amica Dall, one of 18 members of Assemble, will discuss the methodologies of the 
collective. Assemble’s projects are united by an ambition to make cities more humane, 
various and joyful places to live. At the heart of Assemble’s working practice is a belief 
in the importance of addressing the typical disconnection between the public and 
the process by which spaces are made. Assemble work in an interdisciplinary and 
collaborative way, across design, research, community organising, architecture and 
art. Their approach to building starts at the early stages of project brief, and often 
extends through to the long term habitation of spaces, concerned with the overlap 
and interplay of material form, construction and use. By their unique engagement with 
materials and the collaborative process by which their projects are made, their work 
sits outside the norms of conventional architectural practice. In this talk, Amica will 
look at the adventure playground as a model for a more open-ended and adaptive kind 
of urbanism, looking at play, adaptation and cycles of construction and destruction. 

Amica Dall is a Director of Assemble. Assemble are a collective based in London who 
work across the fields of art, architecture and design. They began working together in 
2010 and are comprised of 18 members. Assemble’s working practice seeks to address 
the typical disconnection between the public and the process by which places are 
made. Assemble champion a working practice that is interdependent and collaborative, 
seeking to actively involve the public as both participant and collaborator in the on-
going realization of the work.
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Overview 
Video Programme
Intro / Sanctum

Our moving image intern, Abigail Mckenna, a second year fine 
art student from Plymouth, has produced the video programme 
which forms part of the symposium proceedings. Through a 
series of open calls and approaching artists directly, Abi’s curated 
video programme offers another insight into socially engaged 
practitioners’ methodologies, working across the globe.  
Thank you to Abi and to the participating artists, producers  
and commissioners.

Sanctum 
Theaster Gates for Situations

A remarkable structure arose from within the bombed-out remains of Temple Church in 
Bristol. For 24 days, 24 hours a day, the site was transformed into an intimate place of 
listening, in which to hear the city like never before. Between 6pm on 29th October until 
6pm on 21st November, Theaster Gates’ Sanctum hosted a continuous programme of 
sound over 552 hours, sustained by performers, musicians and bands in a temporary 
structure within the shell of Temple Church, Bristol. Sanctum was Theaster Gates’ first 
public project in the UK, produced by Situations, as part of Bristol 2015 European Green 
Capital. Whilst open and free to visit day and night, the schedule remained secret.

Chicago-based artist Theaster Gates has developed an expanded practice that  
includes space development, object making, performance and critical  
engagement with many publics. 
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Overview 
Video Programme
Windsor is Forever / The People’s Canopy / Librería Donceles

Windsor is Forever 
Broken City Lab

Working with Portland based artist, Jason Sturgill, Windsor is Forever is a community-
driven art and tattoo project that gave Windsor residents an opportunity to make a 
permanent commitment to the city. 

Broken City Lab is an artist-led interdisciplinary collective and non-profit organization 
working to explore and unfold curiosities around locality, infrastructures, education, 
and creative practice leading towards civic change.

The People’s Canopy 
In Certain Places

Designed by award-winning Beijing architects (People’s Architecture Office) on the 
theme of the city of Preston as a meeting place, the People’s Canopy is a two-storey 
high expandable roof structure on bicycle wheels. The ten units are designed to collapse 
to the size of a double decker bus to be pedalled from one location to another and 
thereby transform underused public spaces; spaces for auto transport are turned into 
spaces for pedestrians and events, and open streets connected.

Since 2003, In Certain Places has worked with artists and architects to develop 
temporary interventions in Preston City Centre, hosted artists’ residencies, and 
organised talks and debates about art practice and place. Collectively, these activities 
have generated new understandings of the urban environment, enabled new ideas 
to be tested in the city’s public spaces, and formed collaborations between artists, 
institutions, communities, businesses and other individuals in Preston and beyond.

Librería Donceles 
Pablo Helguera and A Blade of Grass

FIELDWORKS is a short documentary series presented by A Blade of Grass that 
explores the beauty, rigor, and impact of socially engaged art. In this film, 2014 A Blade 
of Grass Fellow Pablo Helguera opens his pop-up bookstore housing twenty thousand 
used Spanish-language books and accompanying programming in Red Hook, Brooklyn. 

A Blade of Grass is an organization that nurtures socially engaged art. 
They provide resources to artists who demonstrate artistic excellence and 
serve as innovative conduits for social change. They evaluate the quality 
of work in this evolving field by fostering an inclusive, practical discourse 
about the aesthetics, function, ethics and meaning of socially engaged art 
that resonates within and outside the contemporary art dialogue.

http://www.peoples-architecture.com/pao/
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Overview 
Video Programme
The Conversation Station / A Decade With Mars 

The Conversation Station 
Double Elephant

A short film about Double Elephant Print Workshop’s ‘Conversation Station’. Funded by 
Time To Change as part of a national campaign, the aim of The Conversation Station is 
to get people talking about mental health, using printmaking as a means to start these 
conversations. All artwork was designed by Double Elephant’s Print on Prescription 
group, with the exception of a few generous donations by artist, David Shrigley.

Simon Ripley is a Director of the Double Elephant Print Workshop based in Exeter. 
Established for 19 years Double Elephant provides workshop facilities for a 
membership, teaches a wide range of print processes and also has an extensive 
outreach programme. Simon’s participatory practice has included a 12 month 
residency at Derriford Hospital, printmaking with elderly dementia patients in 
the UK and USA and work in acute psychiatric settings. In 2014/15 using a mobile 
print trailer entitled “The Conversation Station”, he was part of the MIND funded 
“Time to Change” project aimed at ending mental health discrimination

A Decade With Mars
Ella Good and Nicki Kent

A Decade with Mars follows the time-line of a Mars colonisation mission 
to reflect on: what proposing to leave the Earth means; looking at how 
we live now and how we might live in the future. Our work over the next 
ten years will document process and outcomes to create a ten-year body 
of work exploring time, community, sustainability and the future.

Ella and Nicki work cross-disciplinary and often within community settings, 
with people who would not consider themselves artists. They ask audiences to 
contribute to process based art work and make unusual live events happen, 
involving people through conversation or social spaces. Their work aims to 
engage audiences outside of traditional arts institutions to create conversation 
and change around society itself - looking at how we, collectively, live.
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Overview
Video Programme
The Honesty Stalls / Beauty In Transition 

The Honesty Stalls
Grizedale Arts

A series of unregulated bespoke stalls and shops selling local and artist-made 
produce to passing members of the public asking those to pay what they wish. 
Each of the stalls has its own set of rules and, in some cases a challenge to 
shoppers to explicitly value the wares, in others empathetic exchange. The stalls 
will continue to evolve internationally. Permanent stalls exist at Grizedale. 

The Grizedale Arts programme actively engages with the complexities 
of the rural environment. Rather than focusing on creating a finished art 
product they concentrate on the process, and the dissemination of ideas 
to a wider audience. In doing so, they typically work alongside the local 
community of a project to develop and realise work with artists. 

Beauty In Transition
Jody Woods and A Blade of Grass

FIELDWORKS is a short documentary series presented by A Blade of Grass 
that explores the beauty, rigor, and impact of socially engaged art. In this 
film, 2014 A Blade of Grass Fellow Jody Wood brings her mobile beauty 
salon to nine homeless shelters over three months in New York City. 

A Blade of Grass is an organization that nurtures socially engaged art. 
They provide resources to artists who demonstrate artistic excellence and 
serve as innovative conduits for social change. They evaluate the quality 
of work in this evolving field by fostering an inclusive, practical discourse 
about the aesthetics, function, ethics and meaning of socially engaged art 
that resonates within and outside the contemporary art dialogue.
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Overview 
Video Programme
A conversation with Paul Ramirez Jonas  
and Claire Bishop / Geraldton 

A conversation with Paul Ramirez Jonas and Claire Bishop
Video courtesy of Creative Time

Artist Paul, Ramirez Jonas and art historian Claire Bishop discuss Jonas’ Creative Time 
commission, Key to the City. Key to the City bestowed the key to New York City—an 
honor usually reserved for dignitaries and heroes—to esteemed and everyday citizens 
alike. For this participatory public art project, Ramírez Jonas reinvented the civic 
ornamental honor as a master key able to unlock more than 20 sites across New York 
City’s five boroughs and invited the people of the city to exchange keys in small bestowal 
ceremonies. Upon receiving a key, individuals were then encouraged to explore locations 
ranging from community gardens to cemeteries, and police stations to museums.

Paul Ramirez Jonas is a contemporary artist and arts educator whose work 
currently explores the potential between artist and audience, artwork and public. 
Many of Ramirez Jonas’ projects use pre-existing texts, models, or materials 
to reenact or prompt actions and reinsert himself into his own audience. 

Claire Bishop is an art historian, critic, author, and Professor in the Art History 
Department at CUNY Graduate Center, New York since September 2008. Her current 
research addresses the impact of digital technologies on contemporary art, as well as 
questions of amateurism and ‘de-skilling’ in contemporary dance and performance art.

Geraldton
Pia Lanziger at spaced

Focusing on Wajarri, an Aboriginal language that today has less than 50 fluent 
speakers, Pia Lanzinger’s project, Geraldton goes Wajarri, is concerned with 
the conservation of this language, and takes Wajarri words into the public 
spaces of the City of Greater Geraldton. Lanzinger invited Jambinu (Geraldton) 
citizens to adopt a Wajarri word and to use it in day-to-day life, effectively to 
become mentors for the language. Through her adopt-a-word campaign and 
a series of playful public events, Lanzinger created a reservoir of knowledge, a 
living archive of the language in the consciousness of Geraldton residents.

Pia Lanzinger’s practice focuses on collaborative projects in public spaces 
that attempt to notice the breaks and inconsistencies in the conditions of daily 
existence, and enable communicative experimentation. spaced is a recurring 
international event of socially engaged art that showcases newly commissioned 
artworks developed in response to the distinctive characteristics of Western 
Australian sites and communities. spaced seeks to foster the development 
of new modes of interaction between artists and communities and establish 
dialogue between regional, metropolitan and international points of view.
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Overview 
Video Programme
Flagged Up

Flagged Up
Deborah Weinreb

‘Flagged Up’ is a visual route between Stoke Park and Horfield Common, 
designed to motivate people to get out and explore both of these wonderful 
green spaces. The images for the banners installed on lamp posts, have been 
produced through an exciting array of creative workshops held in different 
areas of Horfield and Lockleaze. Besides containing beautiful images, the 
banners also communicate good environmental messages, including thoughts 
on how we treat each other and how we promote a sense of community.

Deborah Weinreb (+D) has been a practicing artist for many years. She collaborates 
with people and places, to create outcomes that inspire, empower and engage 
audiences to feel more included and proactive in the places and issues  
that surround them.
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Overview 
Bursary Holders
Intro

Thanks to generous funding from Visual Arts South 
West and Plymouth Culture, we have been able to offer 
fourteen bursaries to community activists, artists, and 
art writers. Congratulations to the awardees.

Visual Arts South West and Take A Part writers bursaries

Sovay Berriman 
Born in Penzance in 1972, Sovay Berriman works between 
London and Cornwall, across sculpture, drawing, text and 
event. Her practice demonstrates a dedicated belief in the 
power of fantasy, that it can give an understanding of our 
own potential, and boundaries, and present a space to test 
these. Education, responsibility and endeavour are also 
themes that recur throughout Sovay’s work. The structures 
and situations she creates identify the edges of potential 
moments and offer themselves up as activating tools, props to 
encourage action, whether contemplative or dynamic. Sovay 
is a Director of ALIAS (Artist-Led Initiative Advisory Service), 
an experienced art-educator and is currently undertaking 
a Level 2 City & Guilds Plumbing vocational qualification.

Josh Pulestone
After moving to progressive communities in Bristol and London, 
Josh returned to Plymouth wanting to replicate the structures 
of inspiring and collaborative communities in his home town. He 
started volunteering with Whitleigh Big Local in April 2013, and 
now sits as Vice Chair, and lead of the Community Hub project. 
This led Josh to work as a director of the community economic 
development trust, Four Greens, whose aim is to improve the 
lives of residents living in the north of the city. This voluntary 
work has inspired Josh to develop his own social enterprise, 
focusing on community engagement and development.

Jazz Moreton 
Jazz Moreton is currently a second-year BA (Hons) Fine 
Art student at the University of Gloucestershire, after 
four years spent studying at Warwickshire School of 
Arts. Her current work is concerned with socio-political 
themes, spanning from feminism to education. Jazz 
works dexterously across a broad range of media, and 
her work includes film, sculpture, and drawing.

Adele Cload
Adele Cload is a third year Fine Art student at the University 
of Gloucestershire. She works with mixed media, using 
collage to bring her ideas to life. Her work is spontaneous and 
embraces the idea of ‘happy accidents’ within her practice.

Visual Arts South West and Hardwick Gallery emerging artists bursaries
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Rachel Dobbs 
Rachel Dobbs is one half of the collaborative duo LOW PROFILE 
(with Hannah Jones, since 2003). LOW PROFILE’s practice 
spans a variety of performative interfaces with audiences 
including small-scale live moments, gallery exhibitions, books, 
videos, durational task-led performances, sculpture, text 
works, sound works and large-scale participatory projects. 
Their work is informed by (and often made in response to) 
specific contexts and situations.

Sarah Jane Hodge
Sarah Jane Hodge is an emerging artist specialising in 
community-based, socially-engaged practice, using space as 
a primary medium. Currently funded by Arts Council England 
and Plymouth University’s graduate ‘Plymouth Fund’ to create 
a land art sculpture with a socially excluded group.

Rob Olins 
Rob Olin’s practice is cross media, informed by architecture, 
acoustics and modern engineering techniques, with particular 
emphasis on the boundaries between art, science and 
communication. A collaborative approach has always been 
a key element of his practice; working with specialists, 
institutions, individual practitioners, community groups and 
public bodies. A current project, titled The House of Mirrors 
Sensory Experience, is an installation that is visiting 10 Special 
Schools in South West England. This project uses brightly 
painted acoustic mirrors and sound to create an immersive 
audio environment that makes several discrete sound bubbles 
within a space that the participant can explore.

Simon Ripley
Simon Ripley is a Director of the Double Elephant Print 
Workshop based in Exeter. Established for 19 years Double 
Elephant provides workshop facilities for a membership, 
teaches a wide range of print processes and also has an 
extensive outreach programme. Simon’s participatory practice 
has included a 12 month residency at Derriford Hospital, 
printmaking with elderly dementia patients in the UK and 
USA and work in acute psychiatric settings. In 2014/15 using 
a mobile print trailer entitled “The Conversation Station”, he 
was part of the MIND funded “Time to Change” project aimed 
at ending mental health discrimination. Simon is currently 
lead artist on a Torbay based project using printmaking and 
animation to address suicide prevention.

Megan Clark-Bagnall
Megan Clark-Bagnall is a visual artist based in Bristol, 
born in Derbyshire. She is currently concerned with making 
artworks via interactive and participatory processes by inviting 
audiences or select participants to involve themselves in the 
process of her creative concepts and becoming a part of the 
project by doing so.

Carolyn Black
Carolyn Black set up Flow Contemporary Arts to create 
encounters with art in unusual places. Carolyn devises 
and delivers art projects for organisations and artists on 
varying scales, from one-to-one support for an artist to large, 
multiple-site projects with many partners. Her broad portfolio 
enables her to take a fresh, outsider perspective and identify 
innovative approaches suitable to individual needs – whether 
it is finding new solutions or applying tried-and-true methods 
that have evolved through experience. She has always had a 
penchant for new technology and the impact it has on culture 
alongside a passion for how we curate objects.

Carolyn has an MA in Fine Art and works as a visual arts 
producer, art consultant and writer.

Visual Arts South West and PAC Home artists bursaries

Visual Arts South West artist bursaries
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Sandy Wager
Sandy Wager is the founder of Whitleigh Arts, a community 
project. In 2017 Sandy plans to organise the Whitleigh 
Music & Dance Festival which will involve regular workshops 
throughout the year. She received a Vital Sparks bursary in 
2015 for my Whitleigh Words Festival, a mammoth event, 
involving the community, that took place over a period of eight 
months. She has also previously organised and designed 
the Whitleigh Green painted steps project and involved the 
community plus many other events. More can be seen on  
the website at: www.whitleigharts.weebly.com

Jon Brown
Jon is engaged in community arts and heritage; having 
been involved with set up of the board for Take A Part CIC 
and having been involved with BBROOTS (Barne Barton, 
Plymouth) community arts engagement for several years, 
as well as local neighbourhood community engagement 
and arts projects. He is attending the symposium to 
see what can be done to improve inter agency and 
community projects where he is based, as well as to 
bring new ideas and practice to future projects.

Hilary Kolinsky 
Hilary Kolinsky’s work crosses between architecture, social 
history, academia, and community action. She is an active 
member of several community action groups including 
the Hoe Conservation Area & Residents Association, the 
Ernesettle Community Forum, and Plymouth Architectural 
Trust. Within these groups she has co-organised a 
number of free local events including building visits, talks, 
fun days, and most recently, the proposed Salt Screen 
visual arts event at Tinside Lido (planned for 2017).

Barbara Hampson
Barbara Hampson is a Support Worker at Timebank 
South West, and a founder of Glad Rags, a group which 
meets weekly in Stonehouse to make rag rugs and 
willow decorations for community celebrations.

Plymouth Culture and Vital Sparks community activators bursaries

http://www.whitleigharts.weebly.com
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With delegate tickets for the symposium at Radiant Gallery sold out, a livestream 
of the event will be screened in the PAC cinema to allow more people to participate 
in the symposium. Delegates of ALMOST LIVE can take part in the conversations 
and debates of the event by commenting on the livestream and livetweeting. If you 
don’t have a tablet or smartphone, the PAC MC can put your question forward to the 
symposium speakers for you! Thanks to Plymouth Arts Centre for their support with 
this event; helping to make this an affordable way to engage with the symposium.

Other ways to contribute to the discussions during and after the symposium:
Tweet us @takeapart using the hashtag #socialmaking
Comment on our video archive at www.bit.ly/1UZIYib 
Post on our facebook page at Take A Part
Email us at social.making@effordtakeapart.org.uk

Please do let us know your feedback using our online evaluation form at  
www.bit.ly/1Rw6D4q or using the paper evaluation in your delegate packs. 

Thank you to all speakers, chairs and delegates  
for your contributions to the symposium. 

Developed by Kim Wide, Take A Part.
Supported by Dr Sarah Bennett, Plymouth University.
Hosted by Effervescent at Radiant.
Produced by Beth Emily Richards, Take A Part.
Marketing by Kerry Deacon, Take A Part.
Marketing Assistant - Laura Hopes, Take A Part.
Moving Image Intern - Abigail Mckenna, Plymouth University.
Technical Support - Oliver Sutherland.
Design by Intercity.

With thanks to Vickie Fear and Gavin Lewarne at Plymouth 
Arts Centre for hosting Social Making: ALMOST LIVE.

Thanks to our funders: Arts Council England, Plymouth University, 
Visual Arts South West and Plymouth Culture. 

https://twitter.com/takeapart
http://www.bit.ly/1UZIYib
mailto:social.making%40effordtakeapart.org.uk?subject=
http://www.bit.ly/1Rw6D4q
http://www.intercitystudio.com
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Kim Wide, Director of Take A Part

On April 28th and 29th, Take A Part CIC held Plymouth’s first international symposium 
on socially engaged practice.  The aim of the symposium was to shine a light 
on the excellent socially engaged practice in the city of Plymouth, making it the 
focus, as well as bringing to the city new ideas and presentations from artists, 
organisations, researchers, film-makers and activists from across the globe.  

Social Making:  Now and Next had methods and impacts at its heart and insisted 
on bringing in academic research to the conversation as a way of supporting 
the methodologies and impacts behind social practice.  The days were split into 
Thursday focusing on Health and Wellbeing and Friday on Regeneration.  

Thursday saw presentations and conversations around using memory to 
evidence impact of art in the public realm with Situations and Dr Lynn Froggett, 
a discussion on methods applied to the work of Plymouth based Effervescent 
Social Alchemy and a talk by Mammalian Diving Reflex’s Darren O’Donnell around 
sustainability and scaling up and out as a producer of youth based projects.

Friday was about regeneration with Liverpool Biennial’s flagship project HomeBaked 
presenting on community land trusts and sustaining projects by embedding growth 
from the start.  Take A Part presented with Rory Shand of Manchester Metropolitan 
University about Arnstein’s Ladder of community empowerment, ownership and 
branding of regeneration intatives and James Binning of Turner Prize winning 
Assemble discussed flexability and openness in collaborative architectural projects.

The day was interspersed with video submissions from international 
projects from Broken City Lab, Ellie Good and Nicki Kent, Pia Lanziger, 
Pablo Hulguera, Jody Woods, Paul Ramirez Jonas,  In Certain Places, 
Grizedale Arts, Double Elephant and Deborah Weinreb.  

88 delegates attended the event at socially engaged art space Radiant while a 
further group of emergents and students joined the conversation via curated 
discussion at Almost Live, our live stream hosted by Plymouth Arts Centre.  

An archive film of the process has been produced and is available 
at  www.effordtakeapart.org.uk/social-making/

http://www.effordtakeapart.org.uk/social-making/
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Almost Live Report
Vickie Fear, Programme Delivery Coordinator, Plymouth Arts Centre

Hosting the live stream of Social Making felt like a slightly risky but entirely 
appropriate way for Plymouth Arts Centre to support the symposium organised by 
Take A Part and Plymouth University.  Although heavily involved in the founding of 
Take A Part, the relationship between PAC and TAP has evolved into that of two co-
existing organisations, working in partnership on projects and events but otherwise 
independent of each other and with very different programmes and working processes.

So, to have PAC staff and PAC Home members present at the symposium, 
asking questions to the faces of the speakers, whilst simultaneously creating 
a space for a second audience to engage with the conversation (from our 
comfortable cinema seats) seemed apt. The aims of ALMOST LIVE were of 
course to increase the capacity of the symposium and encourage more people 
to travel to Plymouth to participate but also to offer a lower ticket price option 
for delegates, set up a second space for networking and increase the online 
interaction by firing questions back and forth across the twittersphere.

I won’t pretend the live stream was without the occasional jump or glitch and 
the quality of image was not like being in the room but it was strong enough 
to prompt discussion and questions to every presenting speaker: perhaps 
even more challenging questions, as we were able to screen ourselves behind 
the anonymity of ‘the ALMOST LIVE audience’ rather than standing up in 
front of a room of peers to ask for clarification on a particular point.

And who comes to the live stream of a symposium? Exactly the audience we had 
hoped to attract: artists and creative practitioners already working in or interested 
in socially engaged practice; creative learning staff from regional arts organisations 
and students from Plymouth University and Plymouth College of Art Fine Art courses. 
All people who value the content of the two day symposium and want to be there 
but can’t necessarily afford the cost that putting on this kind of event inevitably 
demands from a ticket. Will we do it again? …will we need to? Social Making was the 
first symposium on socially-engaged practice in Plymouth and a new undertaking 
for Take A Part and Plymouth University. Tickets sold out quicker than could have 
been predicted and the interest from people that couldn’t attend will undoubtedly 
lead the organisers to look for a larger venue for the next one. See you there?
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Regeneration in Efford – and Birth of Take A Part
Michael Bridgwater, Efford Resident and Community Activist

Good Morning, everyone.

Who am I?  I suppose in a way I’m one of the founding fathers (in fact the only founding 
FATHER – all the rest seemed to be women) behind what is now the Take A Part project.

Fifteen years ago, people in the Efford neighbourhood of Plymouth began to recognise 
we were being overlooked in the growing regeneration business.  A largely post-war 
development, life in Efford had become stagnant.  We were the 5th most socially 
deprived area in Plymouth.  Then our local pub, the Royal Marine, was closed and we 
felt we no longer had a community focal point – and we were beginning to lose heart. 

But a new government Building Communities Initiative (BCI) seemed to 
offer us hope.  Our recently formed local Community Forum, supported by 
Plymouth City Council (PCC) and the South West Regional Development 
Agency (SWRDA) bid for, and in 2005 were awarded, 5 years of funding: 

‘to create a sustainable neighbourhood centre 
in an area of economic and social deprivation’ 

We were one of only four bids to be accepted in the whole of the 
South West.  In our case the neighbourhood centre would be Torridge 
Way, the ‘high street’ at the heart of the Efford community.  

What we wanted – we thought – was our own brand-new community 
centre.  What we found was that the people of Efford needed to 
discover who we actually were and what we could be capable of.

We were determined that, as far as possible, this would be a grass-roots, bottom-
up project designed to meet the real needs of people in the neighbourhood.  
For years we had been on the receiving end of well-meant initiatives done to 
us, or for us – but never by us.  We were never truly consulted about what we 
actually wanted.  Now, we were going to take things into our own hands.  

And our aim was principally to regenerate the Hearts and Minds of people 
living and working in Efford.  Physical regeneration, of buildings and 
facilities, might be important, but secondary to our primary purpose.

So the project Steering Group became the Heart of Efford Community Partnership 
(HECP), with wide representation from both the community and statutory bodies, as 
we began to work with Shillam + Smith, the appointed master planners.  It was Wendy 
Shillam who introduced us to the idea of using artists to engage in conversations with 
groups of local people, of all ages, around how their community should look and feel.  

A small Arts Action Group was set up (a sub-committee of HECP) to support 
and facilitate this, with support from Plymouth Arts Centre.  Six artists, from as 
far afield as London and Birmingham, were commissioned between 2006 and 
2008, and the eventual Master Plan highlighted issues relating to the needs 
of Young People, of Health, of Green Spaces, and for Employment & Skills.
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Regeneration in Efford – and Birth of Take A Part
Michael Bridgwater, Efford Resident and Community Activist

When I was asked in 2008, Why Art? My response was:

“At first I asked the same question, but began to realise that different people 
communicate in very different ways – especially people with limited verbal 
or literary skills (such as many of the Efford folk we wanted to communicate 
with).  Art engages with a variety of senses and at different levels, and can 
‘speak’ to all sorts of people of all ages, as well as allowing them to express 
themselves more fluently than through more conventional or traditional media.

Artists tend to be the sort of people who communicate differently, often in pictures 
or images rather than in words – people who think differently, too, seeing and 
saying and hearing things from a different perspective, which can overcome 
barriers as well as offering quite different (sometimes challenging) insights.”

For me, this was a revelation!

By 2009, with the BCI funding nearing its end, this process of engagement with 
artists in the community had taken root and Efford wanted more.  The HECP formed a 
Community Interest Company so that they could make direct application to Arts Council 
England to develop a two-year programme in their area and Take A Part was born.
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Take A Part Case Study
Dr Rory Shand and Kim Wide

Role of TAP

Take A Part CIC is a grassroots and community embedded arts organisation working 
with communities in areas of socio-economic deprivation to commission and develop 
arts projects that support themes of community regeneration.  We make art that is 
long term and processed based that give the community a say in their area and bring 
people together.  The process of collective commissioning and decision making means 
that ownership is high and that projects reflect local desires and needs and is based 
on co-commissioning and co-creating through an Arts Action Group model of delivery.

Take A Part was started in 2006 as a series of pilot projects to support the wider 
Efford neighbourhood in Plymouth to feed into the Master Plan process for the 
area. Bringing artist into the planning process attracted more of the local area 
attracted into the conversations around ambitions for Efford. The process was 
highly successful with Plymouth City Council and Efford winning a Creating 
Excellence Award in 2010 for the work of engaging the community via the arts.

Because it was owned and desired, in 2008, the community formed themselves into 
a limited company, The Heart of Efford Community Partnership, to apply for further 
funding and appoint a dedicated Community Curator to work alongside the community 
to realise longer term artistic ambitions.  At this point, Take A Part was born.

Take A Part uses the Arts Action Group model of working.  A curatorial and 
commissioning team of local residents, schools, council officials, police and health 
workers was set up to drive the process forward and ensure that the choice of 
artists and projects came directly from the community themselves.  The group 
work collaboratively to devise project ideas, to write funding applications and artist 
briefs, to interview and select artists, to create the work with the community and 
to market and support the delivery of all projects.  It is a ground up approach that 
never selects projects or artists without the say of the wider community from the 
very start of the work, ensuring the community ownership and say are embedded.  
The process is also transparent, with funding applications being made public via 
AGMs and the pay of artists and any staff as well as all project costs being shared.

As an organisation in the community, Take A Part’s role is as broker.  We are 
there to listen, to reach out to support networks in the city that may be of 
use, to support funding opportunities and to co-produce the work with the 
community.  It is a long term partnership way of working that is successful 
in that it works on trust building and collaboration at all points.  

Take A Part (TAP) as a creative arts organisation has delivered projects and engaged 
with its local community in regeneration projects that target youth, health or social 
engagement, and are engaged with the governance mechanisms, through networks, 
funding projects and projects. TAP has been at the heart of community projects and 
participation, working with local residents, the local authority, community groups, and 
local public sector organisations such as schools. The community has been engaged 
in local projects such as sculpture making, performance and arts projects in schools. 

TAP has become embedded in the local area and is currently expanding its work 
across other areas of the city. The role of community engagement is key to the 
success of TAP; and in several examples of community engagement or regeneration 

Shed On Wheels, Grow Efford, 2012
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initiatives, its degree of success or failure is dependent on community buy-in and 
visibility. In the case of TAP, the community has come to see the organisation as 
a broader beacon than creative arts: rather, it has become a means of engaging, 
in trying new activities and in realising potential; that is, the main means 
through which the governance of regeneration in the area has taken place. 

Ladder of Participation

The model of Take A Part is that of citizen control.  We apply the approach presented 
by Sherry R Arnstein, ‘The Ladder of Citizen Control’.  The work of Take A Part is about 
doing with and not to.  It is about partnership and delegated power within the Arts 
Action Group ultimately leading to the ambition of a ‘citizen power’.  No one person in 
the Arts Action Group has the role of chair or leader.  It is a flat system on partnership 
that exists around the shared aims of community involvement, ownership and 
decision-making.  While the ladder approach derived by Arnstein is simplistic and 
not subtle enough to represent the degrees of citizen power that are present in any 
collaboration between citizens and power holders, it does focus the work towards 
achieving, as best possible, ownership and decision making at a grass roots level.  

As with any collaboration between communities, local authorities and institutions, 
there are limitations on all sides.  There are paid and unpaid members, those 
representing authorities or special interest community groups or indeed pocket corners 
of neighbourhoods that will have differing approaches and agendas.  With Take A 
Part, the aim is to as much as possible try to work in partnership and with delegated 
power to ensure that control is not in the hands of one particular power group.  

Drawing on Arnstein’s (1967) ladder of participation in community engagement, and 
applying this to the TAP case, we can see the community has progressed through the 
stages- or rungs- of the ladder through activities and engagement with TAP. Firstly, 
as is evident from the discussion in the previous section, the community has moved 
from a non-participatory position to one of citizen power- driven by engagement, 
ownership, and the sustainability of projects and community. Larger scale regeneration 
projects often fall prey to didactic top-down targets or complex systems of delivery, 
meaning the community may be consulted at the implementation stage rather than 
engaged in design, co-production or co-commissioning of projects, reflecting the 
stage of degrees of tokenism: typically placation; consultation; and informing.

However, the community can be viewed through the accessible and 
consultative method of TAP to have reached degrees of citizen power: such as 
citizen control; delegated power; partnership engaged with the governance 
mechanisms and through networks, funding projects and through the ways 
in which Take A Part (TAP) as a creative arts organisation has delivered 
projects and engaged with its local community in regeneration projects. 
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Links to broader regeneration 

Take A Part was born out of a pilot project to support Efford’s Master Plan process.  
Through the Master Plan development, a series of themes for working were established 
in Efford that are directly linked to many broader community regeneration projects.  
These relate to issues around health, opportunities for young people, and physical 
improvements to place, sharing and developing new skills and supporting cohesion.  

In taking a long term approach to working, we step over the normal 
regeneration processes we see in larger cities where power based 
partners have vibrant ideas and projects that are developed, delivered 
to a place and to communities, considered ‘done’ and   

We are very careful to bring the right partners around the table as much as possible.  
Often, we are approached by housing associations and large developers who want 
to ‘artwash’ their projects, seeing this appendage approach to involving artists in 
regeneration schemes as a satisfactory way to be socially responsible.  It is a thorny 
issue in any regeneration or Neighbourhood Planning scheme.  To what extent do 
you collaborate to unlock funds and opportunities?  To this question, we look again 
back to Arnstein’s ladder and consider the desires of the community for partnership 
in this way.  In almost all cases, the community, who by now have become used to 
the flat pack management and grass-roots approach via the Take A Part model, 
refute the bolt-on approach and are empowered through the work to address 
the developers from the very start with their overall ambitions for the area.  

Communities are becoming more and more empowered to say no to add-
on ways of working and push developers into working in more collaborative 
manners and to release impact mitigation funding (Section 106) directly to the 
community via Plymouth City Council partnerships to manage on their own as 
part of the wider Arts Action Group and community partnership aims.  This has 
been successfully evidenced in the development of the North Yard Partnership 
Trust in Barne Barton, who secured 25 years of funding for community chosen 
and led projects that support local employment, education and sustainability.  

How this could be rolled out 

Take A Part’s model of community embedded social practice is a 
simple one.  The Arts Action Group model can be rolled out as a 
process that can be replicated through nurturing and mentoring 
communities to take control in their own regenerative processes.

Take A Part currently are working with communities in Cheltenham, Exeter and Poole 
to think about long term approaches, to model the Arts Action Group approach and 
to follow the process of committing to the long term.  This is via the support of Take 
A Part acting as a catalyst and mentor for the work.  But it is a slow process and 
needs careful brokering and a large set of soft skills to ensure that the work remains 
relevant.  The process also needs to consider how succession is built in.  With so 
many socially engaged regeneration projects, the largest question is one of when to 

British Art Show 7  
Plain Speaking Tours, 2011

100 Seeds, Anne Marie Culhane, 2014
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let go.  As Take A Part in its first iteration was organic in how it grew.  It was testing 
and growing and a firm concept of succession was not built in.  Letting go in Efford 
has never been achieved and this may be due in part to being there too long.  In other 
Arts Action Group communities, such as Ham Woods in North Prospect, a durational 
project of 2 years with the up front statement that the process would be timely, 
resulted in the community understanding and taking from it the tools they needed 
and the support towards ambition to go on and self fundraise and select artists in 
the Arts Action Group model far beyond the initial engagement of Take A Part.

In order to roll out a Take A Part model though, most importantly, the right 
people need to be around the table.  The community, the organisations and the 
local authority because each have their power bases and skills that are needed 
to ensure that the process of socially engaged projects in regeneration are 
realised.  There is only so much that one power source can achieve.  Participatory 
projects in regeneration need all the players to drive high ambitions ahead.  

Why is this example of Take A Part in Plymouth so important, and what does it 
tell us? Firstly, Take A Part is operating in a poor area; connecting residents and 
community groups to the creative arts, widening access to these pursuits. The 
key aspect in Take A Part’s success in such endeavours is the visibility of the 
organisation, and in the accessibility of what they are trying to engage people 
in. In terms of governance, this demonstrates a more straightforward approach 
to community working: rather than working with a raft of partners in a complex 
governance model, such as the ones discussed earlier in this paper. TAP also 
commissioned a radio play in Efford that focused on the history of the area, 
and was in addition to a range of activities in the community such as running 
after school clubs. This shows some important aspects of partnership working 
in delivery, mostly with the local authority, schools and the community.

Areas of this geographic case study have been driven forward by a creative arts 
organisation. This organisation has been at the heart of community projects and 
participation, working with local residents, the local authority, community groups, and 
local public sector organisations such as schools. The community has been engaged 
in local projects such as sculpture making, performance and arts projects in schools. 
This organisation has become embedded in the local area and is currently expanding 
its work across other areas of the city. The role of community engagement is key to 
the success of Take A Part; and in several examples of community engagement or 
regeneration initiatives, their degree of success or failure is dependent on community 
buy-in and visibility. In the case of Take A Part, the community has come to see the 
organisation as a broader beacon than creative arts: rather, it has become a means of 
engaging, in trying new activities and in realising potential. The community engagement 
in driving regeneration in the Efford area is not a new idea. The roots of regeneration 
in the area go back to the 1980s when local residents engaged with public services to 
discuss the issue of youth anti-social behaviour in the area. By the 1990s there had 
been: ‘regular meetings of Efford ward councillors, open to all in Efford and Laira, to 
address individual concerns and wider neighbourhood concerns’. At the end of the 
decade, the Efford Ward Community Forum met with SWRDA (Southwest Regional 
Development Agency) ‘to discuss the possible investment in Efford of £100k “on a 
building for Community Forum use”’. The community group continued to work with 
both the local level and SWRDA in funding and driving forward regeneration projects. 
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Why is this example of Take A Part in Plymouth so important, and what does it tell us? 
Firstly, Take A Part is operating in a poor area; connecting residents and community 
groups to the creative arts, widening access to these pursuits. The key aspect in 
Take A Part’s success in such endeavours is the visibility of the organisation, and in 
the accessibility of what they are trying to engage people in. In terms of governance, 
this demonstrates a more straightforward approach to community working: rather 
than working with a raft of partners in a complex governance model, such as the 
ones discussed earlier in this paper. TAP also commissioned a radio play in Efford 
that focused on the history of the area, and was in addition to a range of activities 
in the community such as running after school clubs. This shows some important 
aspects of partnership working in delivery, mostly with the local authority, schools 
and the community. This is a far simpler system of collaborative working than 
seen in community development and regeneration (Shand, 2013; 2016) as we have 
seen complex partnership arrangements in common with several other areas 
of policy or public service (Osborne et al, 2011). The success of TAP is not in the 
governance design: rather, it is in the relationship built with the community 

In any project, which is consciously or unconsciously about regeneration and 
development, the role of engaging the community, and key individuals, is vital- it’s very 
hard to achieve anything if the community or at least key figures in the community 
are not open to your ideas. The role of Take A Part in Plymouth underlines this 
point- the importance of issues like participation by the community in Efford; the 
linkage with other organisations in the area; and the willingness to embrace local 
strengths, history and knowledge. The role of the community in working with Take A 
Part demonstrates the importance of these three points. In designing regeneration 
for the Efford area, the community was involved from the start, and this allowed them 
to engage with the local authority and to exercise ownership of projects in the area. 

So where do Take A Part come in, and why is what they do so innovative? There are 
several reasons. Firstly, they work with the community; not at the community. Looking 
at regeneration projects elsewhere, there are often cases where targets or partnerships 
are imposed on communities, which do not fit, or which people are unaware of. Through 
allowing learning from the existing Heart of Efford community partnership, and 
through not being part of a larger more complex governance model which had been 
superimposed on the community. This dialogue between TAP and the local community 
demonstrates the need to embed regeneration or development work in existing 
community networks and histories: the engagement with the community necessitates 
trust building, and both short and longer-term vision. In some cases, regeneration 
initiatives have been hard to navigate for communities due to changes in governance 
delivery. In the case of Plymouth- and in common with several other areas- these 
changes occurred through cuts, austerity and the ideological shift from agency led to 
business led delivery, as discussed above. While budget cuts evidently presented large 
issues for TAP as creative arts, local authority and third sector budgets have been cut, 
the governance model was less impactful. The lack of complexity of TAPs partnerships 
in governance and delivery is a notable feature of its success and visibility. This can be 
demonstrated by a history of project working with the local community. A broad range of 
projects such as running a radio station in the area, sculpture, schools projects and the 
crazy glue project, which aimed to reduce vandalism and graffiti in the Efford area by 
working with people in the community to produce street art and murals, which have not 
been vandalised since they have been opm,pleted. This notion of community ownership, 
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participation and identity is another key aspect of achieving success in regeneration 
which TAP has engaged with. The role of TAP staff has been an innovative one, and 
perhaps has become one of governance rather than creative arts- not as a partner in 
governance, but as the visible force of change and progress in a disadvantaged area. 

The community and the creative arts are the focuses of Take A Part, and the success 
of engaging communities from Efford in art exhibitions, sculpture would be a brilliant 
achievement on its own. But the influence of Take A Part in the area has taken on 
a broader role, it seems- one of visibility, and one of what can be achieved: a focal 
point for the community and important parts of it, such as local schools as well 
as local artists. The innovative focus of TAP is reflected in the shift in delivery of 
regeneration in the area. Prior to these projects, the community in the Efford area had 
experienced attempts at regeneration, which were not consultative or engaging: 

‘Too often in the past, Efford people had had things done to them, even for them- 
usually by well meaning ‘officials’ with the best of intentions- but not done by them 
or with them. Somebody else had always been setting the agenda. Here was a 
chance to get away from ‘tick-box’ clipboard questionnaires. No more ‘consultations’ 
simply seeking comments on plans, which had already been prepared. The hope was 
this time to embark on something different, to have a real say, for the first time, in 
the future of our neighbourhood. The role of artists was seen as an innovative means 
of achieving visual progress and change. At first, the question was being asked, why 
artists? But we began to realise that different people communicate in different ways’
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Effervescent is an award-winning creative engagement 
lab based in Plymouth, established in 2004.  

We research how high quality art and cultural activity can catalyse lasting 
positive social change in people, places and services.  We find out how 
much of a change can be created; and what factors, methods or new 
knowledge can make these changes bigger, better, faster or stronger.

We’re a unique organisation in the UK.  We work with groups of children and young 
people with lived experience in trauma or disadvantage such as sexual exploitation, 
psychosis, domestic violence, and addiction.  We train these groups to recognise 
their own expertise and their authentic knowledge, and then we train them as artists, 
designers, cultural commentators and curators so that they can use their new skills to 
say what needs to be said in a way that key audiences can best hear it and respond to it.  
Effervescent owns and operates Radiant Gallery – the only professional contemporary 
art gallery in the UK curated solely by groups of children and young people.  

At Effervescent, we place emphasis on creating new thinking strategies, 
behaviours, and neural pathways in our participants, so that the change is 
“hardwired” in, and remains long after the project has ended. The particular 
value of this way of working, is the lasting impact on wellbeing, education, 
aspiration and resilience for the children and young people involved.  

Effervescent works through unique methodologies that combine creative and 
artistic, design thinking, psychological, mentalism, and community development 
techniques.  We actively research new practice in these fields and we are 
becoming acknowledged as international leaders in this collaborative creative 
impact-led practice, sometimes referred to as “socially-engaged art”.  

Our methodology will often lead to film, social marketing campaigns, art 
gallery exhibitions, theatre performance, or visual/sound art works.  

Our aim is to create cultural events and products which stop people 
in their tracks, make them reconsider their own position, make them 
reconsider social policy, and provoke them to act differently.  

In doing this work, we help organisations to understand and respond to audience/
service user/market voice, and to design services and strategies with maximum 
engagement and reach – promoting more effective services, increased value 
for money, and harnessing public support for investment in services.

Structure and governance

Effervescent was initially formed in 2004 on a sole trader model, and was 
incorporated as a company limited by guarantee in 2012.  In 2015 we were 
registered as a charity. Throughout, our Creative Director has led the company 
and worked as a lead artist on almost every project, giving consistency to the 
brand and ensuring learning and proprietary technology develops consistently.  
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The company is supported by a board of five trustees, and the core staff team of four are 
all practising (or apprentice) artists/producers with a deep interest and commitment 
to working with children and young people, and qualifications in youth work, education, 
counselling, play therapy, brief therapy, risk management, and community development.

Scope and partnerships

Effervescent operates on a consultancy model; commissioners and 
partners from health, community, education and social care sectors 
approach us with “wicked problems” and ask us to collaborate with 
participant groups to design fresh and innovative solutions.

Recent partners have included Cornwall Partnership NHS Foundation Trust; 
Plymouth Museum; Barnardos; Plymouth City Council; Fonds Psychische Gezondheit 
(Nederlands); Plymouth University; Exeter University; Harbour Drug & Alcohol Recovery 
Service; College Road Primary School Plymouth; Peninsula Arts; Age Concern; 
City College Plymouth; Mean Feet Dance and the National Marine Aquarium.

Our strategic partners are Barnardo’s and Plymouth University: these are 
reflexive relationships in which we work together as equals to develop new 
practice, new models, and to develop the next generation of practitioners.  

Modes of practice

We’re a transdisciplinary arts laboratory – constantly evolving and 
refining new methodologies which help children and young people find 
ways to say the things that previously there was no way to say.  

Our core artistic team span a range of creative practices including fine art, public 
art, curating, theatre directing, installation, filmmaking, event design, subaquatic 
performance, and aerial acrobatics.  We work with a team of associate practitioners 
on a contract-to-contract basis, bringing them in for their devising and artform 
expertise. Around half of them have been with our associates for the last ten years.  

When we work with participants we will often have a very general idea of 
what we are heading for in terms of an artistic product, and the content 
is informed by an intense devising and development process with the 
group, which will often last between ten and twenty full days.

Most of our work happens over intense periods of concentrated 
energy.  This is mainly because it allows for a radical change in thinking 
patterns and behaviours in the participants, kick starting recovery 
processes and quickly establishing new behavioural norms.
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Radiant Gallery and ReffUGE 

Radiant is a studio, bistro, creative office space and contemporary art gallery based 
in the West End of Plymouth.  We took on the building in 2014 on a peppercorn rent, 
and with only £5000 and a lot of help from local children and young people, and some 
adults, transformed an abandoned Halifax Bank into a thriving creative community. 

In taking on the space we had two intentions:

1. To stabilize and push our creative devising practise with children and young 
people, using a safe and secure studio space to allow us safely to undertake 
work with increasingly vulnerable and delicate children and young people. 

2. To test a completely new idea in a dedicated gallery: socially-engaged curating.

What is socially-engaged curating?

Radiant is the only professional contemporary art gallery we have been able to identify 
in Europe that is curated full time by groups of vulnerable children and young people.  

For us, the descriptor “socially-engaged” is a distinct discipline 
that combines, but goes beyond, traditional engaged practices 
such as youth arts, arts for health or community arts.  

At Effervescent, “socially engaged” means a line of enquiry in which groups of young 
people collaborate with us as equals through design, arts and curatorial practices to 
articulate “truths” for the group and for society.  The purpose of this practice is manifold:

1. To create exhibitions and cultural products, which are authentic 
and meaningful to the group but also to the target audience for the 
work - bringing new audiences to galleries and cultural events

2. To support groups of children and young people who have lived through trauma, 
misfortune and structural disadvantage to heal from painful experience; to give 
voice to a collective experience which has hitherto been unsafe or unavailable 
to be articulated; to reduce the isolation and sense of self-blame which the 
children or young people feel about their experiences; to support the group to 
develop critical thinking processes and, therefore, new neural pathways which 
support them to cope better with - and react more sophisticatedly to - the 
world around them; ultimately for children and young people to go on to live 
healthier, happier, wealthier lives as a direct result of our work with them. 

3. To address ongoing social problems and challenges, public opinion, 
or status quo, with cultural product which is specifically designed 
to create behavioural or attitudinal change - whether at local 
community level, local government, or national policy level. 

We believe that this intention to create positive social change through 
high quality cultural product co-designed with people with lived 
experience is fundamental to a socially-engaged arts practice. 
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At Radiant we have curated 7 shows with children and young people aged 9 years old to 
25 years old.  People have presented with a range of experience including poverty, sexual 
assault, domestic violence, caring for parents who are unable to care for themselves or 
their children, mental ill-health, substance misuse, homelessness, and criminal activity.  

Shows have been nominated for local and national awards, been listed in arts journals 
as top-ranking in the UK, and have influenced local policy including in particular how 
children can be included in social care service design and how participation can be 
valued at commissioner level; our partner Barnardo’s has evolved its view on how 
cultural engagement and activity can be used as a means to achieve recovery and 
engagement, as opposed to an “activity” running alongside the main intervention. 

Methodology

The basis of our devising practice is a fundamental belief in the wisdom 
of crowds and the expertise that any group of people with a shared 
common experience have residing communally within them.  

As exemplified by the Johari window, every person has things that are known 
to self and unknown to self.  In the Johari model, there are things that are 
also known to others about that person.  In our model (we’re still working 
on this), this layer is replaced with a pair of squares which consider what is 
known is known and unknown to the group throughout the process:  

Work in progress after Johari Window, © Effervescent 2016

Social Dreaming Technology provides some of the technology to harness the 
“unknown known” boxes in the window model.  Social Dreaming is a group-
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based practice which supports free associative reaction to stimulus and, 
through a process of gathering the data which is offered, contributes to a 
“collage” of ideas, images and actions which effectively become the group’s 
“Unknown Known.”  This collage of ideas is literally an assemblage on the studio 
walls of days and days of dreams, stories, images, and reactions to stimuli, 
which create a proto-Rorschach test – an “inkblot” created by the group.  

The fundamental belief that people play out what they need to work through 
when given opportunities for expressive or symbolic play, lies at the heart 
of play therapy and we use that to inform our creative practice.  

The group then “read” their own inkblot, effectively diagnosing what has become 
manifest through embodiment-, projection- and role-play, creative exercises, and 
critically reading visual and filmic texts chosen by the young people and the artists. 

All this play, creating new works over and over again, curating meaningless objects to 
create meaning, and telling farfetched lies about found objects, is part of what we at 
Effervescent call a “techniqueless” methodology – a method of working which starts 
with the conceptual, rather than attempting to teach young people how to do things.  

We understand that a ballet dancer can only stand en pointe after years of training to 
be strong enough; that a photographer learns through thousands of hours of technical 
development how to take extraordinary images.  We know this because we’ve done it 
ourselves, and we don’t believe you can cheat it (except through occasional fluke).  

What can be fast, though, is new neural development.  As exemplified by 
Ramachandran, the brain can adapt and grow new neural pathways, learn new 
behaviours, and develop new responses to stimuli, in a short period of time.  We 
see this as being a core part of our practice: to lock in neurological changes 
in participants so that their ways of seeing, of responding, and in thinking 
critically to the world around them are adapted to healthy and helpful routines 
as opposed to the destabilizing and damaging learned or acquired behaviours 
which the participants presented with at the beginning of the programme.  

In order to reinforce this change, we use an anchoring technique to associate an object 
or “ritual” with the milieu of the space and the aims of the project.  In that way, the 
theory is that each time the participant sees that object or does the ritual again, he or 
she is reminded that they are valued, liked, cared for and have a good place in the world.  

And this is where our research on placebos has really helped us.  

In our culture, placebo can often be used as a pejorative term to 
suggest something of no material value, and in lay terms placebo 
suggests an intention to deceive a clinical patient.

Placebos have no pharmacological ingredient, and our cultural practices are not 
“therapy”, yet both can use techniques with delivery and presentation to the patient/
participant in order to uplift levels of success.  When the effect of placebos is 
thoroughly excavated, it transpires that the deception with which placebos are 
commonly associated is unnecessary, and that the power comes from a deeper 
cultural response most humans have to ritual, image, symbolism, and expectancy.  
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By looking at the role of the expert as being able to influence success 
rates of interventions by wearing a white coat (and trying to figure out 
the creative cultural equivalent for our sector); by giving a dramatic 
intervention instead of a recognisable and “mainstream” intervention; by 
creating powerful branding for the intervention, we are able continually to 
refine and uplift the success rates of our socially-engaged practice.  

This uplifting of likelihood of positive outcomes for participants is one of the 
most important focuses for us.  We care passionately about making the world 
happier, and placebo theory helps us to do that in a supercharged way by 
designing magical, resonant, culturally charged interventions that have no 
pharmacological/therapy element but nevertheless create pathways to recovery 
and wellness that had previously been unsought for in our participants.  

“This project has moved us to a new level. The Cold Truth encouraged us consider 
and evaluate the collaborative  advantage of a multi skilled partnership where 
young people were genuinely empowered to engage in the artistic process. 

The impact of the new delivery model was profound, creating both higher quality 
work and better therapeutic benefits for participants than we had imagined.

This project has profoundly changed our approach to service design for 
the future and uncovered a need to consider and evaluate the impact of 
the arts process in therapeutic recovery from type two trauma.” 
– Kerstin Neason, Regional Director, Barnardo’s, 2016.

How important is the art? 

You might be questioning how important the actual artistic content is.  It’s crucial. 

At Effervescent, because of our “techniqueless” methods, we focus on 
equipping young people with the sensitivity, background knowledge, 
resources, and their own aesthetic framework to make informed choices 
and reasoned preferences that lead to high quality cultural products.  

Our practice is about working with groups of young people to create good 
quality artistic content.  This is because creative practice gives people a way 
to say the things they had no way to say, and no forum in which to say it.  Art 
activates change (social, personal, political) by creating a third “object” which 
is neither me nor you, between the artists and the intended audiences: an 
aesthetic third which can radiate difficult content and absorb the audience’s 
response; it creates meaning and affords ambivalence which allows for each 
audience member to take their own personal experience away with them. 

Art is a liminal space: a place for transaction, change, or transformation. 
Good quality work affords its creators cultural validity and social validity; 
and, increasingly, the creative sector affords economic validity. 

Validity creates amplification and it underpins self-esteem, self-belief, 
a sense of self-determinism or what is known as an internalised locus 
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of wellbeing which allows participants to value themselves and not be 
manipulated into behaving as others (especially predators) might wish. 

It is vital that damaged, isolated and silenced young people create work which 
is ambitious, resonant, magical, unique and technically competent.  For society 
in general, it is hugely important who controls the production of art, and what 
that art does to speak of, for, and to its social context.  It’s crucial that voices 
which have been marginalised, silenced and devalued are given a chance 
to put forward ideas for general public consideration and response. 

Now: The Cold Truth

In 2014, Effervescent was charged by Plymouth City Council with an action-
research project to begin testing how we might reduce the number of cases of 
Child Sexual Exploitation (CSE) in Plymouth through a proactive early intervention 
service. Simultaneously the children’s charity Barnardo’s commissioned a 
piece of participation work with ex service users that would highlight CSE in 
local communities. There is no other service like this in the UK at present. 

“Sexual exploitation of children and young people under 18 involves exploitative 
situations, contexts and relationships where the young person (or third person/s) 
receive ‘something’ (e.g. food, accommodation, drugs, alcohol, cigarettes, 
affection, gifts, money) as a result of them performing and/or another or 
others performing on them, sexual activities.” – Metropolitan Police 2016

Effervescent’s practice right now is first step of a three-
stage process.  The three stages are:

1. Collaborative creative action-research with young people with 
lived experience of CSE, looking at key points or factors in their 
life that made them particularly vulnerable to being emotionally, 
physically, and intellectually vulnerable to exploitation. 

 
2.  Action-research with children displaying early indicators of vulnerability, 

exploring how to “wrap” the children with emotional, psychological and 
physical protective factors, reducing their vulnerability to CSE. 

3.  Taking these two preliminary stages, a longitudinal action research study 
to home the methodology with a statistically significant cohort.  

Effervescent worked with five young people who were referred to us by Barnardo’s BASE 
(Barnardo’s Against Sexual Exploitation) project in Plymouth.  Two Barnardo’s workers 
worked alongside two Effervescent practitioners throughout the entire process.  

The group were very carefully selected as young people who were in later stages of 
their recovery and relatively stable.  Young people were aged between 15 and 18 years.
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Not withstanding their relative stability, the group included 
young people who were experiencing:

• Suicidal thoughts, or attempted suicide in the last 12 months
• Self-harming behaviours
• Unstable care placements
• Bullying at school
• Early parenthood
• Flashbacks, nightmares, and anxiety attacks
• Inability or unwillingness to attend school/college
• Loneliness and social isolation
• Difficulties in communicating with, and forming positive 

relationships with, family members
• Poverty, and reliance on foodbanks
•  Complex relationships with food including hunger, bulimia, refusing to 

eat, loss of appetite, or poor levels of access to good quality food. 
• Using drugs or alcohol to cope

All of the young people involved had experienced severe and prolonged 
sexual abuse and sexual exploitation.  Three had experienced long stays in 
secure foster care or secure mental health units to keep them safe.  

Some had been through judicial processes to take their abusers to 
court.  For those who had, none of them had had a good experience, 
or one that fully recognised what they had endured.

Project Shape

We worked with a very small group of young people to give them the 
time and attentiveness they needed to be able to talk about a complex 
and difficult experience in a “held” and safe environment.  

After one-to-one interviews with each young person to ensure they were 
comfortable to take part and that they knew what to expect from the process, 
we worked with the group from 10am until 4pm each day for two weeks. 

This process allowed us to support the group to form and norm, to 
begin to research CSE both generally through published desk-based 
research, and through the lived experiences of the participants.  

During this intense period, we began training the young people as artists and 
curators.  We visited Plymouth Museum and Hauser&Wirth Gallery in Somerset 
to look at artefacts, contemporary art, and curatorial strategies.  We created 
micro-installations in the corridors, car parks, toilets and studios in Radiant.

Gradually over the ten-day period we honed in on key ideas and themes that 
the participants felt needed to be considered and communicated in order to 
begin a conversation about a prevention strategy for CSE in Plymouth.  
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At the end of the initial intense devising process the young people 
came up with two very strong conceptual ideas for a gallery installation 
to begin a conversation about services for sexually exploited, or 
vulnerable to CSE, children and young people in Plymouth.  

One of the ideas involved ceramics and bespoke machinery.  It was 
a very strong idea, but it was expensive to achieve – beyond the 
boundaries of the budget and the architecture of the building – so we 
have shelved that for now but we would eventually like to stage it.

The other idea involved a “mausoleum” of glass-cast and ice-
cast childrens shoes which slowly fall to pieces throughout each 
day in the gallery. This is the idea we took to fruition. 

The young people came up with the initial conceptual idea, and 
then worked with the Effervescent team to refine the ideas and to 
commission an ice sculptor, a musician, and a filmmaker.  

In addition to initial concept development, the young people:

•  Helped artist Amy Whittingham to cast and create 70 ice shoes and 30 glass shoes
•  Worked with musician Phil Innes to create the soundscape for 

the show, and wired in the silent disco headphones
•  Worked with film maker Hana Backland to devise and 

film an campaign for the gallery exhibition
•  Worked with Effervescent’s communications team on a 

magazine article, the show fliers, and gave interviews to Radio 
Devon, MADE in Plymouth, and BBC Spotlight news

•  Worked with Effervescent’s technician and curator on designing, 
assembling, painting and waterproofing 50 hardwood plinths

•  Co-wrote the text for the plinths with the Effervescent and Barnardos teams
•  Planned and delivered the opening night event, briefing the chefs on 

canapés and the bar team on virgin cocktail design, giving welcoming 
speeches, contributing to the artists’ Q&A session, and hosting VIPs.

The entire process involved around 40 days contact, 
over a period of July 2015 to February 2016.  

We chose shoes because they so easily represent children – 
they’re little and all very different - and we wanted you to put 
yourselves in the shoes of a child going through this alone.  

The glass shoes talk about fairytales, but fairytales which are in danger 
of having no happy ending. Cinderella is destroyed by Prince Charming: 
the shoes melt, fall, to pieces – you can’t put them back together. 

And we think this is really important for you to understand:  
these are the consequences of CSE.  
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You try to kid yourself you’re over it but you can’t just will yourself back together again. 

We made this show over six months of dressing up, training as artists, going to galleries, 
dancing around, making installations in toilets and corridors, visiting museums, 
eating cake and drinking tea.  I felt very isolated before we made this show.  Now I 
feel I can be more open about what I’ve gone through.  I’ve made a new best friend.  

What I have been through, it goes through my head all the time.  When you 
make a friend like this, someone who has been through something similar, it 
gives you comfort because you feel really understood. – S, Young Curator. 

Impact on Participants

All of the young people who started the programme completed it.  Attendance 
was 93%, which was 4 – 5 times what would be average attendance 
at school or an activity for these very vulnerable young people. 

The process increased the “protective factors” of the young people by a mean 
average of 46%.  In particular, young people were significantly more able to make 
decisions and voice their opinions or feelings; felt that they were spending their time 
positively, meaningfully, and safely; were increasingly able to smile, play, laugh and 
have fun; and were able to talk about the trauma they had experienced in a positive 
way that gave them some relief from emotional and mental pain. Young people were 
significantly more able to make decisions and voice their opinions or feelings

The process also reduced the “harmful factors” that the participants had routinely 
engaged in by a mean average of 22%.  In particular, the participants noted that had 
halved their engagement in exploitative or harmful sexual behaviour, and that they 
reduced their reliance on drugs and/or alcohol as a coping mechanism by 21%.   

An unexpected outcome of the phase 1 process was that Effervescent was able 
to hire one of the young people as a creative apprentice.  When this happened, 
it became clear that the other participants would have welcomed a similar 
opportunity, and that the experience of a steady income and the positive 
influence of skilled knowledgeable colleagues, has had a significant further 
positive impact on the emotional and physical wellbeing of the young person.  
 

“Profoundly moving beyond description.  My granddaughter has lived 
experience of CSE.  It broke all of our hearts.  This project has been so healing 
for her.  Thank you.” – Louise, 53 years.  Young Curator’s Grandmother.  

“For me, those weeks we were here: they were like therapy for me.  I went home being 
quite different.  I carried on at home feeling a lot more confident.  I stand up for myself.  

I used to sit there not saying anything to anyone and now I come in the room 
and I’m all (gestures jazz hands!).  It has taught me a lot about myself. It wasn’t 
even about me but I learned a lot through those exercises and I liked it at the 
end, when it all started coming together and I realised that the stuff we’ve 
done – it’s not just pointless crap – it’s actually getting you somewhere else, 
somewhere amazing.  It turns out to be a piece of art.” – Young Curator, 16.
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Impact on Service Design

This action-research highlighted that young people believe that the key factors 
for success in a preventative early intervention service would be: a service 
which is positive to be involved with and puts the child at the centre without 
making them a “problem”; a service which helps children to stay in and do well 
at school; a service which helps children to create friendship bonds with other 
children who aren’t troubled; a service which gives children coping mechanisms 
to deal with their troubles; a service that gives children experiences that put 
them in advantageous positions to do well at school, believe they are loved 
and liked for who they are, and imagine a happy future for themselves. 

Effervescent is currently working with health and social care commissioners 
on how children might more systematically inform service design through 
creative R&D as opposed to short, opinion-focused consultation. 

Impact on Professionals and the Public

Just three months after the phase 1 programme’s end, the impact on the 
wider community has been significant, with changes at policy level locally; 
significant public engagement with a conversation about how to protect 
children and young people from CSE; and interest from regional and 
national galleries in touring the young curators’ show, The Cold Truth.

In June 2016, the project was announced as a finalist in the 
National Lottery Awards’ Arts Project of the Year. 

“I can’t remember the last time art moved me as much as The 
Cold Truth Show.  Powerful, heartbreaking and real.” – Phil Gibby, 
Regional Director, Arts Council England South West. 

“Inspirational exhibition- it really opens the thought process of how a 
safe society can hold such harmful threats.”- Jake, audience.

“Amazing. Everybody should experience this - an instant cure for 
ignorance and lack of empathy. Well done.”- Joe, audience.

Next: HOLD

Taking the service design brief we have developed with our group, we want to do 
two things next.  One is to attempt to replicate and develop the first programme so 
that we can refine the methodology and begin to look more closely at what aspects 
of the delivery can be sharpened to get better outcomes for the participants.  

The other is to begin using a Theory of Change model to postulate ways 
to intervene with highly vulnerable children before they are exploited.  
There are a number of reasons why this is important to us, and why 
we believe an arts organisations can do this so effectively:
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It’s important to us because of the profound damage that is done to children’s 
minds, bodies, and future relationships when they are exploited for sex.  The 
trauma is linked to PTSD which, coupled with their age, means that the trauma is 
biologically wired in to their growing brains, causing years of distress.  In addition 
to the cost to the child of the trauma, there is the associate cost to society of 
attempting to rescue the child from sexual exploitation and the damage it does.  

We know that, as our outward facing brand at Effervescent is arts-oriented, 
children, young people and families can use engaging with us as “cover” to 
avoid being seen to be engaging with social care agencies.  We therefore 
afford people some dignity and a chance to talk about working with us without 
revealing more than they wish of themselves and their circumstances. 

Ultimately, this work sits in a core aim for our charity around using 
creativity to make the world happier, and social care services kinder and 
better value for money.  We believe the visibility of our work also makes the 
public more likely to value social care, and kindly-designed services.  
  

What we have achieved at Radiant through our ReffUGE socially-engaged curating 
programme is important to us, and our work going forward includes a strand of 
continuing to explore, develop, and refine this work with a real and genuine interest 
in disseminating methodologies so that other artists, cultural organisations, 
and in particular galleries and museums can take advantage of the learning.  

If you’re interested in training or learning with us, get in touch.  

www.eff.org.uk
www.radiantspace.org.uk

Photo credits: Dom Moore

Afterward 
Effervescent Case Study
Eloise Malone, Director, Effervescent 

http://www.eff.org.uk
http://www.radiantspace.org.uk
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Bursary Holder Response
Reflections on Social Making Symposium
Rachel Dobbs

Social Making was organised by Plymouth-based social makers Take A Part - 
focussing on the methodologies employed by a range of socially engaged practitioners 
operating in the UK (and further afield) and the human scale impacts of chosen case 
studies. The organisation’s careful, embedded and grounded approach was echoed 
in their selection of contributors, who ranged from social science academics, local 
community organisers and embedded practitioners / researchers, to internationally 
renowned public art producers, Turner Prize winners and the Director of Public 
Health at Plymouth City Council. Each speaker and project referenced was dealt 
with in the spirit of Jacques Rancière’s “equality of intelligences”, an approach that 
does not assume that the role of ‘experts’ is to ‘fix’ problems within communities 
or to simply disseminate/broadcast their findings. Rather, the event operated 
on the basis that the gathered audience (and the communities involved in the 
highlighted projects) were not reliant on arts professionals, local authorities, 
funders or organisations to provide answers, but instead that newly instigated 
conversations initiated at the event would lead to collective learning through 
shared insights from which new knowledge and understanding is constructed

From Kelechi Nnoaham’s opening address (Director of Public Health, Plymouth), 
the event re-focussed attention away from capital projects, bricks-and-mortar 
development and gentrification, resiting the economic rhetoric, discourse, hegemony 
and justification that the arts in the UK has (often uncomfortably) adopted to take a 
place (and find a much-needed voice) in contemporary debate. Nnoaham expressed 
a desire, and identified a clear need for working together and working holistically, 
towards the aim of achieving real citizen control and empowerment. His identification 
of the building and redistribution of strong social capital as key to tackling the 
wider determinants of health and well-being, was echoed by many of the speakers. 
To paraphrase the words of speaker Michael Bridgewater (community organiser in 
Efford), we can reach this point not by having things done to us or for us, but BY us.

This focus on the social permeated the whole event - relating directly 
to communal, collective and people-focussed approaches,

alongside the recognition of the importance of social contact, involvement 
and the being-alongside-and-there-for-others-ness of community 
in combatting isolation, disenfranchisement and alienation.

and in developing and delivering improved civic infrastructure. Leaving the 
symposium after two intense days, I felt not only enthused and excited but as though 
I’d gathered a series of practical and philosophical starting points for action and 
application in my practice as artist, educator, mentor and community organiser.

I’m going to use this post / series of posts as an opportunity to clarify 
and formalise some of the points raised during the presentations and 
discussion, and propose a number of actions deriving from these.

Building in succession (as a requirement)

One of the strongest insights for me from the Social Making event is the need to 
build succession into socially engaged and community development projects - 
ensuring that initial projects are followed by others with minimal interuption and 
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that skills are built within the community to allow this to happen without / with 
less future intervention. If projects are interested in genuine engagement and 
empowerment, this process should be a requirement that informs all other activity.

Darren O’Donnell from Mammalian Diving Reflex spoke most explicitly on the topic, 
detailing the company’s methodology for embedding succession in every project 
they begin. This methodology is outlined in their “Methods For Mammals” document, 
available online at: http://www.mammalian.ca/pdf/Methods4Mammals.pdf. The 
principles of the approach start by asking the question “What if these guys [the 
young people MDR work with] took over the company / the project?”. Then MDR 
take this position seriously, identifying the need for training to support and actively 
facilitate the development of the young people they work with, to help them thrive 
within the context of designing, managing and delivering their arts projects.

MDR’s focus on developing skills for running and sustaining 
socially engaged projects revolve around four main points:
• Collegiality - working with young people as colleagues, establishing 

a situation of equality and mutual affect and giving youth projects 
main stage (rather than treating these as a sideline)

• Social Capital - building and distributing social capital by actively 
involving the people they work with in their professional networks, 
facilitating new contacts and socialising together

• Friendship - establishing genuine friendships with the young people, 
sharing each other’s lives and looking out for each other

• Performativity - creating situations where equity and generosity are 
the norm and embracing the performative qualities of this, not just to 
have the young people ‘on stage’ but also to have them generating the 
‘stage’ and setting the agenda in performative and creative ways

This consideration of how a community formed around a project is 
empowered through their own activity and supported to take over the project 
themselves, seems both quite simple and quite revolutionary. Working 
towards autonomy and embedding this throughout should be a key concern 
(and evaluation point) for those designing socially engaged projects.

Both Sam Jones (Homebaked) and Kim Wide (Take A Part) referenced and discussed 
the ‘handover anxieties’ caused by the lack of a clear succession plan being 
factored into projects. This type of succession planning requires a (sometimes 
drastic) change of orientation, shifting focus and responsibility onto the people 
involved in socially engaged projects. As an artist or producer working with (and 
in) a community, the goal is to get those you work with tooled up to take over your 
job, and this could (and should) happen as an integral part of the project.

O’Donnell (MDR) went on to discuss the process of ‘building-out’ and ‘peeling off’ the 
layers of attachment to a particular school, group or infrastructure that allowed initial 
access to young people. To apply a gardening metaphor, the project needs to outgrow its 
pot rather than become pot-bound and stifled by its initial support structure. Identifying 
and addressing this necessity early in the process can lead to a greater chance of the 
project sustaining itself once the artists involved have gone. MDR also recognise the 
potential of their succession strategies to ensure more diversity in the arts at large (to 

Bursary Holder Response
Reflections on Social Making Symposium
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make it less white and less middle class) and as a way to address what O’Donnell called 
“the deficit of ambient cultural knowledge in young people of colour’s lives”. They work 
to support a diverse engagement while acknowledging the societal factors that work 
against this (see: a practical exercize related to Thomas Schelling’s agent-based model 
of segregation here - nifty.stanford.edu/2014/mccown-schelling-model-segregation).

Action Points:
• What are the skills, social capital, experience and/or expertise 

needed for the people involved to take over the running and on-
going management of the project we are designing?

• What are the development needs of the people we are working 
with? Who could best deliver and facilitate these things?

• What are the environments and situations that we need to set 
up for this kind of learning to occur? How can the identified 
development needs be creatively embedded into our project?

• What principles need to be embedded into our project 
to ensure and facilitate succession?

• How can we ensure that our project doesn’t become ‘pot-
bound’ or stifled by its initial support structures?

• How can we embed these principles in everything we do 
and what changes in approach are necessary?

Re-defining the currency of success

A range of speakers at Social Making identified the pressing need for socially engaged 
practitioners to redefine the currency of success in projects that have complex, fuzzy 
and not readily readable or easily measured outcomes. This was also discussed with 
reference to the need to uncouple the link between evaluative research and advocacy 
or the need to demonstrate success to funders. This link often leads to conservative 
results and an evaluation process that does little with the information gathered.

Lynn Froggett and Claire Dotherty discussed their recently developed ‘Visual Matrix’ 
methodology (full text research paper available online at: www.qualitative-research.
net/index.php/fqs/article/viewFile/2308/3850) which is concerned with identifying 
the value and the evaluation of public engagement with visual art. Their intention is 
to measure value beyond easy spectacle or simple economic arguments, focussing 
on richer arts-based evaluative experiences (as opposed to initial cognitive or 
verbal responses, or collecting basic quantitative or qualitative data). The process 
began with Froggett & Doherty asking “Can we detect the traces left behind in the 
social imagination a year after the event?” and brings into focus more longitudinal 
and deeper impacts of different forms of public art commissions and projects.

They suggest that “happiness and prosperity might actually be achieved or 
happen through unsettling art projects” and not be measured in terms of 
happiness on a scale of 1-10. As Froggett said, “the reflective and engaged 
citizen is not necessarily a happy one”, and this  highlights the importance 
of an audience’s engagement with the artist’s activity, project or artwork in 
raising a particular quality of attention and unsettling the status quo.
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Across the two days of the symposium, in different presentations, a number of 
points were raised that relate directly to this particular type of ‘unsettling’:
• Artists and their projects allow us to see things as though they might be different
• Artists and their projects can present potential (temporary) visions of the future as 

a way to begin a discussion and conversation within a community or social milieu
• Artists and communities can demonstrate (by example, through 

use and doing) the potential viability of a space (with reference 
to Assemble & Homebaked’s projects in Liverpool)

• Arts projects that promote dialogue and conversation can help participants 
and others to find a new language for (and allow people to communicate 
more fluently about) complex experiences, insights and realisations

Throughout Social Making there was a reiteration of artists’ need to resist 
becoming instrumentalized in order for these qualities of creative unsettling, 
re-imagining, demonstration and facilitation to be maintained.

In relation to redefining success, we (as artists and producers) need to think 
about and develop ways to seek out, focus on, measure or capture information 
that more deeply represents ‘how’ people have engaged with arts projects and 
assess their impacts accordingly. Froggett and Dotherty’s Visual Matrix offers 
a more applicable methodology for soliciting complex feedback from audience 
members and participants but appears to be relatively time intensive and benefits 
from taking place retrospectively. Perhaps there are further ways to embed 
these processes within the fabric of projects themselves, or applications of the 
methodologies into situations of developing fluency in community settings?

Action Points:
• What does this project aim to unsettle?
• In what ways will it / could it do this?
• How does this project allow us to see things as though they might be different?
• How does this project demonstrate the viability of something 

that is overlooked, underused or undervalued?
• How do the experiences generated through this project 

promote dialogue and conversation?
• What does this project do to allow people to communicate more 

fluently about complex experiences, insights and realisations?
• What tools or methods could we use to detect the traces left behind in the social 

imagination a month / six months / a year / five years / ten years after the event?
• What qualities of engagement are we looking for? How could 

we successfully measure and evidence these?

Achieving Empowerment

If I was to sum up the overarching sentiment of Social Making, it would be a 
complex set of concerns around empowerment. This shifts the conversation from 
projects that involve some form of light or basic social engagement or participation 
towards projects that are co-created, co-commissioned and co-owned by a range 
of stakeholders - including organisations, the communities created around an arts 
project, and artists or other specialists involved in the project at different stages.

Bursary Holder Response
Reflections on Social Making Symposium
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Using patients’ rights activist Judi Chamberlin’s co-developed working definition of 
empowerment (1997) as a starting point (see: web.archive.org/web/20121022235545/ 
www.bu.edu/cpr/resources/articles/1997/chamberlin1997.pdf), I would like to 
present an edited version here to help highlight the complex and multidimensional 
nature of empowerment. As Chamberlin notes, empowerment is best discussed 
and described ‘a process rather than an event’ and that individuals don’t need 
to display every quality on this list to be considered as ‘empowered’.

• Having decision-making power.
• Having access to information and resources.
• Having a range of options from which to make choices (not just yes/no, either/or).
• Assertiveness. Being able to clearly state one’s wishes and to stand up for oneself.
• Effecting change in one’s life and one’s community.
• A feeling that the individual can make a difference. Being hopeful.
• Not feeling alone; feeling part of a group.
• Changing others’ perceptions of one’s competency and capacity to act.
• Increasing one’s positive self-image and overcoming stigma.
• Growth and change that is never ending and self-initiated.
• Learning skills (e.g. communication) that the individual defines as important.
• Learning about and expressing anger and dissatisfaction in 

productive ways. Recognising the limits of this activity.
• Learning to think critically. Unlearning the conditioning 

of one’s context. Seeing things differently; e.g.:
•  Learning to redefine who we are (speaking in our own voice).
•  Learning to redefine what we can do.
•  Learning to redefine our relationships to institutionalised power.

These qualities demonstrate that empowerment is built on a series of feelings and 
experiential senses that are precursors to action. For people who find themselves in 
marginalised positions, these qualities represent vital achievements in the process 
of obtaining basic opportunities. These qualities can be achieved by people or 
communities in self-directed ways, or through the involvement of non-marginalised 
others who share their existing access to these opportunities - eg an experienced 
project manager sharing the knowledge, expertise and professional or social 
contacts needed to organise an event, fundraise or build strategic partnerships.

Questions around how to articulate strategies that don’t entrench social exclusion 
are vital to the discussion of genuine empowerment, and were raised by a 
number of speakers. At times, non-marginalised groups can be unaware of the 
disempowering effects of the language used and approaches developed in the 
pursuit of empowerment. For example, if empowerment is viewed or defined as ‘the 
giving over of power’ to a group or community, this carries with it an assumption 
that this power did not already reside within the community. However, Kelechi 
Nnoham expressed a useful reminder that social capital must be harnessed - 
its use, transfer and application does not happen on its own or ‘naturally’.

Speakers offered a range of potential approaches:

— Re-phrasing our thinking around the word ‘community’ - artists and organisations 
who are working in embedded ways (within a particular geographical area) need to 
realise that the community they are working in / with is not simply ‘a community’ or 
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‘the community’ but instead a complex community of communities. This could also 
be related to Situations’ New Rules Of Public Art Rule #4: DON’T MAKE IT FOR A 
COMMUNITY. CREATE A COMMUNITY. (see: https://publicartnow.com/2013/12/12/
the-new-rules-of-public-art/). Take care not to create or generate group names that 
assume a ‘them’ mentality, or assume that a certain identified group has a homogenous 
nature. Embrace collegiality (see “Methods For Mammals” referenced above) and get to 
know people who want to be involved in the project as individuals. 

— Re-phrasing knowledge transfer as knowledge mobilisation - those in non-
marginalised positions can support and attempt to accelerate the process of 
empowerment through increasing availability and accessibility of information and 
resources; the development of (and increased access to) bespoke community training 
or other events that relate to the realisation of the empowerment qualities listed above; 
and support the production of ‘toolkits’ around skills that marginalised individuals or 
groups identify as important. Researchers could address their part in the availability of 
research and its dissemination - published reports / journal articles may be available to 
all but less accessible to those who need them / would benefit from them most. Artists 
can work to develop creative methods for knowledge mobilisation and encourage 
moments of self-actualisation for individuals. 

— Artists as observers or those framing moments and activities that are already 
occurring Darren O’Donnell (Mammalian Diving Reflex) discussed the role of artists as 
observers or those framing moments and activities that were already occurring - not 
censoring activity, but instead re-framing it for another audience. This was also echoed 
in Assemble’s approach to working in Croydon (in terms of events) & Liverpool (in terms 
of raw materials). The point was raised that re-development projects often fail to value 
what residents value in an area. Artists could work in ways that draw out, make visible 
and celebrate these qualities - being resourceful with the ‘material’ they find, offering 
an outside eye on the possibilities of a place, working with what is there already. 

— Self-realisation occurs through taking part in projects and ‘doing’ it -  Michael 
Bridgewater (Efford community organiser) stated “We discovered who we were, what 
we needed and what we were capable of”. Socially engaged projects can contribute 
towards providing a sense of purpose, and setting up sustainable community activity 
- steps need to be taken throughout the project to avoid ‘learned helplessness’ and 
ensure genuine succession, skills development and sharing / transfer of social capital. 

— Branding (or re-branding) as a form of ownership - Rory Shand (Manchester Met) and 
Sam Jones (Homebaked) both referenced the potential for projects and communities to 
involve themselves in generating the branding messages around an area. This strategy 
touches on a high number of the qualities of empowerment listed above - including 
around positive self-image, changing the perception of others, feeling part of a group, 
having decision-making power and redefining our relationships to institutionalised 
power. These messages also have the potential to seep out of arts projects and infiltrate 
a wider public consciousness. For examples see:  #MoreThanAPie [twitter.com/
HomebakedA/status/730732808730247172] #RiseUpAnfield [www.redandwhitekop.
com/forum/index.php?topic=300609.0] #SomethingWonderfulWillHappen [twitter.
com/FTLFCCommercial/status/577414300815519745] #MoveToPlymouth 
[we-are-low-profile.com/~wearelow/would-you-like-this-badge/]
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— Drawing on specialist methodologies from outside the arts - Throughout the 
event, speakers referenced a range of specialist methodologies that had been 
employed as part of projects they had designed, whether these were methods 
from social science applied to arts evaluation (Situations), nudge strategies 
from neuromarketing for ‘unblocking behaviours’ (Effervescent), a background in 
social and cultural planning (Mammalian Diving Reflex) or using a background 
in architecture / design (Assemble) to think about ways of repurposing space, 
or understanding the potential to reclaim spaces through use or domestication. 
Take A Part’s own projects often feature this type of cross-disciplinary approach - 
working with artists like Anne Marie Culhane (permaculture and ecology) or Sophie 
Hope (trade union movement strategies and labour politics). Socially engaged arts 
projects could also double up as sites for individual and community learning from 
a broad range of specialist methodologies applied in new and creative ways.

— Developing economies that everyone can benefit from - Again, in relation to 
redevelopment and urban planning, it was clear from many of the case studies 
presented that this important aspect is often overlooked. The most striking example 
of this was Homebaked’s story of how economic decisions in Anfield had left a 
neighbourhood stuck in regeneration limbo, after two generations of residents 
were actively disadvantaged by the prioritisation of local political and economic 
agendas. At present, the benefits to developers are often prioritised over (and at 
the expense of) those who become disenfranchised in areas under development. In 
parallel to this, the enterprises involved in new developments often leach profits out 
of the area (or in the case of a number of UK supermarkets and retailers, offshore). 
To counter this, urban planners, communities, artists and organisations can work 
creatively to find ways to support socially engaged practice, by generating projects 
that provide in their own right, and presenting and maintaining a good (commercial) 
offer to sustain creative community activity (as discussed by speakers from 
Assemble, Homebaked and venue hosts Radiant / Effervescent). This move towards 
social enterprise is echoed by a growing number of organisations in Plymouth 
(which was named a Social Enterprise City in 2013) that operate on this model.

Action Points:
• How does this project talk about its participants?
• How can we instil collegiality through the way we talk and write about the project?
• How does this project leverage social capital and mobilise knowledge?
• How does it generate / redistribute social, bonding, bridging and linking capital?
• How does this project encourage and develop the skills for self-sufficiency?
• How can we involve ourselves in generating the branding 

messages that space the perception of our ‘place’?
• What do we want to celebrate? What do we want to re-name and why?
• How can we resist censoring and instead re-frame 

interesting qualities for new audiences?
• What specialist methodologies from outside of the 

arts can we employ creatively here?
• How can we eliminate the future need to ‘ask for permission’ or ‘ask for money’?
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Bursary Holder Response 
Feeling Unsettled by Social Making
Carolyn Black

The Social Making symposium was devised by Take a Part in partnership with 
Plymouth University and hosted by Radiant Space. The two days were packed 
with speakers, videos submitted by others, discussion and debate. Live streaming 
enabled comments to come in from Twitter – it was as inclusive as it could be.

There were some overarching themes that evolved as the symposium rolled out relating 
to unsettling, succession and messiness. The range of speakers was comprehensive, 
offering glimpses of the many ways that socially engaged practices are now being 
delivered internationally. The very nature of successful socially engaged practice 
is that it becomes deeply, and permanently, embedded in people and places.

Dr. Sarah Bennet (Interim Head of School at Plymouth University) referred to 
‘upstart orgs’ as opposed to startups. That set the tone, flagging up the need 
for socially engaged practice to challenge existing new-business models, not 
everything is about economy. It seemed there was a tension between the notion 
of unsettling and that of providing sanctuary. How might one create a safe place 
for people who may have arrived in a very unsettled condition themselves? 

Dr. Kelechi Nnoaham, Director of Public Health, shared his story of how he grew 
up listening to hip-hop and rap music, and on entering Cambridge University 
he had to learn about classical music. That was evidently very unsettling 
for him and very likely for the fellow students that heard his favourite music 
for the first time. He referred to this as being ‘a tough war’ which informed 
his passion for community empowerment and drive for inclusivity.

There was a lot of talk about movement, mobility and migration. Kelechi spoke 
of Arnstein’s ladder – different to the rhetoric about aspirational ‘climbing the 
ladder’ for economic gain – this one rising from manipulation at the bottom to 
citizen control at the top. Social capital is an instrument we need to harness. 
Storytelling is all, but we need to consider whose story holds the power of 
the narratives - the marketeers, the politicians or the participants?  

Eloise Malone, the CEO of Effervescent, spoke of the uncertainty we have when 
working with sensitive social groups and how we are all too familiar with the 
‘theatre of medicine’, whereby inert stimuli can create physiological dis-ease 
as opposed to placebo. Using glitter, emotional anchors and association in 
place of pills, Effervescent’s work results in a ‘manifestation of experience’.

Can we employ cultural placebo as a useful tool with which to escort people 
away from past trauma to a more fulfilling place? The technique takes years to 
develop and embed, to literally stimulate the growth of new neural networks and 
pathways. By social dreaming the participants ‘grow armour’ to keep them safe.

Time came up again and again as an issue. Kim Wide of Take a Part told of the 
long slow embedding process that began in Efford in 2009 and has developed 
into an effective process of partnership working and planning succession. Eloise 
explained that their projects have been developed over 4/5 years in partnership 
with Banardo’s, and evolved from a conversation that began 7 years ago. On 
reflection, there are few funders who take that acorn-to-oak-tree approach 
to supporting projects. We need people to invest trust as well as money.



53

Succession was a big subject at the symposium – how can socially engaged 
practice withdraw from communities and leave a sustainable legacy that can 
continue what the artist-as-catalyst began? Michael Bridgewater, engineer and 
Take a Part Board member, used the term “community interferer”. It’s a good 
description, unsettling and agitating must have the capacity to constructively 
re-settle after the event, it’s not just about providing economic validation. 

Arnstein’s ladder illustrates a successful process of letting go, otherwise 
how long will it be until we revert to where we were before? Samantha Jones 
from Homebaked described how the original bakery was now expanding 
into numerous associated projects that possess the potential to create 
jobs and have a genuine impact on communities. Time is imperative 
for this to come to fruition, before succession can be achieved. 

There were numerous crunchy little phrases, like “are public artworks empty 
symbols of civic pride”; “it’s peoples work, humble and messy” and “are indicators 
passive data, or the legacy of a sense of direction?” to mention a few.

The last speaker was James Binning from Turner Prize winning Assemble, an excellent 
end to presentations. No wonder there was a real sense of these being exciting 
times for culture in Plymouth, from the speakers and from the conversations in the 
gaps between. Whilst the audience were seated in the main hall, there were plenty 
of networking opportunities supported by excellent hospitality by RumpusCosy. 
Take A Part should have invited an estate agent to set up a stall – so many people 
were saying they want to live there. I don’t blame them, it’s a buzzing place to be.

www.flowprojects.org.uk
carolyn@flowprojects.org.uk
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Bursary Holder Response 
Social Making Symposium Afterward
Karen Abadie

To get to the conference room we walked through Radiant Gallery at every break.  
Picking our way between up to 50 plinths with slowly melting ice shoes of young 
people who have been targets of sexual exploitation, by the end of the day all that 
remains are pools of water.  Each day these shoes are replaced with another ice pair, 
a poignant suggestion that when one child is ‘spent’, there are others to replace them.   
It was a sombre reminder of the compelling need for socially engaged practice. 

Social Making was for me, as a PhD researcher into socially engaged practice 
and an active practitioner, an inspiring two days, where all the issues that 
perplex, frustrate and confound me on a regular basis were raised in one room 
by both speakers and audience, issues of funding, evaluation, the privileging of 
the process or the outcome amongst others.  These issues were raised against a 
backdrop of diverse creative responses to pressing needs in the community.  

It is clear that each project presented had come about because 
someone in the community had the foresight and vision to 
appreciate and value the artist’s role in social engagement. 

The dynamic tension between social process and dialogue and the production of a 
high quality artefact was a key theme that emerged.  From the impeccably produced 
and presented “The Cold Truth” in the Radiant Gallery by Effervescent to Assembly’s 
quirky yet beautifully designed and community-engaged structures and Homebaked’s 
model of creating infrastructures community members can control with their strategy 
of “build your own high street”.  Across the two days, all the projects presented 
could demonstrate a commitment to high quality dialogue, where strong social and 
community engagement is the foundation of a successful project, yet the criteria for 
a high quality artefact as one of the outcomes was not always clear.  A high quality 
artefact such as a poignant gallery exhibition or a beautifully designed community 
space or perhaps a bakery with a regular training programme and wider community 
events or perhaps a funky haircut executed by a child.  Again, not to labour the point, 
but we might ask where does the artwork lie? In the product or the relationship….. or 
perhaps the mistake I am making here is to presume it only lies in one or the other, 
surely it is in both.  In order to be a great project, both are needed to be high quality.

This leads me to evaluation.  It was with gratitude and relief that I listened to Claire 
Doherty and Lynne Froggett presenting their model of evaluation.  They developed 
this model in response to the difficulty in asserting forms of evaluation that serve 
needs of practice rather than funders, recognising the need to understand more 
fully what they described as “the centrality of experience” and find ways to measure 
the effects of what the artwork leaves behind in the social imagination.  With 
this model, we might have a better chance at arguing why our work adds value to 
communities and therefore have more of a chance of sustaining this way of working.

As Sarah Bennett said in her summing up, we now must engage with the question of 
how to project the value of such projects beyond those of us who are already committed, 
and how to pass on the skills and methods to emerging artists remains a key issue 
going forward.  It was great to see so many from Plymouth University and Plymouth 
College of Art where perhaps this process of supporting emerging artists can begin.

All in all I felt excited and inspired to be part of an important community of 
artists and social makers grappling with these important and ever present 
issues in the evolving and dynamic creative landscape of Plymouth.


