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STAND aims to provide opportunities for those who make 
their livelihoods within the dance and theatre sector 
to continue to practise their craft and earn an income. 
The idea is to serve all within the various linked dance 
and theatre ecosystems, such as education, creation, 
production, distribution, consumption, and archiving. 
This includes creative practitioners (actors, dancers, 
directors, writers, choreographers, designers, etc.), as well 
as administrators, educators, technical crew, publicists, 
archivists, researchers, and the like. It was launched on 
1 September 2020 in response to the appalling toll that 
Covid-19 took on the creative sector.

STAND is driven by a Steering Committee, comprising 
Gregory Maqoma (Chairperson), Yvette Hardie (Deputy 
Chairperson), Musa Hlatshwayo, Saartjie Botha, Ismail 
Mahomed, Mike van Graan, Jean Meiring, Lakin Morgan-
Baaitjies, Mxolisi Masilela and Lesego van Niekerk. Tammy 
Ballantyne is the Coordinator for STAND and Uvile Ximba, 
the Social Media Officer. Unathi Malunga, Ricardo Peach, 
Debbie Turner, Sbonakaliso Ndaba and Nasiphi Mkiva all 
contributed in the early stages of STAND.

Some of STAND’s projects have included choreographic 
mentorships, writing and acting opportunities, developing 
a vision for dance and theatre for advocacy purposes, 
providing opportunities for upskilling, financial and mental 
wellness projects, nurturing female stand-up comics and 
supporting leadership training, peer-to-peer learning and 
mentorship of a younger generation of leadership.

STAND hosted the Take-a-STAND Dialogues in 
partnership with Toyota US Woordfees. It has held webinars 
on a range of issues including the debacles over NAC 
funding, and the role of arts festivals, and has focused 
on such areas as leadership, governance, cultural policy, 
critical thinking, and fundraising. It hosted the STAND 
Together Summit in September 2021 which brought 
together role players from across the country to discuss 
the way forward in terms of theatre and dance. It has given 
birth to three representative bodies, the Theatre and Dance 

Alliance (TADA), the South African Dance Alliance (SADA) 
and the Community Arts Centres Network of the Western 
Cape. It helped to launch the South African Charter for 
the Rights of Artists (view the charter here), and it has 
contributed to the Breathing New Vision into Theatre and 
Dance: A National Theatre and Dance Policy.

Click here to view the Breathing New Vision  
into Theatre and Dance: A National Theatre  

and Dance Policy 

STAND’s initial funds came from individual patrons, Board 
members and supporters within the sector who pledged 
R10 000; this has been supplemented by funding from 
entities such as Business and Arts South Africa (BASA), 
as well as funding from international agencies such as 
the Royal Netherlands Embassy. In addition, subscribers 
pledge small amounts on an ongoing basis to support 
STAND’s sustainability. 

STAND has been contracted by the Department of Sport, 
Arts and Culture (DSAC) to implement the Western Cape 
Community Arts Centre Strategy 2021-2025, as developed 
with and agreed to by the Western Cape Department of 
Cultural Affairs and Sport (DCAS).

The four-year plan for the community centres in  
the province includes the following elements:
»  Infrastructure
»  Capacity building
»  Festivals
»  Events and tours
»  Advocacy and networking
»  Information sharing
»  Beautification of community areas
»  Socially engaged plays to tour the province 
»  Community-based cultural entrepreneurs 
»  Support for community arts projects. 

About STAND 
Foundation
The Sustaining Theatre and Dance (STAND) Foundation is an independent, 
non-profit and public benefit entity, created by individuals within the sector to 
nurture, promote and celebrate contemporary South African dance and theatre.

https://www.standfoundation.org.za/wp-content/uploads/2021/07/CHARTER-OF-RIGHTS-FOR-SOUTH-AFRICAN-ARTISTS.pdf
https://www.gov.za/sites/default/files/gcis_document/202207/draft-theatre-and-dance-policy-written-submissions.pdf
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These toolkits form part of the capacity-building and 
information-sharing elements of this plan. The toolkits 
have been developed with the input and expertise of the 
community arts centres and organisations themselves, 
as well as with engagement from a range of long-
standing experts within the field. They will also serve 
as supplementary course materials for the University of 
Stellenbosch Business School, which is running a course in 
leadership for community arts centre managers, on behalf 
of STAND.

Note: The toolkits are housed online, on 
the STAND Foundation’s website (www.

standfoundation.org.za) and on the website of ASSITEJ 
South Africa’s Theatre4Youth programme which provides 
resources for artists (www.theatre4youth.co.za/resources) 
and which coordinated the production of the toolkits as 
commissioned by STAND.

Here you will find the six toolkits, being:
»  Definitions, Environment and Roles
»  Governance, Management and Staffing
»  Financial Management
»  Fundraising and Income Generation
»  Marketing and Publicity
»  Programme and Project Management

In addition, supplementary tools, resources and examples 
relevant to the subject matter of these toolkits can also be 
downloaded and viewed for use. 

STAND Foundation regards these toolkits as living 
documents that can continually be updated and improved. 
Feel free to send your case studies, ideas, proposals for 
amendments and additions to info@standfoundation.org.za. 

STAND trusts that these toolkits will be useful to the 
community arts sector as a whole, and beyond.

ABOUT STAND FOUNDATION

http://www.standfoundation.org.za/community-arts-centre-toolkits/
http://www.standfoundation.org.za/community-arts-centre-toolkits/
https://theatre4youth.co.za/resources/
mailto:info%40standfoundation.org.za?subject=
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The Department of Sport, Arts and Culture’s mandate 
is driven through 10 focus areas wherein key strategic 
programmes are delivered. One of the focus areas is 
to accelerate social cohesion. Community arts and 
culture centres provide access to arts programmes and 
participation with the potential to promote interactions 
critical to facilitate social cohesion.

It was envisaged that a National Training Support 
Programme would be set up to assist in ensuring that 
facilities constructed are effectively managed and effectively 
utilised, especially by the target groups of youth and 
children. This has not yet taken place, but several initiatives 
regarding addressing issues of capacity challenges have 
taken place since 2006. However, we currently do not have 
a well-coordinated national training programme for Centre 
Managers and management teams. We are fully aware that 
effective management and programming are critical success 
factors for the sustainability of Community Arts Centres. 

There are currently training initiatives in the country to 
support the capacity building of Community Arts Centres. In 
2006, the department, in partnership with the SA-Flemish 
Bilateral Project, rolled out Arts Centres Management. We 
have a handful of accredited Community Arts Centres that 
provide arts management and administration qualifications 
to other centres and arts organisations. The department 
has supported these initiatives in the past. However, these 
training programmes are not coordinated, and it is difficult 
to measure their impact. The department participated in the 
development of the Arts Centre Manager qualification by 
CATHSSETA in 2022, and our ongoing involvement will be 
formalised after the qualification is ready for implementation. 

The following challenges will be addressed through  
this qualification:
»  Governance
»  Strategic planning
»  Proposal writing
»  Advocacy
»  Marketing and publicity
»  Administrative systems
»  Programming
»  Project management
»  Facility management and policies
»  Human resources management and policies.

The department has since 2019 adopted a new strategic 
model and lobbied provinces around one common vision 
for the development of Community Arts Centres, which is 
for a community responsive, that is municipally valued and 
sectorally informed, professionally managed, imaginatively 
programmed, digitally connected, securely funded, 
internationally recognised and provincially organised 
Community Arts Centres.

Provincial Community Arts Development Programmes 
is a programme that supports provinces to develop 
and implement their own community arts development 
programmes that position and organise the community arts 
sector to support the overarching government objectives of 
access and participation in the arts by all South Africans.

Community arts centre programmes provide 
communities, art organisations and individuals with 
opportunities to participate in artistic, craft and cultural 
activities and receive training for the purpose of education, 
recreation, cultural development and enrichment, and 
income generation.

Capacity building and training is one of the five key 
deliverables of the new strategic focus (intended to 
develop skills of artists, management of centres, and 
ensure that the programmes and centres are  
professionally managed).

The department is proud of the outcomes of the 
Western Cape Community Arts Development Programme’s 
Capacity Building programme, which has resulted in the 
development of six toolkits for Community Arts Centres 
and Arts organisations. We acknowledge the work that 
was done in collaboration with STAND Foundation. We are 
happy that we are already producing training documents 
and guides to assist in building centres that will be run and 
managed professionally. We will continue to support the 
rollout of the programme as part of the provincial plans and 
assess its impact on the functioning of CACs. It is a work 
in progress, and we hope to maintain the momentum of 
training centre managers, developing arts organisations 
and building the capacity of the sector.

Dr Cynthia Stella Khumalo
DEPUTY DIRECTOR GENERAL:  
ARTS AND CULTURE DEVELOPMENT  
AND PROMOTION

Foreword
DSAC’s Vision for Community Arts Centres
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FOREWORD

Participation in recreation, arts, culture, and sports must  
be part of who we are and must be for all of us, and not  
only for those that have chosen to take this up as a career. 
It is a fundamental part of creating a healthy nation, 
community cohesion, opening opportunities and creating 
alternate futures. 

The work that we do with our ecosystem of partners does 
not exist in a vacuum. It takes place in our communities in 
places such as Community Arts Centres, with participants 
of all ages and demographics representing many 
intersecting stories, some good  
and some tragic.

Community Arts Centres continue to be places 
for primary access to arts participation, training, and 
celebration for communities. This fundamental role of 
Community Arts Centres has become more important 
over the years, given the high levels of violence in our 
society resulting in the prevalence of post-traumatic stress 
disorder, depression, substance abuse and other mental 
health challenges, particularly in young people. Through 
Community Arts Centres, we can focus on providing youth 
with meaningful platforms to find and unlock their passions, 
which is key to reducing risk-taking behaviour.

In order to harness the diversity of views and 
interventions and to bring much-needed efficiencies and 
collaboration in the sector, DCAS has adopted a ‘managed 
network’ institutional model, which consists of partner 
organisations, institutions and bodies with whom DCAS 
has (or should have) formal agreements that contribute 
towards delivering on DCAS’s mandate. The managed 
network relationships are focused on outputs (not 
organisations) – including strategic plans and joint agenda 
setting – involving direction and leadership from DCAS and 
formalised by way of agreements. 

The managed network includes broader knowledge 
networks and communities of practice in which DCAS leads 
and/or in which DCAS plays a highly influential role and 
contributes directly to the delivery of DCAS’s mandate. 
The purpose of the managed network is to allow DCAS 
to achieve its strategic goals and objectives, not through 
undertaking all the necessary functions in-house, but rather 
through developing a set of structured relationships with  
a range of strategic partners in the public, private and  
NGO sectors. 

The Community Arts Centres form a key component 
of this network whose aim is to encourage greater 
efficiency in mobilising the creative economy using 
scarce fiscal resources, to improve sharing of information 
and knowledge, and to harness South Africa’s cultural 
diversity capacity towards the objectives of the National 
Development Plan, the Medium-term Strategic Framework, 
the Provincial Strategic Plan and the Recovery Plan.

These toolkits, which form part of the WCG Community 
Arts Centres Plan, place governance, marketing, 
production, and programming skills in the hands of centre 
managers and arts organisations and, by so doing, play a 
central role in building capacity and ensuring much-needed 
sustainability in the community arts ecosystem. These are 
skills that will not only enable them to maintain the arts 
centres and organisations but also maintain sustainable 
livelihoods. 

DCAS is committed to supporting this sector to innovate, 
collaborate and evolve to sustain the excellence of their 
work and to make a wider contribution to the nation’s 
wellbeing and prosperity.

DCAS is grateful to the Department of Sport, Arts 
and Culture and the STAND Foundation for their role in 
facilitating this important work.

Guy Redman
HEAD OF DEPARTMENT:
CULTURAL AFFAIRS  
AND SPORT

Community Arts Centres Toolkit for Community Arts Managers
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1.1 Who is the Community?
A ‘community’ is defined by the people within it – where 
these people are, what they do, shared experiences, what 
they are interested in or how they identify themselves. 
A community may be based around a place, a cultural 
tradition, or commonly held interests or experiences. A 
community may have defined interests, such as maintaining 
and preserving distinctive artistic and cultural traditions 
over time, or ensuring access for a particular language 
group. – Community Arts, according to the Community Arts 
Project (1994).

In the South African context, the term ‘the community’ is 
often used to mean those people who continue to live on 
the margins of mainstream economic, social and cultural 
activities, primarily in townships, peri-urban spaces and 
rural areas that still reflect apartheid’s spatial planning.

It should be noted that communities are never 
homogenous and it is important to understand how 
different groupings within a community may differ, in terms 
of their strengths, vulnerabilities, perceptions, attitudes and 
priorities – and what effect this may have on the community 
as a whole.

1. Introduction to Community Arts
Let’s explore some definitions of the ideas of community, 
community arts and Community Arts Centres.

INTRODUCTION TO COMMUNITY ARTS1

1.2 What is Community Art?

“ Community art is understood 
as arts contributing to empowering 
communities (geographic as well as 
communities of interest) through its 
educational, therapeutic, recreational, 
income-generating, or aesthetic usages. 
Community Arts is seen as being 
produced by and/or for communities, so 
as to contribute to improving the quality 
of life of ordinary people. ”  
[CAP: 1994]

“ Community Arts provides an outlet 
for self-expression, an opportunity to 
develop an alternative culture and to 
create new symbols as well as to provide 
educational and economic networks. 
Community Arts Centres allow people to 
participate at grass-root level, with an 
emphasis on workshop process rather 
than on end-products. Ordinary people 
can become participants in efforts to 
redefine culture. ” 
– Hagg (1989)

“ Community artists are…
distinguishable not by the techniques 
they use, but by their attitude towards 
the place of their activities in the life 
of society, the process of collective 
creativity. ”– Hagg (2001)

The term therefore usually refers to the use of any art 
form or medium to give creative expression to the ideas, 
feelings and messages of the broader community. This can 
be different from the work of professional artists who have 
undergone a long period of formal training and who rely on 
making and selling their artworks as their only or primary 
source of income.

Task
»  Who is your community? How would you define it? What 

are the different groupings within your community that 
may be at odds with one another?
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INTRODUCTION TO COMMUNITY ARTS 1

Community art is defined as:
»  Art in any form – music, theatre, dance, literature, theatre, 

design, film and craft – that reflects the lived experience 
of such communities

»  Art that affirms ‘the right of everyone to participate in the 
cultural life of the community and to enjoy the arts’ by 
making education, creation, production, distribution and 
enjoyment of the arts accessible within local communities

»  Art-related entrepreneurial and organisational 
practices that seek to improve the quality of life of local 
communities and of individuals within such communities

»  Arts that are consciously used to educate, entertain, 
inspire and challenge communities around socio-
economic and material issues that directly affect them 
with the intention to improve the quality of their lives

»  Art that is for, by and with the community it intends to 
serve. As Graham Falken has pointed out, the term 
‘community arts’ suggests that the roles of audience and 
artists are interchangeable.

In addition, Graham Falken has pointed out that in 
community art definitions, some prejudices may be 
revealed, for example: 
»  Community Arts may be associated with being ‘self 

taught’ or lacking formal or accredited training
»  Community Arts may be seen as work of a ‘lesser quality’, 

where the process is more important than the product, 
and the message more significant than the medium. This 
is not, of course, necessarily the case.

1.3 What are Community 
Arts Organisations?
These are organisations established and run by people 
from a specific community that engage in art forms and that 
may be income-generating or not, but the artistic activities 
generally serve the community in which they are based. 

Community arts organisations often grow and expand 
beyond the founder/s of the organisation and bring in 
expertise from outside of the direct community. Community 
arts organisations are not necessarily the same as 
Community Arts Centres, since they do not need to operate 
from a particular space. They range tremendously in size 
and purpose.

You can find out more about how different 
Community Arts Organisations are constituted 

and managed in the Toolkit: Governance 

1.4 What is a Community 
Arts Centre (CAC)?
A Community Arts Centre is:
»  A space to house, incubate and showcase community arts
»  A physical space – generally located within a community 

that may be on the margins of mainstream social, 
economic and cultural activities, and that primarily serves 
the artistic and cultural needs of such communities. 

It may be owned by a municipality or province, or may be a 
rented space or a privately owned space, and while it may 
be used for a variety of functions within the community, its 
activities are overwhelmingly artistic in nature.

Usually it is governed by people from within the 
community it seeks to serve.

Kinds of community arts spaces

1 Formal physical spaces that belong to, or are part 
of, non-government entities, are located within 

local communities and that are used primarily for arts-
related activities e.g. a church hall, a garage, a school 
classroom. It is rented by, or managed by, a single entity 
(individual, NGO, etc) to offer such activities.

2 Informal physical spaces that are created by 
people with a passion for the arts, and that are 

used primarily for creating, producing and celebrating the 
arts in a local community.

Task
»  How do YOU define community arts? What 

community arts have you experienced or are you 
engaged in creating?

http://www.standfoundation.org.za/community-arts-centre-toolkits/
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3 Purpose-built multi-functional spaces located 
within communities (may be on the peripheries  

of apartheid’s spatial planning) that offer arts or cultural 
activities, in addition to sport and other activities. The arts 
compete with other activities and are not always 
guaranteed space. The owners or managers of these 
spaces may not offer arts activities themselves; rather, such 
activities are offered by entities that rent the space for 
specific times. Such spaces are normally owned by local  
or provincial governments and are formal spaces.

Generally a Community Arts Centre:
»  Is primarily working with communities who have been 

disempowered and excluded from the mainstream and 
who are working actively from an equal opportunity 
perspective;

»  Is primarily working in a developmental way, using arts 
and culture (including media and heritage) to address 
a range of needs from the cultural and social to the 
educational and economic;

»  Is working in arts and culture from a multi-disciplinary 
perspective;

»  Has an autonomous governance structure that operates 
on democratic principles such as NPOs, Trusts and 
Voluntary Associations.

[Taken from the founding Constitution of the 
Federation of Community Arts Centres in the 

Western Cape in 2003: ‘A Community Arts Centre: Launch 
of CACFWC 2003’.]

INTRODUCTION TO COMMUNITY ARTS1

1.5 Interrogating  
the Definitions of 
Community Arts
CONTRIBUTED BY CARYN GREEN, CEO OF SIBIKWA

As we have seen from the above, ‘Community Arts’ is  
a complex concept. Internationally it has a variety of 
uses and meanings linked to sometimes competing 
understandings around democracy, development and 
social change. Some emphasise that it has a strong 
participatory or relational aspect. 

Because of this difficulty in definition, it is rarely used 
in international policy circles any longer, or is described 
instead as ‘Community Cultural Development’ or ‘Local 
Arts and Culture’, as more inclusive and clear terms. The 
concept reached its heyday in the late 60s to early 80s 
when ‘Community Arts Centres’ (CACs) referred to locally 
based spaces, often funded by the state, but managed and 
activated by local interest groups.

In the South African context, Community Arts Centres 
have been used by some to talk about broad social and 
economic developmental issues, drawing on past histories 
of struggles. Additionally, it is used to describe both 
spaces and programmes functioning (usually) in previously 
marginalised areas. 

Colloquially and confusingly, CACs are also used by 
those in these marginalised areas to describe all cultural 
projects in their localities, not just broad development. The 
provincial governments have also built arts and culture 
centres, which are referred to as CACs. 

Key findings of environmental scans, network studies, 
research and conferences, reflecting the South African 
context, characterise the community arts sector as:
»  An Extensive Database for Further Study: previous and 

existing studies provide a strong baseline for a more 
extensive mapping exercise to understand the needs and 
challenges of CACs. 

»  An Independent Sector Primarily: the bulk of CACs are 
independent cultural bodies – place-based centres, 
organisations and groups. 

»  More For-Profits than Non-Profits and Less 
Developmental: to a large degree CACs operate as for-
profit entities, small businesses and/or as entrepreneurs, 
and while some for-profits are involved in developmental 
work, there is a stronger correlation between 
developmental work and non-profits. 

Task
»  What is the nature of your Community Arts 

Centre? What other forms of Community Arts 
Centres have you had experience of? 
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INTRODUCTION TO COMMUNITY ARTS 1

»  More Entrepreneurial, Less Fundraising and Resilient by 
Necessity: most organisations are dependent on income 
earned, due to an uncertain and precarious environment, 
the lack of fundraising skills, confidence and compliance. 

»  A Vibrant, Active Sector but with Small Audiences: 
the independent CAC ecosystems in each province are 
vibrant and active and organisations are, on the whole, 
open weekly. However, numbers of participants serviced 
monthly are low, hampered by highly precarious and 
under-resourced environments. 

»  Arts-trained or Arts-experienced Managers – with lots  
of room for improvement: the vast majority of the CACs 
have either formal arts training or extensive experience  
in the field. 

»  Resourcing Imbalance: funding for the CAC ecosystem 
is minuscule compared to funding for any other sector, 
calling for a strategic enabling system rather than the 
current individual, organisation-centred approach.

»  Floundering Cultural Networks: there are few functioning 
cultural networks in South African provinces, with loose 
connections to CACs in the area and weak relationships 
with government, which continue receiving funding from 
national government to provide services and to distribute 
funds which provinces vet. 

»  Key Challenges: common challenges around resources 
and funding, infrastructure and networks exist in the 
South African CAC sector.

1.6 International and 
National Examples of 
Community Arts Centres
CONTRIBUTED BY CARYN GREEN, CEO OF SIBIKWA

As part of the fourth Shukuma Mzansi! SA-EU Dialogue: 
Democracy in the Context of Culture, which took place at 
Sibikwa Arts Centre in Benoni, Gauteng from 1 – 3 March 
2022, exploring the role of culture in strengthening active 
citizenship and participatory governance, for broad-based 
democratic ownership of municipal policies that ensure 
integrated and inclusive development, within national and 
global agendas, pre-recorded virtual study tour videos 
were presented.

These videos of three South African and three European 
Community Arts Centres in their municipalities were 
screened as an illustration of the work being done around 
cultural promotion and inclusion, participatory governance, 

and city architecture for safer, democratic, creative  
spaces, highlighting the position, value and role of arts  
and culture centres and programmes in relation  
to municipalities and communities. 

The following EU cultural houses and SA Community 
Arts Centres, along with their respective municipalities, 
participated in the virtual study tours:
»  Associazione Inniò, Udine, Italy
»  Tallaght Community Arts, Dublin, Ireland
»  Rataplan Cultural House, Antwerp, Flanders
»  Sibikwa Arts Centre, Gauteng, South Africa
»  Thohoyandou Arts & Culture Centre, Limpopo,  

South Africa
»  Atamelang Arts & Heritage Centre, North West,  

South Africa

The selection of these participants was based  
on the following criteria and specifications:
»  Cultural house to be located in an area occupied  

by diverse cultural groupings;
»  Cultural house to run several arts and culture programmes 

for youth, women, pensioners, and/or disabled persons;
»  Programmes should be participatory and wherever 

possible include the entire community;
»  Programmes should take into account the diverse nature 

of the community;
»  Centre could be centrally located with all facilities  

in one place or spread across various community  
spaces or facilities;

»  Management, staff and participants/beneficiaries must be 
prepared to be interviewed in their preferred language;

»  Cultural house must be engaged with local municipality 
and local officials should also be interviewed.

Exploring the cultural capabilities developed in the EU 
and SA and demonstrating various perspectives and 
experiences of cultural governance, policy integration 
and the realities of implementation, affords continued 
exchange, collaboration and shared opportunities for 
learning and advancement. As such, these documented 
virtual study tour videos offer benefits, including  
but not limited to:
»  Sound examples of how cultural houses function in 

relation to democracy and active citizen participation  
in their cultural life;
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»  Broad access and engagement with culture and 
democracy practices as led by cultural houses/
Community Arts Centres in the EU and SA; and

»  Digitally documented recordings that can be used beyond 
the scope of the Dialogue to continue work to advance 
the imperatives of the Dialogue in various spaces globally.

Descriptions of and links to  
the virtual study tour videos:

RATAPL AN CULTURAL HOUSE, 
ANT WERP, FL ANDERS

Rataplan receives funding from the MEC’s office and has a 
close (working) relationship with the municipality and focus 
on socio-cultural and art projects that strive towards social 
inclusion. Rataplan is a place that excludes no one, that is 
open to experimentation and that brings people together 
and gives them a voice. It is founded on the principle 
of co-ownership: in programming, developing projects, 
day-to-day operations and governance. In this way, artists, 
participants and the public representing society and a 
broad, metropolitan community, feel at home. Rataplan 
works explicitly inter-generationally, stimulating both young 
and old based on a belief in the connecting power of the 
imagination.
Click here to watch the video 

ASSOCIAZIONE INNIÒ,  
UDINE,  ITALY

Inniò (Friulian: nowhere, everywhere) is an association 
founded with the aim of promoting cultural diversity in all 
its forms, through research and the realisation of projects 
in the field of culture, art and communication, with a 
particular focus on minority rights, languages and arts. 
Among its immediate and manyfold goals, Inniò aims at 
giving a new impetus and life to such an important and 
burgeoning festival as Suns Europe – where some of the 
most important cinematographic, musical, literary and 
artistic European productions are presented – as well as 
many other programmes and events, such as Radio Onde 
Furlane, a radio station in Friulian language which has been 
one of the liveliest cultural hotbeds in the region for the 
past 40 years.
Click here to watch the video 

TALL AGHT COMMUNIT Y ARTS, 
DUBLIN,  IREL AND

Established in 1996, Tallaght Community Arts creates 
opportunities for artists and the people of South Dublin 
County to explore together the transformative and 
celebratory power of the arts for the wellbeing of all. 
Operating in South Dublin with the highest concentration 
of new diverse communities, sitting alongside pockets of 
historically socially and economically deprived indigenous 
neighbourhoods, Tallaght is conscious of serving both 
and where possible fostering social cohesion through 
participatory arts work. Creating work with communities 
of locality and communities of interest with specifically 
targeted groups, Tallaght facilitates high-quality processes 
and thoughtful outcomes for diverse audiences, with a 
focus on cultural diversity, disability and inclusion, and 
fostering local emerging and young artists.
Click here to watch the video 

SIBIKWA ARTS CENTRE, 
EKURHULENI ,  GAUTENG,  

SOUTH AFRICA
Established in 1988, Sibikwa is a multi-disciplinary 
Centre of Excellence, which has received multiple 
awards for its contribution to the creative and cultural 
industries, education and social transformation, through 
the arts. Specialising in music, dance, spoken word and 
drama, Sibikwa is committed to providing high-quality 
arts education and training, presenting world-class 
productions, and harnessing local and global partnerships. 
Sibikwa’s vision is for arts and culture to provide 
access, opportunities and advancement for the young, 
marginalised and disabled.
Click here to watch the video 

ATAMEL ANG ARTS & HERITAGE 
CENTRE,  NORTH WEST 

PROVINCE, SOUTH AFRICA
Atamelang Arts & Heritage Centre was established in 2014 
to be the home for the community in all arts disciplines. 
Since its establishment, the Centre has managed to form 
partnerships with a number of stakeholders across the arts 
and culture sectors.
Click here to watch the video 

INTRODUCTION TO COMMUNITY ARTS1

https://www.youtube.com/watch?v=YCHu0amptP4
https://www.youtube.com/watch?v=blSSX1BoYI0
https://www.youtube.com/watch?v=4v9A5TBKdyo
https://www.youtube.com/watch?v=go1i2XX-qws
https://www.youtube.com/watch?v=su4HFNmtx48
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THOHOYANDOU ARTS &  
CULTURE CENTRE,  LIMPOPO 

PROVINCE, SOUTH AFRICA
The Thohoyandou Arts & Culture Centre is a government 
established (RDP) centre in the heart of Thohoyandou 
Town in Vhembe District, Limpopo Province. The Centre 
is suitably situated along the Punda Maria Road (Kruger 
National Park), inside a cultural precinct with separate 
buildings such as the Indoor Sports Centre, Information 
Centre, Thulamela Main Library and a 200-seater 
auditorium. The Arts and Culture Centre maintained by 
Thulamela Local Municipality serves as a hub of artistic and 
cultural activities, in the disciplines of visual art, indigenous 
craft, film and photography, and has a curio shop.

The fourth Shukuma Mzansi! SA-EU Dialogue: 
Democracy in the Context of Culture was presented by 
Sibikwa Arts Centre in association with the Department 
of Cooperative Governance (DCOG), the Department of 
Sport, Arts and Culture (DSAC) and the SA-EU Strategic 
Partnership: The Dialogue Facility, and in partnership with 
the South African Local Government Association (SALGA), 
the South African Cities Network (SACN) and EU partner 
countries: Italy, Ireland, Flanders and France.
Click here to watch the video 

1.7 What roles do 
Community Arts  
Centres play?
It has been generally agreed that the arts contribute to 
sustainable development in a number of ways, specifically 
to human development, social development and economic 
development. Community arts are no different, and in 
fact can play a more direct role as they are (or should be) 
integrally connected to the communities they serve. 

Here is the description of these three contributions, 
freely adapted from the STAND Foundations’ Vision 
Discussion Document of September 2020; the term ‘arts’ 
has been substituted for ‘theatre and dance’ and the arts 
for economic development has been reframed within the 
context of Community Arts Centres.

1.7.1 The Arts for Human 
Development
This is about the arts in their own rights, as integral 
to human development. It is about exercising the 

fundamental human right to participate in the cultural life 
of the community and to enjoy the arts, as well as the 
fundamental constitutional right to freedom of creative 
expression. It is also about the arts providing emotional, 
psychological and spiritual catharsis and sheer enjoyment 
for those who experience it. And it is about building 
confidence, developing transversal problem-solving skills 
and indulging in creativity and innovation for those who 
participate actively in it. 

Arts for Human Development is not about the size of 
the audience or the market; it is important because human 
beings matter, and because human beings are more than 
physical entities in need of food and shelter; we also have 
psychological, emotional and intellectual dimensions to be 
stimulated, to be challenged, to be satisfied. 

The Arts for Human Development is also about affirming 
identities, celebrating and interrogating values and 
worldviews of local communities, helping them to make 
sense of their world, offering local alternatives to the 
values, beliefs and worldviews embedded in the creative 
products consumed daily because of globalised markets.

Community Arts Centres specifically give opportunities 
for the participation of every person in the arts for purposes 
of their personal development, for developing a sense of 
pride in personal and shared identity, celebrating local 
cultures and developing their humanity in all the ways that 
matter.

1.7.2 The Arts for  
Social Development
Given the unequal nature of our society, the high levels of 
poverty and unemployment and the myriad social problems 
that arise from these, the need for artistic interventions to 
contribute to socially good ends is great. This need would 
see the arts instrumentalised to achieve social wellbeing, 
to change behaviour towards an end that would benefit a 
community or society as a whole e.g. a theatre company 
that educates a community about Covid-19; a photographic 
exhibition that affirms gay women; a dance piece that 
celebrates people living with disabilities, and a music 
concert that addresses Afrophobia. 

Community Arts Centres are particularly good frames in 
which to do this, as they are typically directly engaged with 
and aware of the issues that are affecting communities on 
the ground.

It is through Arts for Social Development that divides 

INTRODUCTION TO COMMUNITY ARTS 1

https://www.youtube.com/watch?v=ZDreodDXfOk
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along lines of gender, language, urban/rural, race, class 
and disability can be addressed, and that projects that 
promote the development of skills, mentoring, and capacity 
building among marginalised communities are supported. 
The provision of infrastructure in poorer districts and 
the support for projects and activities that utilise homes, 
schools, church halls, taverns and public spaces to promote 
the creation, distribution and enjoyment of the arts, would 
be part of the Arts for Social Development. 

These spaces can also contribute to social development 
through fostering civic engagement, voluntarism, and 
collectivism, while giving people an opportunity to explore 
and dialogue around their experiences and voice their 
views on local and national matters. Thus social cohesion 
(the degree of social integration, inclusion and solidarity 
in communities) can be actively built through the work of 
artists in community arts spaces.

Many Community Arts Centres focus on children and 
young people, for at least part of their programming, 
therefore ensuring that they are given opportunities to 
build 21st century skills that come with participation in the 
arts and making a substantial contribution to the education 
and wellbeing of our youth. 

Just because the Arts for Social Development have 
a socially good end, does not mean that they do not 
require high aesthetic and technical levels of production; 
on the contrary, practitioners in this paradigm have the 
unique opportunity – and responsibility – both to raise 
consciousness in order to change behaviour, and to raise 
the aesthetic consciousness and expectations of their 
audiences. 

Arts for Social Development practitioners are required 
to be no less trained, professional or excellent in the 
execution of their work as practitioners in the Arts for 
Human Development or Economic Development.

1.7.3 The Arts for  
Economic Development
The Arts for Economic Development is often framed 
as commercial art, art for the sake of a profit. However, 
the arts can be used equally for sustainable economic 
development, through providing livelihoods for artists 
and creating value within communities, which can provide 
sustenance to those not directly engaged with the arts. 
This has multiple applications in the community space. 

The arts can be used as a unique drawcard into a 

community for tourism, for example, providing livelihoods 
for those involved in the arts, while also contributing to 
the local economy beyond the arts, which may include 
transport, security, design, entertainment and other 
aspects, creating ripple effects through the community. 
Often the arts can create a vitality and attractiveness for an 
otherwise unappealing area. Artists can be a prolific source 
of ideas for place-making and for helping to differentiate 
one community from another, contributing to its appeal.

The arts can attract outside investment and create 
important relationships and networks that contribute 
to community building and the growing of community 
resources. They can provide, through the kinds of skills 
shared, a basis for the development of business incubators 
and artist cooperatives, which can empower livelihoods in 
pursuits both within and outside of the arts. Entrepreneurial 
and for-profit activities can exist alongside non-profit 
activities, allowing Community Arts Centres to plow 
income gained back into ensuring that the local community 
prospers and local art flourishes. 

Since Community Arts Centres are often inclusive 
spaces, they have the possibility of providing economic 
opportunities to marginalised groups, for example, people 
with disabilities involved in making craft. Community Arts 
Centres also have the potential to reduce the costs of 
making art for individual artists or groups, by providing 
common resources to the local community at reduced 
costs. People’s livelihoods can be enhanced in a holistic 
way, recognising the links that exist between different 
aspects of people’s lives. 

When we build social capital (i.e. mutual trust, 
understanding and collective identity), we are also 
enhancing economic development within communities, 
while creating access to opportunities.

INTRODUCTION TO COMMUNITY ARTS1
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Case Study
Zwelethemba  
Arts and Culture  
ADAPTED FROM THEIR ORGANISATIONAL PROFILE 

Zwelethemba is a black-dominated township in Worcester, 
Western Cape with a population of +18  172. It was built in 
the 50s after the Nationalist Party won the election with 
their powerful ideology of apartheid to separate blacks 
from other race groups. The majority of the township 
population is Xhosa, followed by Sotho-speakers. 

Zwelethemba was for a time called by the angry and sad 
residents, “Kwanokufa”, the place of death, because it was 
born out of the injustices of the past. Indeed, death was 
experienced directly in the period between 1960 and 1985. 
In 1985, apartheid police shot and killed nine young people 
in the “Zwelethemba massacre”. The name was later 
changed to Ikhwezi, but now it is known as Zwelethemba, 
“the place of hope”, because the people have always had 
hope that great opportunities will come one day. 

The area has a serious problem of unemployment due to 
the fact that most people work on a seasonal basis on farms 
and there are no recreational facilities and business centres 
to capacitate them. ZAC was born in October 1997 with the 
aim of promoting and developing the young people’s talents 
in the arts, and creating jobs for the unemployed youth. 

Recently, Zwelethemba Arts and Culture, together with 
the National Department of Sport, Arts and Culture and 
the South African Heritage Resources Agency (SAHRA) 
partnered to refurbish the nine graves of the 1985 fallen 
struggle heroes, who were the victims of gross violation of 
human rights in Zwelethemba. We also erected a wall of 
remembrance in honour of all those who played a pivotal 
role in the liberation of South Africa. Through this project 
many job opportunities were created for the residents 
of Zwelethemba and surrounding towns in the Cape 
Winelands District. Thousands of people in the Breede 
Valley are unemployed, so this project played a pivotal role 
in poverty alleviation. Zwelethemba Arts and Culture aims 
to create jobs and put challenges that affect young men 
and women onto the mainstream agenda of development. 

ZAC has decided to put their focus and energy to the 
burning issues in line with government initiatives and 
concerns, such as social cohesion, moral regeneration and 

human rights. We believe that together we can do more as 
dedicated citizens of South Africa. It is our responsibility 
to keep young people busy and away from crime and 
drugs. With our 22 years of experience in the development 
art sector, working in Worcester, Ashton, De Doorns and 
Robertson, ZAC works together with different private and 
public partners in honour of Nelson Mandela, to build a new 
better South Africa for those living in it, as we appreciate 
the values of our freedom, which include equality, human 
rights, respect, and dignity.

Aims and objectives of ZAC:
»  To develop and promote the standard of arts  

and culture in our area;
»  To make the people understand and appreciate  

cultures different from their own;
»  To transfom our society using art as a transformational tool;
»  To provide art skills to the unemployed, such as project 

management and business;
»  To promote self-help programmes, such as, bead-making;
»  To produce high-profile artists and productions  

in rural areas;
»  To develop opportunities for young people;
»  To get funding for this cause.

In recent years, Zwelethemba Arts and Culture has 
developed a partnership with arts institutions such as 
Jazzart Dance Theatre Company and has established a 
good working relationship with South African Heritage 
Resources Agency (SAHRA) to educate and train people in 
the importance of preserving our heritage sites.

Task
»  From the above case study, what roles are Zwelethemba 

Arts and Culture playing in their community? How are 
these similar or different from the roles that your Art 
Centre is playing?
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HISTORICAL OVERVIEW 2

2.1 Pre 1994 

“ The oppressed people of South 
Africa recognised that the arts can speak 
a liberating language and help bring 
about transformation and hope in a 
country desperately in need thereof. ” 
– Dr John de Gruchy, 2009

In 1948, when the Nationalist Party rose to power, they 
realised that a mechanism available to oppress and 
subjugate people is to invalidate their culture and their 
art. The black population of South Africa sought ways to 
express their creativity and thus arts centres became the 
vehicle to train and develop young artists in all disciplines 
and to offer working artists a space in which to create.

 The passing of the draconian Apartheid laws in the 50s 
saw the emergence of two iconic arts centres. The Polly 
Street Art Centre in Johannesburg, established by Cecil 
Skotnes and other fellow visual artists, encouraged many 
other activities, apart from the visual arts, including: Choral 
Music, Ballroom Dancing, and sports such as boxing. 
Dorkay House in Johannesburg city centre became the 
home of many famous South African musicians and actors. 
Several musicals were created at Dorkay House, which 
toured nationally; the most renowned of these, King Kong, 
was also presented in London. 

The 60s saw the establishment of the Rorkes Drift Art 
and Craft Centre in Zululand. Students came from all over 
the country to participate in their fine art, textile design and 
tapestry programmes. 

In the 70s and 80s some centres were established 
through government subsidy such as the Mofolo Arts 
Centre (Soweto) and Katlehong Arts Centre (East Rand). 
These two focused mainly on the visual arts. During this 

same period, independently initiated art centres sprang up 
nationally and positioned themselves in opposition to the 
apartheid state. 

In the Cape, the Community Arts Project [1977] and the 
Nyanga Arts Centre [1979] played a significant role. 

“Organisations such as the Community Arts Project 
became nationally known for the prints, plays and 
posters they produced during the 1970s and 1980s, 
with strong political messages. As a result the art 
produced was often labelled as ‘struggle art’ or 
‘resistance art’.” 
– Inheriting the Flame: New writing on community 
arts in South Africa (2004). Edited by Graham Falken. 
Published by AMAC: Cape Town.

Amongst the founders of Nyanga Arts Centre were 
Sydney and Patrick Holo who had studied art under Cecil 
Skotnes. Durban saw the formation of the Community Arts 
Workshop. In Johannesburg, there were several significant 
initiatives, with the Federation of Black Artists [FUBA] 
under the leadership of the poet Sipho Sepamla, in Soweto 
FUNDA under the leadership of Matsemela Manaka the 
playwright, and on the East Rand the Sibikwa Arts Centre, 
led by Phyllis Klotz and Smal Ndaba. 

History has shown that people who find themselves in 
the most detestable circumstances often produce great 
works of art to protest against atrocities that have taken 
place or to highlight the conditions under which they live. 
Culture as a weapon – a resistance culture was established, 
and literature, poetry, drama and music played pivotal roles. 
One of the resolutions of the Culture in Another South 
Africa (CASA) conference, held in Amsterdam, December 
1987 reads: ‘there has developed a vibrant people’s culture, 
rooted in South African realities and steeped in democratic 

2. Brief Historical Overview of 
Community Arts Centres in South Africa 
from 1955 to the Present
CONTRIBUTED BY PHYLLIS KLOTZ, CO-FOUNDER OF SIBIKWA ARTS CENTRE, 15/09/2022

This historical account of Community Arts Centres in South Africa is an 
insider’s perspective. For clarity, I have divided the development of the 
Community Arts Centres [CACs] into sections:
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values, in opposition to the racism associated with the 
apartheid regime.’ Groups working in the townships 
mushroomed all over the country and their work made 
statements concerning the injustices of white minority rule. 

Community Arts Centres were seen by many as the 
building blocks of a new people-centred, non-racial cultural 
practice for the democratisation and transformation of 
society. The arts were a weapon of struggle used as a 
platform of resistance and mobilisation in the fight against 
apartheid. 

During this period, literature, poetry, poster art, music 
and drama played a pivotal role to protest against the 
atrocities that were taking place. The student uprising 
of 1976 and the influence of the black consciousness 
movement inspired a culture of dissidence and in 1985 
onwards, a state of emergency was declared in an effort to 
crush the political upheavals. At this time, sympathetic anti-
apartheid European governments such as the Netherlands, 
Sweden and Norway funded most of the Community Arts 
Centres. Big business was perceived as supporting the 
apartheid regime, consequently centres were reluctant to 
request funds from them, as seemingly these centres did 
not align themselves to the progressive movement. 

The composition of the Boards of Arts Centres played an 
important role in accessing funds from overseas European 
governments, who were partial to having known activists 
such as Allan Boesak and Bishop Tutu on an organisation’s 
Board or persons closely associated with the United 
Democratic Movement. Generally, donors placed emphasis 
on the anti-apartheid work produced and not on the 
policies and procedures followed. 

2.2 Post Elections:  
1994 – 2008 
There was euphoria in 1994 after the first democratic 
election; at long last, our sector would have its own 
ministry, the Department of Arts, Culture, Science and 
Technology. While the combination of the two sectors 
seemed awkward, the excitement of having our own 
ministry to represent us overrode this. 

Civil Society initiatives such as the National Arts 
Coalition [1993] and the Arts & Culture task group identified 
Community Arts Centres as important institutions for 
cultural development in marginalised communities. The 
1996 White Paper on arts and culture gave a passing nod to 
CACAs. In 1996, the Department initiated the establishment 

of 42 arts centres through its Culture in Community [CIC] 
programme. “The aim of these centres is to provide 
communities, art organisations and individuals with 
opportunities for participation in artistic, craft and cultural 
activities and receive training for purpose of education, 
recreation, cultural enrichment and income generation.” 
[Susan Selepe – Deputy Director Community Arts]

Fifty million rand was set aside by the Reconstruction 
and Development Programme, Youth Stabilisation section 
to build the arts centres. Unfortunately, none of the tiers of 
government consulted with the local community about the 
building of the centres, nor did government consider who 
would pay to administer the centre, for the upkeep of the 
building and for programming. By 2001 most of the centres 
were not functional and some of the centres had closed 
down immediately after they opened. 

“None of the RDP centres became the vibrant,  
effective and sustainable community facility  
that was anticipated.” 
(Hagg 2004:56)

“…inexperience in the management of autonomous 
bodies, a lack of leadership, and bureaucratic  
foot-dragging ensured that the institutional  
changes prescribed by policy and legislation  
were not made efficiently.” 
Oliphant (2004:12) 

One of the difficulties was that there was no clarity on 
which tier of government would take on the responsibility 
of the centres, and communities did not take ownership, 
as they were alienated. During this period the historic art 
centres such as FUBA, FUNDA and SIBIKWA were not 
consulted about the management and requirements of 
an art centre, and their expertise was ignored. They were 
not acknowledged or allocated funds in spite of providing 
excellent vocational training and having successful records 
of accomplishment of service to their communities. 

The government policy dictated that all resources be 
channelled into the new centres and not their historic 
counterparts. As a sign of solidarity and support for SA’s 
fledgling democracy, several EU countries stepped in 
to provide financial aid to community centres and arts 
organisations, enabling them to sustain themselves during 
this difficult period. However, this concentrated support 
would be for a maximum of five years, as South Africa 
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established its young democracy. The Flemish government 
signed a bi-national agreement on cultural co-operation to 
develop arts centres and arts education. 

DAC commissioned an audit of CACs undertaken by the 
HSRC in 2002, “Towards optimally functioning Community 
Arts Centres”. The audit findings were no surprise – no 
policy on CACs; weak intergovernmental co-operation; 
CACs isolated from socio-economic sectors, to name a 
few. The broader cultural development strategies of the 
government had proven to be a failure. The government 
responded to the audit by confirming its commitment to 
CACs, the appointment of a national task team to advise 
on policy, and developing differentiated levels for CACs 
with criteria and a funding model for the four levels of CACs 
recognised by government. At the bottom of the  
pyramid were:

The BAT Centre Durban and Sibikwa Arts Centre have 
been identified as centres of excellence. It is envisaged 
that each province has a centre of excellence capable of 
training and hosting a variety of programmes. 

Sweden had played a major role in the anti-apartheid 
movement and one of the areas of its support was arts 
and arts education. During his tenure as President, Thabo 
Mbeki signed a bilateral agreement with Sweden, which 
included the arts and culture sector. This agreement 
outlined a new policy with regard to funds: while in the 
past, the Swedish organisations supporting arts NGOs 
had transferred their funds directly to organisations in 
South Africa, now going forward the funds would be 
transferred directly to the DAC. Thirty-five organisations 

that were supported by the Swedish government met to 
protest against this agreement, knowing that the money 
would never reach the beneficiaries should this policy be 
put into place. One of the conditions of the agreement 
was that partnerships should be formed between South 
African and Swedish arts organisations. Subsequently a 
few partnerships materialised and then nothing. Due to this 
agreement, many arts organisations closed down, while 
others struggled on. 

In 2000, the Norwegian government initiated the South 
African-Norwegian Education and Music Programme 
[Mmino]. The programme introduced three-year grants 
and music initiatives to encourage long-term planning 
and support for projects. Organisations such as the Music 
Academy Gauteng [MAG], the !Xun and Khwe Arts Project 
in the Northern Cape and the Nephororo Community Music 
Initiative in Limpopo were maintained through these funds. 

“...the top-down approach to policy-making since 1994 
has led to a deterioration of the arts centres... NGO 
centres, which were ignored by government, appear 
to have performed better than the ones established 
under the [RDP funded] project.” 
(Hagg, 2010:176) 

Under the direction of national government, the SA 
Federation of Community Arts Centres was established. In 
response to this, the Gauteng Organisation of Community 
Arts & Culture Centres [GOMACC} was formed in 2003 to 
develop capacity and build a network of community art 
centres and practitioners in the province. However, the 
Federation was short-lived, as consistent support from 
DAC was not forthcoming in spite of numerous workshops 
hosted by national government to work on a way forward 
for community arts.

2.3 2009  
to the Present 
The years between 2009 and 2013 were extremely difficult 
for CACs and many organisations folded. [See Community 
Arts Project Case Study.] Some provinces offered support 
through their Provincial Councils; some organisations 
received funds from the National Lottery or from the 
National Arts Council or corporates. The recommendations 
of the 2002 task team were not carried forward. The DAC 
did not have a policy with regard to CACs, which was 

Level one
Centres of excellence

Level two
Fully functional centres

Level three
Less fully functional CACs

Level four
Art organisations and arts projects
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implemented nationally. During this period, there were 
numerous discussions about resuscitating the National 
Federation of Community Arts Centre [NAFOC], but nothing 
materialised. 

At the end of 2012, national government appointed 
GOMACC to administer funds for the various provincial 
CACs associations, which had formed themselves into 
loose provincial structures. In 2013, DSAC commissioned an 
audit of CACs. The following were some of its findings:
»  Approximately 250 CACs in South Africa of varying 

degrees of functionality involving 115 000 people on a 
monthly basis who actively engage in creating work;

»  3.8 million people engage with the CACs and the majority 
of the work is locally produced;

»  The centres account for an annual turnover of 
approximately R390 million, obtained principally from 
local government [government centres] and provincial 
public funding agencies. In the case of independent 
centres, they generate self-funding in addition to 
government agencies and corporates.

Some of the challenges identified were: 
»  Inadequate interface between government investment 

in infrastructure and a considered approach to the actual 
needs and resources of local communities;

»  Weak inter-governmental coordination between 
government centres and those run by independent 
entities;

»  Independent entities on the whole more successful than 
government centres;

»  Lack of cooperation between the three tiers of 
government.

Government started to plan the process of moving forward 
to revive NAFCO.

“The new South Africa increasingly reflected a 
contradictory combination of postcolonial centralized 
practice within a modern democratic state. The shift 
towards centralized practice was the result of a strong 
belief among political leaders that the state is the lead 
actor in redress.” 
Hagg (2010:169)

2.4 Government  
Response to this Audit 
between 2014 and 2017
DAC then put out an open call for funding without the 
municipalities and provinces. During this period, over 50 
arts organisations were supported, implementing over 
600 programmes. Many of these programmes focused on 
upskilling. DAC met with provincial government and later 
with NGOs with the objective of reviving NAFCO. National 
government granted funds for the refurbishment of CAC 
buildings.

In 2017, the Sibikwa Arts Centre initiated the first 
Shukuma Mzansi! SA-EU dialogue in association with DAC 
and the EU-Dialogue Facility. Shukuma Mzansi assembled 
critical stakeholders within the CAC ecosystem to explore 
the role and value of CACs in nation building. In 2018, 
a second Shukuma Mzansi conference was held which 
produced recommendations for the White Paper on Arts 
and Culture and contributed to a policy document for 
the Development of Local Arts & Culture Centres and 
organisations. 

In 2020, the third Shukuma Mzansi conference was held 
once again in partnership with the EU-Dialogue Facility and 
DSAC*, SALGA and COGTA joined the partnership, with 
Sibikwa as the implementing partner. This dialogue focused 
on implementing the National Community Arts Centre 
policy on municipalities. In March 2022, the fourth Shukuma 
Mzansi was held framed within the Gogta’s District 
Development model, the Integrated Urban Development 
Plan. The conference drew attention to the role arts and 
culture can play in an open democratic society, specifically 
in relation to CACs and arts organisations. 

In 2021, Cabinet accepted the revised White Paper 
with a full section covering community arts, which had 
far-reaching consequences for CACs and community 
organisations. Power and funds were to be devolved from 
National to the Provinces, to develop and implement their 
own community arts development programmes, in support 
of the overarching government objectives of access and 
participation in the arts by all South Africans. Provinces 
were required to develop a business plan and strategy for 
CACs previously; however, most provinces did not have 
annual performance targets on CACs as CAC programmes 
did not involve them. This neglect has had a negative effect 
on the sector.

At a local level, the revised White Paper identifies metros 
and municipalities responsible for co-ordination and 
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financing of infrastructure maintenance and development. 
Local government has a critical role to play in ensuring that 
community arts and programmes are integrated into an 
overall plan of service delivery at a local level [Integrated 
Development Plan] and in the planning processes that 
shape their delivery. 

CACs and community arts have made great strides  
in the Revised White Paper and for the first time, serious 
attention has been paid to the value community arts  
and CACs have in building a cohesive society of law-
abiding citizens. This position by government has  
taken over 25 years. 

HISTORICAL OVERVIEW 2

We must acknowledge that in terms of government 
accountability and efficiency the majority of municipalities 
where CACs should lodge are weak and mismanaged. 
While we agree with the sentiments of the Revised White 
Paper, the questions remain – Will government be able to 
implement policy? Will all three tiers of government be able 
to interface and work towards the good of the community? 

*Editor’s note: In June 2019, the Department of 
Sports and Recreation and the Department of 

Arts and Culture were merged to form the Department of 
Sport, Arts and Culture (DSAC).

ABOVE: Community Arts Project staff photograph. Back: 
Simba Pemhenayi, Carol Knowles, Nigel Mentor, Zayd 
Minty, Lawrence Makinana, Barbara Voss, Lungile Bam. 
Front: Mario Pissarra, Lynette Davids, Sicelo Nkohla, 
Sophie Peters, Mashabalala Mkonto. Pissarra’s dog 
Pablo, a regular presence at CAP, is in the foreground.

ABOVE: Anthony Mhayi, visual arts educator, with 
students at Arts and Media Access Centre.

Images from  
https://digitalcollections.lib.uct.ac.za/

https://digitalcollections.lib.uct.ac.za/
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Community Arts Project 
The Community Arts Project (CAP) serves as an example of 
significant Community Arts Centres which closed down due 
to lack of funding and government support as described in 
the history above.

The CAP was established in Cape Town in 1977. Originally 
located at 17 Main Road, Mowbray, the facility moved to the 
old St. Philips School in Chapel Street in Woodstock in 1982. 
CAP was conceptualised and founded through the collective 
efforts of Peggy Delport, Ramel Roberts, Robert Tobias, Gavin 
Young and Lindy Wilson as the initial working committee. 

It was founded as a response to the 1976 Youth Uprising, 
as well as to the need for accommodation and facilities to 
be used by all artists, many of whom lived in marginalised 
communities or in areas where facilities were minimal if any.

It played an important role in the development of Cape 
Town’s cultural life during apartheid. Like other community 
art centres, CAP was open to the public and provided 
artists with access to training and resources as well as 
helping to create a non-racial network of communication 
and exchange between artists during apartheid. It was 
among the more politicised centres that emerged after 
1976, such as The Federated Union of Black Artists (FUBA), 
Funda, and The Johannesburg Foundation, all based in 
Johannesburg. It helped shape the idea of culture as a form 
of resistance during the liberation struggle in the 1980s.

Following the 1982 Culture and Resistance conference 
in Botswana, a new identity was adopted as a reflection 
of involvement with the political and social concerns of 
communities and organisations. A poster workshop, CAP 
Media Project (later renamed Mediaworks), was established, 
which was responsible for the majority of the silkscreen 
posters and T-shirts that were produced in the Western Cape, 
as well as many large-scale banners that featured at political 
events. CAP was regarded as one of the most active art 
centres using print media as a means of social transformation. 

CAP was started using funds from an artists’ gallery that 
many of the founding members were a part of; from there 
the budget for the first six months was covered by donations 
from institutions including other galleries, church councils, as 
well as associate membership subscriptions. Thereafter CAP 
coordinated fundraising activities, events and exhibitions, 
and became more reliant on international funding. 

After the 1994 elections, CAP was transformed from a 

training and accommodation facility into a formal education 
NGO for unemployed youth and adults. In 1998 CAP won 
the first-ever Cultural Development Project Award from the 
Arts & Culture Trust of the President.

However, as a result of the political factors described 
above, there was a significant decline in funding support from 
international donors, combined with an increasingly difficult 
domestic environment. Capacity was cut severely, especially 
in terms of full-time staffing, and CAP had to rely on part-time 
trainers for much of its delivery of projects and programmes. 

In 2003, CAP and Mediaworks (the sister organisation 
that had been created as an independent trust) merged 
once more to form AMAC (Arts and Media Access Centre), 
which was located in central Cape Town. It was believed 
that by bringing together expertise and resources, they 
could serve marginalised communities more effectively by 
offering a fuller range of services cutting across the related 
arts and media disciplines and making them more efficient. 

CAP was one of the first NGOs to engage with the National 
Qualifications Framework and with the South African 
Qualifications Authority. This early involvement led to the 
nomination of CAP staff members, Mario Pissarra and Joseph 
Gaylard, to serve on the National Standards Body 02 for Arts 
and Culture representing the interests of civil society. Joseph 
Gaylard subsequently became the Chair of this NSB.

In 2003, Mediaworks piloted a Graphic Design 
Learnership at Level 4 for CreateSA, a partnership 
between MAPPP-Seta and the Department of Arts and 
Culture, resulting in organisational accreditation and the 
accreditation of core curriculum and trainers. 

AMAC operated with a similar aim as CAP had done, 
which was to empower marginalised communities through 
art and media training and social development. AMAC also 
ran a learnership in Arts Administration during this period. 
However, despite its best efforts, AMAC closed its doors 
in 2008 as a result of a lack of funding exacerbated by 
evictions firstly by the Anglican church at Chapel Street, and 
later by District Six Museum at Harrington Street, plus Board 
fatigue and a lack of government commitment to CACs.

Adapted from https://www.sahistory.org.za/article/
community-arts-project-cap,  

https://asai.co.za/peoplesculture/community-arts-
project-cap/ and from a funding application by CAP and 
Mediaworks to UNESCO.

Images from  
https://digitalcollections.lib.uct.ac.za/

https://asai.co.za/peoplesculture/community-arts-project-cap/
https://asai.co.za/peoplesculture/community-arts-project-cap/
https://asai.co.za/peoplesculture/community-arts-project-cap/
https://asai.co.za/peoplesculture/community-arts-project-cap/
https://digitalcollections.lib.uct.ac.za/
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3. Community Arts Centres in a South 
African Policy and Practice Context
CONTRIBUTED BY CARYN GREEN, CEO: SIBIKWA

3.1 Policies and  
Framework Documents
The governance of Community Arts Centres (CACs) in 
South Africa is guided by a range of policy, strategy and 
framework documents. In some cases, CACs are included 
and inferred within the overarching umbrella of arts and 
culture policy or more recently Cultural and Creative 
Industry policy, and in others, referred to more directly. 
These policies are based on the precept that humans are 
holistic beings with material, psychological, emotional, 
cultural, spiritual and intellectual needs. They accordingly 
seek to recognise, promote and enable the inherent as well 
as the social and economic values of the arts, culture and 
heritage.

As the supreme law of the land, superseding 
all other laws or government action, the Bill 
of Rights in the Constitution of the Republic 

of South Africa (1996) enshrines freedom of expression 
and the freedom of artistic creativity, alongside the right of 
everyone to use the language and participate in the culture 
of their choice. In addition, it affirms that the Government 
of South Africa is committed to the cultural, social and 
economic upliftment and wellbeing of all its people without 
discrimination.

The National Development Plan (NDP): 
Vision 2030 (2011) positions the arts and 
culture sector to creatively respond to 

globalisation, environmental challenges, job creation 
and sustainable employment, arts, culture and heritage 
infrastructure development and improvements in education 
and training. As the overarching socio-economic framework 
for development devised to unite South Africans of all 
races to eliminate poverty and reduce inequality by 2030, 
it commits to implementing and achieving a minimum 
standard of living to be realised through a diverse and 
all-inclusive strategy. It defines a desired destination and 
identifies the role different sectors of society need to play 
in reaching that goal. To achieve this, it centres on “Building 
Capabilities”, enabling citizens a practical choice “to 

achieve outcomes that they value and have reason to value 
in a manner that is responsive and flexible in relation to 
the differential capacities resident across local and district 
municipalities and provincial government”. 

The 2017 revision of the 1996 White Paper 
on Arts, Culture and Heritage, approved 
by Parliament in 2020, is a document of 

critical introspection of its domain and practices with the 
view towards assessing the achievements and advances, 
as well as addressing the shortcomings, omissions and 
challenges in both policy and practice since the advent of 
democracy in South Africa in 1994. It strategically positions 
the ‘Community Arts’ as a sector of its own and emphasises 
the role and responsibilities of provincial governance in 
including the sector in its processes and deliverables, 
to re-establish and re-assert their place in South African 
communities for the benefit of social transformation and 
development. It also promotes the ‘all of society’ approach 
in the participation and valuing of the arts in communities, 
while propagating the alignment of CACs in national 
objectives, primarily in access and participation in social, 
economic and infrastructural development. 

This intergovernmental, interdepartmental and ‘all 
of society’ approach for the revitalisation of CACs 
strategically positions CACs so that they provide 
geographical and infrastructural access, community skills 
development, promote participation in arts and culture, 
cultural enrichment and income generation. In detail, the 
strategic positioning of CACs – with mention of Cultural 
Centres – in South Africa are to be: municipally valued, 
sectorally informed, professionally managed, imaginatively 
programmed, digitally connected, securely funded, 
internationally recognised and provincially organised. 
These core pillars can be said to represent the focus areas 
for strategic policy implementation development and 
sustainability for CACs and Cultural Centres. 

The Reconstruction and Development 
Programme (RDP)’s Culture in Community 
(CIC) Programme established 28 Community 
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Arts Centres in nine provinces between 1996 and 2000, 
through government’s construction of what became known 
as ‘RDP Arts Centres’. These centres, located within the 
mandate established through the White Paper in seeking 
to broaden access to and participation in arts and culture 
at a local level, sought to articulate clear roles for different 
spheres of government. However, the impact of the 
programme was severely compromised due to the absence 
of sufficiently skilled management for the centres and a 
lack of capacity within both civil society and government 
at a local and provincial level to take ownership of the 
centres and establish a basis for their sustainability. A 
number of these centres closed down in the face of an 
absence of realistic planning for the operational costs 
and sustainability of the centres, inadequate interface 
with community needs, poor human infrastructure and 
inadequate planning for service delivery.

The Policy Document for the Development 
of Local Arts and Culture Centres and 
Programmes establishes an enabling 

framework for the promotion and development of 
the contribution of local arts and culture centres and 
programmes to South African culture, society and economy. 
The key policy drivers underpinning this framework are 
the promotion of access, participation, development 
and cooperation. The policy provides definitions and a 
framework for the governance and management of Local 
Arts and Culture Centres, the roles and functions of three 
spheres of government, compliance with government 
finance and management systems legislation and models 
of monitoring, evaluation and ongoing research.

At a provincial and local level, the development of CAC 
governance documents are led by both community arts 
stakeholders and respective government institutions, 
primarily in response to persisting challenges faced in 
the strategic articulation and implementation of national 
policies. Oftentimes, these documents are not legislated, 
challenging the degree to which they are engaged, 
adopted and acted on.

The Provincial Guidelines for Working with 
CACs, for example, was proposed as a plan 
to support the Arts and Culture organisational 

ecosystem within a province to provide access to culture 
for its local communities. These guidelines considered 
the current status of the ecosystem, what actions would 

improve it over five years, who would do it, how, when, 
and with what budget. This was the result of a culmination 
of findings from various sector research reports, on the 
suggestion of the National Department of Sport, Arts and 
Culture (DSAC), that every province has a Community 
Arts Centre plan for the years 2021-2026. The guidelines 
provide definitions, benefits and recommendations for the 
development of a Provincial Cultural Plan for supporting 
arts and culture organisations. The intention is to use 
evidence-based research, leverage governmental linkages, 
provide recommendations for the management and 
distribution of finances, and suggest roles, responsibilities 
and possible relationships between government, 
community and sector players.

The Integrated Development Plans of local 
municipalities, guided by the Integrated 
Urban Development Framework and District 

Development Model, are charged with integrating culture 
in local service delivery mechanisms. However, very few 
explicitly articulate this integration. According to existing 
research, for culture to become an important feature of 
municipal policy, it needs to be accepted, understood 
and its function capacitated at a local level, but there are 
several obstacles to culture being used at a local level, 
including South African municipalities maintaining that 
culture is not a constitutional mandate of local government, 
and so seeing it as an ‘unfunded mandate’. This leads to 
numerous negative results, such as limited attention, under-
resourced capacity, cultural functions lacking influence, 
and cultural policy becoming implicit, meaning that culture 
is defined by whomever is working with it, leading to 
challenges in its strategic use and oversight and a lack 
of integration across spheres of government and within 
institutions.

Breathing New Vision into Theatre and 
Dance: National Theatre and Dance Policy:
In 2020, the Sustaining Theatre and Dance 

(STAND) Foundation was formed, and amongst other 
initiatives to support artists to find relief from the impact of 
the Covid pandemic, it proposed a vision for theatre and 
dance, which was submitted to the industry for comment 
and engagement. This vision document was released in 
September 2020. The policy was further discussed at the 
STAND Together Summit for representative organisations 
and community theatres, held in Stellenbosch in September 
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2021, where a number of resolutions were reached and 
then tabled with national government through DSAC. 
STAND also helped to birth the Theatre and Dance Alliance 
– TADA – so that the sector had a voice. 

In November 2021, Alex Arts Academy announced  
the writing of a Theatre and Dance Policy, which it 
embarked on through a service provider agreement 
entered between the Department of Sport, Arts and 
Culture and the Academy. This was part of DSAC’s review 
of all existing acts and policies that affect the cultural 
and creative sector and was also a revival of the National 
Consultative Process, a policy process that took place 
between 2009 and 2015 in the theatre and dance sectors, 
led by the Southern Africa Theatre Initiative (SATI). 
Headed by Mpho Molepo, a national consultative process 
took place in all nine provinces engaging dance and 
theatre practitioners, creatives, co-workers in the sector, 
government officials and other stakeholders around the 
question: WHAT IS NEEDED TO CREATE VIABLE THEATRE 
AND DANCE INDUSTRIES IN SOUTH AFRICA? That 
process culminated in a conference at Kopanong in 2015 
where a National Theatre and Dance Task Team (NTDTT) 
was elected. Unfortunately, at the time the process was not 
taken forward. 

Thus when the process was revived at the end of 2021,  
a new writing team was appointed, comprising Mpho 
Molepo, Mike van Graan, Bobby Rodwell, David April and  
Dr Lance Nawa, as Editor. This team drew heavily 
on STAND’s vision document and other past policy 
development processes. All theatre and dance 
practitioners, networks, institutions, university theatre and 
dance departments, NPOs, and creatives were invited to 
contribute to the document both through submissions in 
writing and at a conference held at the Market Theatre 
in September 2022. The National Theatre and Dance 
Policy has now received input from the sector and is being 
finalised for presentation to government. 

3.2 Policy Implementation
The national CAC policy implementation approach is  
based on a three-tier governance: National, Provincial and 
Local, to integrate provincial and local participation and 
reduce duplication, and to align and optimise the functional 
focus of the national arts, culture and heritage councils in 
South Africa. 

In this way, the policy’s strategy is aimed at improved 

and cohesive partnership between CACs and Cultural Art 
Centres managed by Provincial and Local government, 
as well as strategically integrating them into government 
development objectives such as social cohesion, nation 
building, job creation, education, skills development, 
social mobilisation campaigns, and the local economic 
development programme.

Additionally, the three-tiered governmental approach 
aims to mandate each level with roles and responsibilities 
for effective management and funding distribution. Below 
are the summative and outlined roles and responsibilities 
for each governmental tier as stated in the Revised White 
Paper Document for Arts, Culture and Heritage:

NATIONAL SPHERE
»  Coordinate intergovernmental and interdepartmental 

implementation of policy.
»  Provide financial and strategic support.
»  Support levels of government in realising their mandates.
»  Facilitate monitoring, evaluation, impact assessment  

and research.
»  Ensure that Community Art and Cultural Centres are 

resourced.

PROVINCIAL SPHERE
»  Coordinating and resourcing CAC programmes that both 

respond to and are relevant to communities’ needs.
»  Empowering and asserting ‘Centres of Excellence’ (COE) 

towards partnership and mentorship.
»  Coordinating Memorandums of Understanding 

between COEs and CACs in their province to implement 
comprehensive, coordinated strategies and resourcing 
plans for the strengthening and enhancement of 
programming through both established and emergent 
centres within a particular province.

LOCAL SPHERE
»  Funding and coordinating infrastructure maintenance and 

development.
»  Facilitating the integration of CACs and Cultural Centres 

and their programmes into community service planning 
and deliverables.

»  Attend to the access of CACs and Cultural Centres in local 
municipalities in a way that is equitable and responsive to 
the needs of local communities, geographically, culturally 
and artistically. 
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 COUNCILS
»  Set criteria and evaluate project proposals and disburse 

funds. 
»  Monitor, evaluate and report on the impact of institutions, 

programmes and projects, and account for the funding 
received, in adherence with legislation on the financial 
management of public-funded institutions.

»  Plan for future objectives.
»  Adopt internal policies and advise the minister and 

government on policies related to the sector.
»  Promote research and the dissemination of information 

and knowledge.
»  Foster cooperation, exchange and partnerships between 

South Africa, Africa and other parts of the world, and 
enter into international cooperation agreements subject 
to approval by the Ministry of Sport, Arts and Culture, and 
in alignment with the Ministry of International Cooperation 
and Development.

 3.3 Challenges for 
the Advancement of 
Community Arts Centres
The history of Community Arts Centres in South Africa 
illustrates the complex relationship between the state 
and community culture in a society in transformation. 
Therefore, there is a need to identify and attend to the 
historical and prevalent pitfalls CACs have faced, so that 
they become significant hubs for communities across 
South Africa. Despite their significant place – both 
tangible and intangible – in South African communities, 
the implementation and development of CACs has seen 
several pitfalls, namely:

FOR CAC SECTOR
»  Precarious funding landscape, prioritising project grants 

over operational support, and limited opportunities, 
compliance and information to receive funding.

»  Limited access to infrastructure, facilities and resources.
»  Lack of appropriate governance system, suitably 

capacitated leadership, operating, creative and audience 
development skills, and few opportunities for quality 
accredited training and skills development.

»  Small domestic markets and difficulties in accessing 
international, online markets and opportunities for 
networking and partnership building.

»  Inadequate promotion of the sector by government, 

compounded by insufficient or inadequate exhibition, 
showcase, marketing opportunities and presence in the 
print, digital and broadcasting media.

»  Precarious status, rights, income and health/retirement 
policies for those in the sector, particularly in 
understanding the freelance/short-term contract nature  
of the sector.

»  Lack of informed and collective voice and mistrust  
of federations and government officials. 

»  A deeply unequal society where poverty and 
unemployment are high, and where education, health, 
housing, safety, access to basic services transport, and 
roads are not available to all. 

FOR GOVERNMENT
»  Crises of corruption, nepotism and the mismanagement  

of resources.
»  Ineffective implementation of local cultural policy 

imperatives, compounded by the lack of explicit local 
cultural policy, research and development to advance 
the work, leading to poor planning, development and 
management.

»  Political interference, negative influence by officials  
and power driven by charismatic stakeholders. 

»  Lack of integrated governance and unrealistic 
assumptions made about intergovernmental 
responsibilities, cross subsidy models and  
tourist interests.

»  Budgets provided for capital costs but not for ongoing 
running costs (programming or maintenance), resulting  
in poorly managed facilities without sufficient budgets  
for staffing and capacity building of staff.

»  Procurement, leasing and partnership development  
is difficult within existing protocol.

»  Lack of engagement from locals in the planning, 
development and ongoing management of spaces, 
resulting in ineffective spaces that do not meet or 
accommodate community needs.

»  Little or unclear recourse made available for stakeholders 
to question/appeal decisions or actions.
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Findings from the Human Sciences Research Council CAC 
audit in 2002, reflective assertions made in the Revised 
White Paper, sector environmental mapping reports and 
the 2022 Democracy in the Context of Culture Research 
Report, largely attribute these pitfalls to: 
»  A lack of intergovernmental and interdepartmental 

cooperation in the implementation of Arts and Culture 
policies and assigned roles and responsibilities.

»  A lack of explicit policies for CACs as a sector.
»  A lack of capacity in management within Arts and Culture 

departments, levels of government and CACs. 
»  A shift in mandated Arts and Culture development 

towards economic value, which deprioritised the funding 
and integration of CACs in communities. A lack of 
infrastructure and spatial development for CACs.

»  A lack of monitoring and evaluation of existing CACs 
under provincial and local government.

3.4 Recommendations 
for the Enhancement 
and Revitalisation of 
Community Art Centres
The significance of culture in socio-economic development 
and transformation is reasserting itself over a more 
economically valued agenda seen in recent years. Through 
this, there has been a progressive effort by government, 
community leaders and artist professionals towards the 
revitalisation of CACs in communities. This optimisation 
of the arts centres requires a policy-driven approach by 
a facilitative government, in partnership with civil society, 
focusing on policy implementation rather than policy-
making, and a focus on building cultural infrastructure as 
described below, for realistic, relevant and responsive 
programmatic output by capacitated local organisations:
»  Hardware: The physical fabric such as buildings, 

equipment, and public space
»  Software: People: management, staff and programming
»  Algorithm: Governance and processes for participatory 

cultural planning, frameworks, policies, protocols etc.

The concept of cultural infrastructure and its above-
mentioned aspects are important to the movement of the 
enhancement of South African CACs. These encapsulate 
the identified historical and existing shortcomings by 
government and the CAC sector and highlight the variables 
that need attention and improvement for the revitalisation 

of CACs towards asserting its cultural significance  
in society.

Below is a set of recommendations collated from various 
environmental mapping, research study and conference 
reports towards enhancement within CACs and Local, 
Provincial and National government institutions for the 
governance and management of CACs and CAC policy. 

3.5 Capacitating 
Community Arts Managers, 
Creatives and Centres 
Many local CACs operate without a clear understanding 
of the number of policies, the content of policy, and their 
implication for the sector. This raises an important gap and 
recommendation for IN-DEPTH POLICY EDUCATION. 

Furthermore, there is still a great void when it comes 
to capacity training; a focus on raising the SECTOR’S 
CAPACITY AROUND PROGRAMMING, FINANCIAL, 
ADMINISTRATIVE AND GOVERNANCE COMPLIANCE, 
AS WELL AS MONITORING AND EVALUATION, is 
imperative. This would require the support of government 
in providing consistent skills development opportunities 
and linking functional CACs with less functional CACs in 
mentorship relationships to improve the sector’s capacity 
for accountability and compliance. The issue of governance 
and arts centre management is critical towards developing 
sustainable Community Arts Centres. Additionally, capacity 
building for community arts workers and managers should 
only be undertaken by accredited institutions or CACs. 
Properly trained CAC managers with an understanding 
of artistic programming at community level will ensure a 
quality creative community arts industry.

The power and potential of peer-to-peer learning is a still-
under-utilised resource. It has been proved to be an ideal 
way for cultural workers to learn by explaining their ideas to 
others and by participating in activities in which they learnt 
from their peers. Peer learning plays a very important part 
in providing opportunities to work collaboratively, giving 
and receiving feedback and evaluating one’s own inputs. 
Promoting greater connection and cooperation between 
local arts and culture centres affirms the DSAC’s promotion 
of COES AS MODELS, MENTORS AND TRAINERS FOR 
OTHER CACS, for a shared and collective upliftment and 
sustainability of the community arts sector. 

This leads to the need for the reformation of a FULLY 
REPRESENTATIVE AND INCLUSIVE NATIONAL CAC 
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NETWORK OR ADVOCATING BODY, independent of 
government, but working in cooperation with government. 
Such a body would advocate for the sector, serve as 
a channel of communication between the sector and 
government and operate in an advisory capacity to 
government. Such a body could also undertake the 
essential work of research into the sector, which would 
inform its lobbying and advisory role and lead the sector 
towards less reliance on the Department of Sport, Arts and 
Culture and other State Departments. 

It is recommended that CACs should create work in  
order for organisational and community development to 
occur and as a result, artists must organise themselves 
beyond differences in order to attract funding and arts 
practitioners should find other means to support the 
realisation of their ideas.

3.6 Local, Provincial, 
National Governance 
and Management of 
Community Arts Centres
Here follow some key principles:

ACCESS FOR ALL. Access and openness are 
key to allowing all people to discover, enjoy 
and share culture and exercise their right to 

be creators of cultural content. Projects in communities 
should be programmed or determined by the relevant 
interest groups as much as possible. Open approaches 
are needed and inclusivity is important – there must 
be no discrimination based on race, class, ethnicity, 
gender, ability, or migration status. A change in policy 
terminology from CACs to Local Arts and Culture Centres 
is recommended for the enabling of intergovernmental co-
ordination and targeted delivery.

RESOURCES. Dedicated cultural spaces are 
critical for ongoing cultural participation and 
should be provided by local government, 

well-managed and open for community partnership and 
use. These spaces need to consider and enable locational 
access, safety, suitable pricing, timetable and opening 
policies of cultural spaces, and free internet and support for 
local producers (professional and otherwise) to innovate. 
In addition, the drafting of a cultural infrastructure policy 

with a greater emphasis on supporting both ‘hard and 
soft’ infrastructure for ensuring management, governance, 
creative and digital capacity and cultural participation, and 
a restructuring of grant-making processes and incentives, is 
recommended for adoption and implementation at local level.

CULTURE NEEDS TO BE UNDERSTOOD 
AND ACTIONED AS A KEY PART OF LOCAL 
POLICY (AND VICE VERSA) FOR IMPROVED 

INTEGRATED GOVERNANCE. This may be achieved 
through the establishment of local cultural councils 
involved in the making and oversight in the delivery of 
cultural policy, supporting professional cultural workers in 
their specific role at a local level, and protecting tangible 
and intangible heritage and knowledge. Furthermore, 
research may be commissioned for ongoing awareness of 
culture and its links to democracy, to inform explicit written 
local cultural policies, strategies and protocols that are 
rooted in evidence-based data and emphasise how to work 
with culture for democracy.

PARTICIPATION AND PARTNERSHIPS. 
Participatory processes for the development, 
implementation, oversight and evaluation 

of local cultural policy and its related practices should 
be mandatory. Moreover, government needs to become 
a facilitator and partner (rather than simply a provider of 
services), working in collaboration with the cultural sector and 
communities, and facilitative leadership needs to be built at 
various levels, in civil society, within local government, within 
DSAC and within national departments/entities working on 
urban policy to further culture at a local level.

NON-STATE PARTNERS SHOULD BE 
RESOURCED AND SUPPORTED TO 
FURTHER PARTICIPATORY GOVERNANCE. 

Greater transparency, diversity, communication and 
consistent follow-through in participative processes, to 
enable and maintain trust-building, alongside a careful 
managing of power relations of different interest groups 
that come with different kinds of participants and 
processes, and finding innovative solutions to the excessive 
bureaucracy, rules-based and siloed nature of government, 
which makes experimental and collaborative work difficult, 
is needed. This includes developing protocols that enable 
officials to understand how procurement can be made more 
conducive to partnership building.
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Tool

Adapted from the presentation made by Mpho Molepo at a workshop 
for Gauteng Community Arts Practitioners in October 2020.

3.7 Gauteng Community Arts Practitioners 
Network SWOT Analysis 

Strengths
»  Qualified/experienced personnel that have been 

working in communities are leaders of the network 

»  Footprint in the industry and making sure that 
community arts becomes the centre of socio-economic 
development for society

»  All members of the team are highly professional and 
have been working in centres 

»  Strong participation of management and executive in 
the revival of community arts 

»  Providing training for community arts leaders 

Weaknesses
»  Financial uncertainty

»  Infrastructure review and refurbishment 

»  No community arts centres that are fully fledged and 
have all that makes the community centre 

»  No local government support 

»  Arts not forming part of IDPs

Opportunities
»  Bringing together all networks and community arts 

practitioners 

»  Revival of community arts and centres

»  Creating centres of excellence 

»  Increased levels of interest in the arts within the 
province and SA

»  Partnership with other institutions of learning e.g. Sacii, 
Sibikwa, Moving into Dance etc.

Threats
»  Lack of support by the provincial and national 

departments of arts or education

»  Not sustaining the initiatives we have started 

»  Losing members who do not believe in the project 

»  No support from funders 

Some recommendations coming from the analysis:

Regarding Funding
»  Determine equitable means of distribution of funds
»  Investigate cross subsidisation and funding for the arts 
»  Total review of funding patterns; look at investments  

more than grants
»  Change the turnaround time for processing funding 

applications 
»  Review selection of people sitting in the boards, based  

on knowledge
»  Call for arts funding summit to research diversification 

of funding model taking into account SMME framework, 
Public Works, DTI, Tourism, etc.  

»  Establish a community arts funding working group to 
investigate funding models for the arts, looking at more 
entrepreneurial approaches in addition to grants 

Regarding Infrastructure
»  Conduct infrastructure audit 
»  Review previous multi-purpose models for community 

arts centres
»  Develop infrastructure fund, review the provincial arts  

and culture act
»  Develop an infrastructure redress strategy 
»  Develop corridors and incubators 
»  Set time frames for development of an infrastructure fund 
»  Adopt and transform existing community hall or 

multipurpose centres
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Regarding Policy and Governance 
»  Perform audit of existing policies and impact
»  Review the Cultural Institutions Act urgently, since 

Nationally Declared Playhouses serve narrow interests 
and fail to live up to the expectations of their stature  
as national institutions

»  Host a provincial policy workshop drive
»  Establish Gauteng Policy Review Working Group  

in relation to community arts development
»  Develop strategy with regards to policy (what areas do 

the policies cover and do not cover e.g. Cultural Institution 
Act does not cover mandate of the institutions on what 
they have to deliver; it only describes the government’s 
role and relationship)

»  Develop a cohesive 3-5-year plan 

Regarding Transformation  
of the Sector
»  Increase access to all spaces and earmark others  

for community arts 
»  Balance power relations between the public- and 

government-funded institutions 
»  Facilitate intensive job creation
»  Engage private sector for its support for the sector
»  Develop leadership, administrative and governance  

skills within the industry
»  Identify flagship centres and model them as centres  

of excellence 
»  Transform the mindset and remove the developmental 

attitude 
»  Government needs to commit to setting up arts and 

culture councils at local level, with proper time frames  
and budgets

»  Revive cultural agreements for community arts growth

Regarding Education and Training 
»  Implement capacity building and skills development 

programmes for artists across the value chain 
»  Rollout entrepreneurship programmes in Gauteng for 

community arts practitioners 
»  Develop and monitor implementation of Arts Education 

curriculum in all schools in partnership with community 
arts practitioners

»  Monitor training and qualification of art teachers  
and practitioners

»  Organise a Provincial Arts Education and Training 
Conference focusing on theatre (standardised curriculum 
development, RPL etc)

»  Advocate for the provincial government to accredit at 
least one TVET College to offer Dance and Theatre 
Qualification

»  Develop Gauteng Schools Arts Festival 
»  Form Gauteng Arts in Education Working Group to 

develop arts in education policy 
»  Consult with CATHSSETA to ensure that people who want 

to train are accredited

Regarding Regulations:  
Social Transformation 
»  Set up working committee to look at regulations  

for the sector
»  Benchmark with regulated countries on how  

the model works 
»  Introduce entry points of access – free for all ends 
»  Transform labour relations laws 
»  Introduce standard contracts 
»  Deal with fly-by-night community arts practitioners  

and employers
»  Address the tax issues in relation to the creative 

workforce: 25% plus 15% going to the agency
»  Negotiate with medical aid companies on behalf  

of the sector 
»  Meet with banks to discuss the artist financial training  

and management etc.
»  Set up arts regulating body 
»  Establish Gauteng Community Arts Centres and 

Practitioners Council (Gomaac and Gauteng Community 
Arts Practitioners network coming together)

Regarding Research
»  Consolidate and review the research done by, among 

others, SATI, AFAI, PANSA, NAC, CAJ, etc. 
»  Consolidate statistical information on the contribution of 

both theatre and dance to the GDP of the country
»  Establish partnership with other relevant research bodies 

like SACO, HSRC, NRF, etc. 
»  Review the 2002 National Audit of community arts 

centres and the 2013 Audit of community Arts Centres 
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4. Community Arts Centres in 
Contemporary South Africa
4.1 Types of Community Centres
When STAND Foundation was asked to research the Community Arts 
Centres in the Western Cape, they found that these tended to fall into four 
tiers, which they described as follows:

Tier One 
State-of-the-art 
Community Arts Centres 
that have at least a hall, a 
few rooms for rehearsals, 
artists’ studios, training 
programmes and 
entrepreneurial spaces 
that could generate 
income, and an active 
presentation programme 
for the local community. 
These flagship centres 
have the capacity to 
be digital hubs too, 
providing training in and 
opportunities through 
social and digital media. 

Tier Two 
Physical spaces in various 
stages of development, 
but dedicated to the arts 
for training, creation, 
production, consumption 
and distribution purposes. 

Tier Three 
Multifunctional spaces 
that serve a variety of 
needs within a community 
– or libraries – but which 
have a regular arts 
component, organised 
and offered by one or 
more entities. These 
entity or entities hire/
rent/barter with the 
multifunctional space to 
offer their programmes.

Tier Four 
There is no centre, but 
the arts organisation 
has a physical office 
where the local 
community may 
interface with them. The 
arts organisation may 
offer training and other 
programmes in a variety 
of schools, community 
halls, libraries and other 
local spaces.

1 2 3 4

LEFT: Sibikwa Arts Centre (Gauteng)
BELOW: Nyanga Arts Development Centre (Western Cape)
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Case Study
Net vir Pret
See www.netvirpret.co.za 

“ To have a creative and safe space for 
children where they can enjoy themselves 
and develop to their full potential. ”– This was the dream of Peter Takelo many years ago.

 
Peter wants children to be children. By offering after-school 
activities for children who have nothing to do, he wants 
to give them more joy in life and avoid the possibility that 
they turn to petty crime out of boredom. Peter was working 
as a child development professional in Cape Town during 
the week, and on Saturdays had started a Blikkies Band 
in Barrydale, with small children making music on biscuit 
tins and oil cans. On a cold day in April 2002 he met Ann 
Harries who shared his enthusiasm for working with children 
in after-school hours. They jointly decided to start an 
organisation to fulfil Peter’s dream and Net vir Pret – which 
means Just for Fun in Afrikaans – was born. In 2006 the 
board was installed and Net vir Pret became an official NGO.

With the help of volunteers and the partner organisations 
Education for Democracy in South Africa (EDSA) and 
Stichting Projecten Zuid-Afrika, Net vir Pret was able to 
offer Peter a full-time position as director and with Ann’s 
help, the first after-school activities began.

Net vir Pret has grown over the years with an increasing 
number of activities and many children and youth joining 
the programmes. Additional funding from new donors 
allowed for the employment of motivated staff members for 
essential positions.

In the early years we were based in a classroom at the 
BF Oosthuizen Primary School, but in 2009 we were able 
to purchase a township house through a legacy from EDSA 
trustee, Pamela Bankart. In the same year the Jephcott 
Trust funded the purchase of a canopied bakkie which is 
now used to take us to work in the local farm schools. In 
2009 the Swellendam Municipality granted a 10-year lease 
at nominal rental on a farmhouse outside the village at 
the entrance to the Barrydale Trail, which leads to a World 
Wilderness Heritage site. The farmhouse sleeps 20 and we 
use it to run live-in workshops and programmes. In 2009 

the renowned Handspring Trust for Puppetry Arts offered 
us a seven-year partnership which would aim to develop 
puppetry skills in Barrydale. This has led to an annual 
parade on the Day of Reconciliation.

Our constant desire was to add on to our building. We 
had plans for a double-storey extension drawn up and 
set about fundraising. A breakthrough came when South 
African-born author Zoë Wicomb donated substantially 
from her Windham-Campbell Literature prize towards 
the building. Work started on the extension and over the 
next six months enough money came in to complete the 
project – 80% from private individuals. The spacious and 
beautiful extension, dedicated to the memory and legacy 
of Nelson Mandela, was formally opened when Zoë visited 
in February 2015. The additional space has enabled us to 
extend existing activities and open new ones.

In 2014 we were able to take in interns for the first time 
and seven were admitted for the year. Since 2015 we have 
been taking on five interns annually, and they are adding  
a valuable dimension to our work.

Net vir Pret has gone from strength to strength over 
the years, but nothing could have been achieved without 
the support of our wonderful donors. Regular funding is 
still needed to cover activities and salaries but Peter’s 
dream came true long ago and hundreds of children have 
benefitted from his inspirational leadership over the past  
10 years.

https://netvirpret.co.za/
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Case Study
Mpumelelo Youth Movement (Northern Cape)
Case history of our Community Arts Centre
Mpumelelo Youth Movement started out as just an 
idea between two unemployed youth from Bloemanda, 
Galeshewe. In the midst of a steady moral decline in our 
communities, MYM rose from an urgent need to make a 
difference and to help nation building and to help bring 
about social cohesion. With our communities drenched in 
poverty, unemployment and substance abuse, we asked 
ourselves what it is that we could do to bring about a 
positive change. We realised that the youth were mostly 
affected by these social ills; lack of extra-mural activities 
and mentorship were the main contributing factors to the 
high abuse of alcohol and drugs amongst the youth.

We then went on a recruitment drive to find like-minded 
individuals who would buy into the idea we had and 
also serve on our board of directors. In 2018 after the 
completion of this recruitment process, we then registered 

MYM as an NPO. 
The next phase was to find a space for our daily 

operations. We approached the local crèche, which 
had some unused containers in their yard, to request 
permission to occupy one of the containers to use as our 
office. Fortunately, they agreed and we now had a platform 
to operate our programme from and have easy and 
convenient access to the community. 

Upon deciding on the direction the NPO would take, 
we did the initial administration of creating a letterhead 
and logo in order for us to appear professional when 
approaching possible donors. Next we went on a drive to 
recruit children for the after-school homework class. Within 
the first two months of advertising our programme we had 
recruited over 60 kids signed up as members. Although  
at this early stage we had no money and no  
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food to cook for our beneficiaries, we knew that the 
homework and after-school programme was key to our  
success as an organisation. 

By early 2019 we had a fully furnished office with 
donations from Standard Bank and some government 
departments. We proceeded in this manner and solidified 
our programme first because we understood that we 
needed a strong foundation first and foremost before going 
out to seek funding. We did our research and realised that 
organisations similar to ours failed within a short space  
of time because they had focused on the funding instead  
of prioritising the programme. 

In 2020 the Covid-19 pandemic hit the country and 
we were forced to close the centre. This difficult period 
resulted in us losing the momentum we had gained and late 
in 2020 when the economy was re-opening, we had to start 
the programme from scratch. This was when we decided 
to start holding a series of community dialogues called 
‘Courageous Conversations’. We had several of these 
dialogues dealing with issues such as the pandemic itself 
and critical issues in society such as GBV. 

However, because we had set a solid foundation with 
our programme before Covid, it was only a matter of time 

before our centre was buzzing with enthusiastic young 
people, eager to be taught. We were then able to also start 
our arts programme which became highly popular with the 
beneficiaries and the community at large. 

By 2021 we received funding from the National Lottery 
and the Letsatsi Borutho Trust funded our arts programme. 
We were able to purchase art essentials like an overhead 
projector and screen, meaning we were able to start 
our movie days to keep the kids off the streets during 
weekends and holidays. With the Lottery money we were 
able to purchase office and kitchen essentials such as 
a gas stove and cylinder, a fridge, pots and cutlery etc. 
This would ensure that the programme would be self-
sustainable, even after the funding was depleted. 

In 2022, our programme is proving to be exactly as we 
had envisioned. We currently operate without any funding 
and are mostly dependent on R50 monthly fees from our 
homework class. Our growth is highlighted by the fact that 
we were able to attract and sign partnership agreements 
with two nationally recognised organisations in ENKE and 
ASSITEJ SA. Surely from this very solid foundation, there 
can be no doubt that we are bound to grow in leaps and 
bounds as an organisation in the coming years.
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Charters give words to social contracts made by citizens 
and can be seen as instruments of participatory democracy. 
They are often used for the purpose of improving 
accountability, and are binding on all their signatories, 
unless they are signed into law, in which case they become 
more generally enforceable.

In recent times various charters have been proposed by 
the creative and cultural sector. These include: 
»  the Charter for the Rights of Artists, developed by STAND 

Foundation and adopted by a range of arts stakeholders;
»  the South African Cultural Charter for Integrated Small 

Town and Sustainable Urban Development, which focuses 
on the role of the arts in place-making and small town 
and city development. This charter is out for feedback 
and comment, as of 1 October 2022, and was developed 
through a process incubated by the Shukuma Mzansi! SA-
EU dialogues;

»  the Community Arts Charter, given below.

5. Charters Relating to  
SA Community Arts and Artists

The South African Cultural Charter for Integrated Small Town and Sustainable 
Urban Development discussion document can be accessed here  

View the Charter for the 
Rights of Artists here 

Community Arts Charter

We, community arts practitioners of South Africa

Believing...

1 2 3

that South Africa is a 
deeply unequal society, 

with poverty and 
unemployment defining 
the lived experience of 

most citizens

that a democratic 
dispensation has done 

little to change apartheid’s 
structural geographies 

and their related 
inequalities 

that since 1994, public 
funding for arts and culture 

has continued to favour 
urban spaces and activities 

that exclude the majority 
and so deepen inequality

Understanding...
‘the community’ or ‘community’ particularly to mean those people who continue to live on the margins of mainstream 
economic, social and cultural activities, in townships and rural areas that still reflect apartheid’s spatial planning

This charter was developed through an engagement between community artists and organisations held at the 
Alexander Arts Academy in September 2020. It is now proposed as part of the new policy statement: Breathing 
new life into theatre and dance, which is currently in final draft form, for submission to Parliament.

https://www.sibikwa.co.za/research-and-resources/
https://www.standfoundation.org.za/wp-content/uploads/2021/07/CHARTER-OF-RIGHTS-FOR-SOUTH-AFRICAN-ARTISTS.pdf
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Assert

Our right, and the right of our communities, to be 
treated with the dignity to which every citizen is 

constitutionally entitled; we reject any policy, practice or 
public funding that treats us or our communities as inferior 
to, or as less than, any other

The urgent need to address inequality by re-
prioritising national, provincial and local public 

funding for arts and culture towards community art
Our right to choose to work within our communities, 
and to be afforded at least the same rights, benefits 

and respect as those that mainstream artists enjoy
Our right to practise our art and to access public 
resources and infrastructure in a non-partisan 

manner, without having to align with any political party
Our right to freedom of creative expression and 
freedom of association without fear of censorship 

or marginalisation
Our right and the right of our communities to 
state-of-the-art infrastructure and facilities, 

and to security means and services that protect such 
infrastructure

The need for well-trained and experienced arts 
leaders to manage community-based infrastructure 

and resources, rather than political deployees
Our right and that of our communities to educate, to 
produce and distribute art in our local language/s 

Our commitment to self-reliance and sustainability, 
and the reduction of dependence on public 

resources and
Our desire to work in partnership with all those  
who affirm our dignity and our right to lead and 

define our own practice, while being part of the broader 
arts eco-system. 

CHARTERS RELATING TO SA COMMUNITY ARTS AND ARTISTS 5

Art-related entrepreneurial 
and organisational 

practices that seek to 
improve the quality of life 
of local communities and 
of individuals within such 

communities

Defining ‘Community Art’ as:

Art in any form – music, 
theatre, dance, literature, 
theatre, design, film and 
craft – that reflects the 

lived experience of such 
communities

Art that affirms ‘the right 
of everyone to participate 

in the cultural life of 
the community and to 

enjoy the arts’ by making 
education, creation, 

production, distribution 
and enjoyment of the arts 

accessible within local 
communities

Art that is instrumentalised 
to educate and entertain 

communities about issues 
that directly affect them 

with the intention to 
improve their lives

Task
»  Research the status of these charters. Read the 

charters and debate with your team how your 
Community Arts Centre fits into these visions. 
Are there aspects that you feel are vital to your 
work as a Community Arts Centre? Which aspects 
would you like to advocate for, in particular?

1

2

3

4

5

6

7

8

9

10
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6.1.1 Introduction to Asset-
based Community-driven 
Development (ABCD)
When artists and community art centres adopt a strengths-
or asset-based approach, they focus on the positive core 
of change by identifying and growing the assets already 
available. This builds greater leverage (influence) to attract 
partnerships and opportunities. 

Elements of ABCD are summarised in the Toolkits on 
Fundraising and Income Generation and Governance. We 
first look at what ABCD is and how it can be applied as a 
community and organisational development practice to 
shift paradigms (ways of thinking) and grow the asset base. 
We encourage artists and organisations to showcase the 
strengths, assets, gifts, talents, innovations and resilience 
of people in communities and promote education for 
liberation. This is already naturally happening, especially 
when artists pool resources to create projects and 
organisations and inspire innovative thinking. 

In the Toolkit on Governance, we look at ABCD in the 
context of strategic planning. In the Toolkit on Fundraising, 
we look at resource mobilisation and community 
grantmaking, where partners (CBOs, NGOs, funders and 
government agencies) co-invest in community-driven 
development. We encourage artists and community art 
centres to measure and value their contributions, including 
time, resources and skills, and form balanced partnerships 
that best serve community interests.

6.1.2 Needs or Problem- 
based Approach
Development practices arise out of belief systems that 
individuals have about themselves and how development 
happens. These paradigms (ways of thinking) are mental 
models that define our world-views and assumptions about 
development work and who is leading. 

The ‘Needs-based’ (or conventional) development 
approach has been dominant since the 1950s, growing 
out of earlier welfare work of colonial missionaries and 

COMMUNITY ARTS CENTRE PRACTICE6

6. Community Arts Centre Practice

technocrats in the post-war and ‘liberation’ era. Rising out 
of this paradigm, communities have become conditioned to 
articulate problems and needs for interventions (projects) 
to address needs. 

Many projects and programmes ignore what already 
exists in communities and some even disrupt development 
activities already taking place. Conflict and competition 
may arise when there are ‘scarce resources’ and we 
have witnessed many artistic groups and community arts 
initiatives collapse because of internal conflict. 

Framing communities as ‘problem’ and needs maps 
can have a damaging impact on how people think about 
themselves and their environment, encouraging poverty 
mindsets and dependency on external resources. 

Deficit thinking can be devastating, especially when 
passed on to the younger generation. 

We recognise however that there are some funders who 
still like to work within the paradigm of a needs analysis, 
and therefore will sketch this approach briefly.

6.1 Understanding the community – needs or assets?
CONTRIBUTED BY ELAMANZI/IKHALA TRUST, ADAPTED FROM THE ABCD TOOLKIT, 2014

ABOVE: Sakhiwo Gxabela, 2004
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Activity
»  Draw up a Needs Assessment questionnaire for 

the community in which you work. It is always 
a good idea for an organisation to summarise 
the goals and objectives of their projects, at the 
same time as doing a Needs Assessment in the 
community.

6.1.3 What is a  
needs assessment? 
It is a method used to determine what the community 
needs, and that describes what the organisation will 
address through its work to achieve its goals. A needs 
assessment defines the community to be served by 
recording demographics such as age, gender and income 
levels. It is also a way to record data that is obtained 
to substantiate that the project is really needed in the 
community, as well as a way to summarise data and keep a 
record of it for funders’ reports or background information.

Steps to determine community needs
»  Draw up a simple questionnaire;
»  Arrange a public meeting;
»  Schedule informal discussions with community members;
»  Other possibilities include surveys, focus groups, 

interviewing community members or partners etc.

A Needs Assessment questionnaire 
should include
»  Requests for statistical information that will assist your 

organisation to identify the target group, such as name, 
contact details and age group;

»  Questions regarding the needs and interests of 
participants. It should list possibilities to choose from that 
are in line with your organisation’s goals;

»  Questions regarding timeslots that suit the community. It 
should list possible timeslots that suit your organisation 
for respondents to choose from.

Key questions for a  
Community Project
»  Does the project focus on important community 

development needs and does it offer long-term solutions 
to fundamental problems rather than simply reducing 
suffering in the short term?

»  Will the project promote self-reliance and sustainable 
development and the growth of competent, co-operative 
structures in the community, rather than create diversion 
or dependency?

»  Do the people who will be affected know about the 
project and do the majority of them support it?

»  Do the other stakeholders in the community know of the 
project, and do the majority of them support it?

»  Are the project’s goals relevant, measurable and 
attainable?

»  Does the project strategy provide a way of achieving the 
goals that is comprehensive and realistic in its nature, in 
its sequence and the scope of its steps, and in its timing?

»  Are there problems that may hinder the project, and 
realistic plans for dealing with them?

»  Will the community be willing and able to afford the 
project, protect and sustain it and possibly replicate it?

»  Does the project team have access to the resources 
needed for its successful completion, such as professional 
and management expertise, personnel, training, finance, 
premises, equipment, materials and transport?

»  Are there other similar initiatives in the area, and is 
the project team networking with the leaders of such 
initiatives?

»  Is the project team using available structures,  
facilities and resources where possible, rather than 
duplicating them?

Stages of a Community Project
»  Select the project
»  Form a project team
»  Research the project
»  Consult and involve the community
»  Draw up a budget
»  Define monitoring and evaluation tools and procedures
»  Start a mini-activity
»  Gather resources
»  Prepare project foundations
»  Launch project on a pilot test basis
»  Expand the project
»  Stabilise and evaluate the project
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6.1.4 Unintended Consequences 
of a Needs-based Approach
Although there may be good intentions, the needs-based 
approach has had some unintended consequences within 
the community arts sector:

»  Artists and community leaders become preoccupied with 
securing external resources

»  Leaders play up community problems and needs
»  People internalise what leaders and influencers are saying
»  Deficit mentality (‘poverty consciousness’) can develop
»  Funding tends to be directed towards artificial categories 

of needs
»  Most resources go to organisations and institutions 

‘addressing’ needs
»  Dependence develops on external rather than internal 

resources and relationships, and competition and conflict 
easily arise

“ Development brings freedom, 
provided it is development of people. 
But people cannot be developed; they 
can only develop themselves… They 
develop themselves by what they do; 
they develop themselves by making their 
own decisions, by increasing their own 
knowledge and ability and by their full 
participation – as equals – in the life of 
the community they live in. ” 
– Julius K. Nyerere, Freedom and Development

6.1.5 Asset-based Approach 

“ Every living person has some  
gifts or capacity of value to others. 
A strong community is a place that 
recognises these. ”– McKnight and Kretzmann, 1993)

There is a long tradition of people identifying and 
mobilising community assets in South Africa, particularly 
during the liberation struggle. 

Asset-based Community Development (ABCD) (or 
citizen-driven development) offers an alternative to the 
needs-based approach. Assets in communities include: 
stories, knowledge, innovations, talents, associations and 

networks, local institutions, physical assets and natural 
resources; financial resources; cultural assets; rights, claims 
and entitlements. This approach focuses attention on the 
strengths and capacities that communities already have 
and builds on from there. The intention is to surface hidden 
‘gifts’, and to grow a shared vision and appreciation from 
which to move forward. ABCD is inherently optimistic, 
based on an understanding that:
»  meaningful and lasting community change always comes 

from within;
»  every person has capacities, abilities and gifts;
»  local residents are experts and key change agents.

The term was coined by Kretzmann and McKnight (1993) 
who researched successful communities and some of their 
common success factors. They found that efforts are more 
effective and longer-lasting when community members 
dedicate their time and talents to creating the change they 
desire (rather than focusing on what is lacking). They found 
that the needs-based approach created mental ‘problem 
maps’ and a skewed view of the community.

Alternatively, asset-based development rests on the 
understanding that sustainable development comes from 
within. The approach:
»  Stimulates citizenship and spontaneity; 
»  Uses minimal external stimulus to effective significant 

change – builds from the inside out;
»  Develops a self-conscious framework for understanding 

how change happens.

ABCD links with models that prioritise collaborative efforts 
for economic and social development. The intention is 
always to make best use of the existing resource base and 
unlock leadership potential so that communities drive their 
own development. Citizenship is a core feature of ABCD 
with the desire being to shift the community from passive 
clients to active citizens and change development. The 
approach draws on participatory methods and principles 
of empowerment, self-reflection, dialogue and community 
ownership. 

Tools and methods may include: 
»  asset inventories
»  group exercises
»  storytelling
»  appreciative interviews 
»  case studies/success stories
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Why are Community Assets 
Important?
External support and funding for community development 
is difficult to obtain and may just not be available. 
Increasingly, resources for change may need to come 
from within communities before others see the value of 
investing in the work being done. Identifying and mobilising 
community assets not only encourages people to gain 
control over their lives and be proactive (rather than just 
waiting), but may also give communities more bargaining 

 Financial 
assets like cash, 
livestock, grain 
stores, savings, 
pensions, cash

What are Community Assets?
Assets refer to skills, knowledge, associations, networks and resources that add value to community life.  
There are six main kinds of assets:

Cultural 
assets like 
positive beliefs, 
traditions, 
cultural 
technologies, 
indigenous 
knowledge, 
heritage

Social assets like 
social networks, 
and relationships 
of trust and 
reciprocity

Human assets 
like skills, 
knowledge, 
labour and 
health

Natural assets 
like land, water, 
fertile soil, 
animals, weather 
patterns, slopes, 
etc.

Physical 
assets like 
roads, bridges, 
clinics, schools, 
transport, 
shelter, water 
supply and 
sanitation

power to attract and leverage resources from outside. 
Moving from an asset-based perspective, one gains a 

more positive and holistic understanding of the community 
and the potential within. It is a more empowering starting 
point and taps into existing strengths and capabilities. The 
community is encouraged to build on past success and a 
positive foundation from which to move forward. 

Summary
It is useful to summarise the two dominant paradigms:

ASSET-BASED APPROACH
‘half full’

NEEDS-BASED APPROACH
‘half empty’

Inside out

Strength, Assets,  
Opportunities, Abilities, Capabilities

Empowerment / Collaboration

Citizens / Producer of services

Initiatives

Top down, Outside in

Weaknesses, Deficiencies / Needs,  
Disabilities, Problems

Service provisions

Recipients / Consumer of services

Dependences

P.KENYON, 1994
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Task
Needs Map versus Assets Map
SOURCE: COADY INTERNATIONAL INSTITUTE, EXTRACTED FROM THE ABCD COMPENDIUM

Introduction
The information we generate about communities depends 
on the kinds of questions we ask. This exercise compares 
the types of maps we generate (assets or needs) in 
communities.

Instructions
Think about the community where you live. What would 
you find if you only focused on its needs and problems 
(“glass half-empty”)? When the discussion ends, look at the 
example below.

Example: a needs map focused on what communities lack, not what they have

SOURCE: GIBSON-GRAHAM, J.K. SURPLUS POSSIBILITIES: POST DEVELOPMENT AND COMMUNITY ECONOMIES. SINGAPORE 
JOURNAL OF TROPICAL GEOGRAPHY, 26 (1), 2005, 4-26

BUSINESSES AND PHYSICAL INFRASTRUCTURE

LOCAL ASSOCIATIONS AND INSTITUTIONS

Lack of 
infrastructure 

investment

Electrical 
brownouts

Poor potable 
water

Conservative 
institutions

Natural  
hazards

Depressed 
agriculture

Conflict  
factions

Poor 
leadership

Few NGOs, 
people’s 

organisations

Inactive 
organisations

Corruption
Lack of 

technical 
know-how

Limited services offered by organisations

Poor  
sanitation

Poor waste 
management

No ATMs

PEOPLE AND PRACTICES
» Gender conflict

» Domestic violence
» Lack of skills

» Vices, gambling, gangs
» Drug addiction, malnutrition

» School drop-outs
» Lack of entrepreneurship

» Lack of capital
» Lack of confidence to lead

» Lack of risk-taking
» Individualism
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Figure 1: An assets map for the village of Jagna, Philippines
SOURCE: GIBSON-GRAHAM, J.K. SURPLUS POSSIBILITIES: POST DEVELOPMENT AND COMMUNITY ECONOMIES. SINGAPORE 
JOURNAL OF TROPICAL GEOGRAPHY, 26 (1), 2005, 4-26

BUSINESSES AND PHYSICAL INFRASTRUCTURE

LOCAL ASSOCIATIONS AND INSTITUTIONS

Large 
merchandisers, 

furniture, 
hardware, 
pharmacy, 
groceries

Good water 
supply

Good climate Unpolluted 
environment Good road links

1 hotel,  
1 hostel

Beaches New public  
market

Large modern port

Scenic 
 landscape

Cellphone 
connection

7 high schools FedEx

Food supply

PEOPLE AND PRACTICES
» Strong family ties
» Young population
» Respect for elders

» Care of poor
» Literacy, educated population

» Voluntarism
» Labour-sharing practices
» Credit-sharing practices

» Professionals
» Fishing and farming skills

» Arts and craft skills
» Various skills training remittances

» Cultural activities
» Religious beliefs

» Traditional beliefs  
» “We can do it” attitude

» Enthusiasm for new projects

By contrast, think about the communities where you live once more. This can be done in pairs or by the whole group. What 
would you expect to find if you focus on its strengths and assets (“its glass is half-full”)? 
When the discussion ends, look at the example below.

Example: an asset map focused on the resources and 
assets that exist in communities

Active local 
government unit Active NGOs Church 

organisations

2 hospitals

Postal service

Gymnasium

Labour groups

1 private 
college
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Both of these maps are of the same community. It’s all 
about our perspective. Ask the participants what this 
exercise tells us about the importance of asking the  
‘right’ questions?

Dr Felton Earls, a Harvard professor of public 
health, embarked on a 15-year study in communities 
across Chicago. In his research he found that the 
most important factor affecting levels of health in 
neighbourhoods was what he called ‘collective 
efficacy’. This is the capacity for people to act together 
on matters of common interest; what could be seen 
as an ABCD approach. This is interesting, since one 
might assume that it would be levels of wealth, crime, 
environmental factors or access to healthcare that 
impact most on health. When communities create and 
celebrate culture together, they are likely to be more 
healthy communities. 

You can read more about these kinds of 
communities, here: https://www.pps.org/article/

artsprojects 

COMMUNITY ARTS CENTRE PRACTICE6

ABOVE: Community Arts Centres in discussion  
at Artscape.

BELOW: Images from Philippi Arts Centre reflecting  
their development.

https://www.pps.org/article/artsprojects
https://www.pps.org/article/artsprojects
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Case Study
Philippi Arts Centre
INTERVIEW WITH ODWA STIMELA, PHILIPPI ARTS CENTRE, 17 SEPTEMBER 2022, BY ELAMANZI

How did your journey with  
ABCD start? 
We met in 2013, at a time whereby I was part of Inyanda 
Youth Network – all I knew was the needs-based 
approach when it came to how to tackle development. Our 
organisation had started through dependence on funding…
everything was just given. At that time, my ‘gift of the gab’ 
put me in a position where I was pulling together different 
arts groups in my neighbourhood and we created the 
Inyanda Youth Network. In partnership with a local NGO – 
everything was easy. They asked: “what do you need?”  
and we would wait for them to give it. We got used to that. 

When we got hit by EU funding, we never thought  
it would destroy us so much. It kept us in a position  
where we couldn’t operate. It looked like a great thing 
(from a needs-based approach); it looked Utopian, that 
everything was going to be solved, we were going to get 
this one big funding that would solve everything – not 
knowing that the opposite was going to happen. Our 
problems did not get solved; they were just brushed  
away and piled up like cancer.

When we met Elamanzi in 2013 in the initial ABCD 
training, the network was at such a low point. We were 
living destructively, just to make a point and express what 
we felt. We felt we were victims, and we didn’t see the part 
we played in this. It was needs based, so we were definitely 
going to point the finger at ‘the problem’ – the funders and 
NGO partners.

How did ABCD affect your way  
of thinking?
With ABCD, the paradigm shifted so much, even the 
approach of facilitation. The first thing I noticed was 
sitting in circle – that is the first ABCD tool I experienced 
on a deep level. From that point, I tasted it and I got very 
interested. I thought: “Cool! I want more of this”, to see 
where does this go…

And then Appreciative Inquiry – knowing that the first 
conversation is about you, what do you appreciate about 

yourself, what do you think is the best quality of you, and 
before you even hear yourself, you see other people’s 
faces light up. Even people you know, people that you’ve 
been with, that you haven’t seen smile in a long time – 
now, in that moment in that circle, seeing others allowing 
themselves to be vulnerable and feeling so safe around 
each other. It was beautiful to be in that. That was the 
second tool that I experienced that got me in…. 

Remember this was at a time when we were not 
appreciating anything about us. We were so convinced  
we were nothing, we were not even worth the organisation 
that we had built. Then, to be reminded in that circle. It 
reactivated something in me that was dying…

I started to be ready, to be comfortable enough to let go. 
I started thinking: “Why am I so uptight with this?” I needed 
it to work out desperately; I felt my time has to only be 
spent on this and convincing big people, big authorities, my 
parents that I can make something out of this – why am I so 
desperately hanging on? I started questioning it and having 
conversations about it that I wanted to have, speaking from 
an appreciative point. It became more about me tackling 
the situation from a relaxed, assured point. My mind just 
opened, I started unlearning slowly. My willingness to that 
was made easy by the fact that the doors were already 
open with ABCD.

Then from there, the Mapping of the Assets was the 
third tool that got me – another highlight. Looking at the 
matrix of my community – you don’t just expand yourself, 
it is by connection – you connect with others. And then, 
from those connections, there is a network – and I started 
realising the whole other side that I was not aware of, our 
organic development. I started understanding. We had 
been so spoonfed; we never got a chance to actually be 
independent and stand by ourselves and do things – write 
our own proposals, set up our own constitution – it had 
been done for us.

I started experiencing myself and my network in a 
different way. People became very light, realising that it is 
definitely possible to apply ABCD. It showed us that what 
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we did was actually asset-based – we took our own talent, 
we made something out of nothing, we made a demand, 
we made a culture and made such a good organisation that 
attracted attention and international funding. But what did 
it mean if we don’t value our own selves? If we don’t value 
the thing that made it possible in the first place? That is the 
threat that really got me.

We are talking about paradigm shifting – the steps it 
takes to change your way of thinking. When you start 
understanding the system, you understand why things  
are formed the way they are. You start seeing everything. 

How did Philippi Arts Centre start?
After 2013, it was inevitable that we would start another 
organisation and be attracted to starting more. We were 
now out of the NGO/funder space, we were out of their 
command, we were no longer subjected to their money – 
now we were going to do our own thing. We created the 
Bridge Experience and registered it as an NPO. We have 
never applied for funding throughout its whole existence, 
yet it has done so much as an organisation. Till this day, 
it never had a bank account, which people don’t realise, 
because we self funded it.

We launched the Philippi Jam Session (2015) using 
our assets. We were no longer being given money, but 
were taking out of our own pockets, hiring the PA system, 
the venue, the transport. That was the first time I felt 
comfortable doing that because my paradigm had already 
shifted – to enter that felt very easy. People said: “You are 
crazy, that is a lot of money to spend and you will not get it 
back!” I said: “I know what I am creating right now, I know 
the bigger picture to this. The money that we are using now 
is nothing compared to the asset we will get beyond this.” 
So, we created that session and made it bigger than any 
other session at that time – it ended up setting a standard. 

We self facilitated the Arts and Culture Champions 
platform in 2016 (registered in 2017). From there, we went 
to high schools and facilitated cultural events in other 
spaces. We were attracted to the idea of finding a space 
within our own community and creating an Arts Academy 
– because now we see assets everywhere. When we see 
space we see more possibilities because our perception 
has changed. Seeing possibilities where others see 
nothing….

When Covid hit – everyone was just down. People got 
to our level – the level that we had been at all this time – 
no gigs, not having opportunities for funding – that was 

our lives! We had more manpower now and thought cool 
– “Let’s Go!” We could do more because everyone was 
vibing on the same frequency. We were willing to use that 
spirit to make that one thing that could benefit everyone. 
We took over a vandalised building and once we got in – 
we cleaned it, set up meetings, set up the constitution, set 
up the structure and the AGM. We have our own Executive 
– not enforced by anyone but by our own hands. We control 
and run this Centre without funding. 

We have attracted media attention through our efforts 
and new partnerships. We were invited through STAND 
Foundation to the Department of Sport, Arts and Culture’s 
National Arts Summit where we got noticed. Everyone is 
needs-based so we stood out – coming with a different 
energy, a different approach. This led to the point of 
currently being the Chairperson of the Community Arts 
Centre Network of the Western Cape (CACNET).

What is the benefit of ABCD  
for you and your organisation?
We have proved that artists can be trusted to organise, 
to self organise. We have the ideas, we can keep it going, 
utilising our networks, drawing on our relationships. 
Starting from ground zero – we realised if we can do this, 
we can do more, and prove to people that this is possible.

We have been subjected to so much negativity. Now we 
know what we are doing, we are doing it for the good of 
everyone. We know we have good intentions. We are able 
to build on co-investments we receive from others, nothing 
is little – we are able to make it more. We are able to 
scratch any asset to its fullest potential, because we have 
scratched ourselves to the fullest potential. When we took 
it from nothing and lost it. And took it from nothing again 
and built it to the place where it is now. The biggest asset 
you have is your mind, your heart, your soul, your spirit. 
When you rely on these, they keep you going and keep 
you connected to Creation – the biggest asset of all. When 
you tap into that higher frequency, you realise that you are 
not just what you have. You are way more. That was my 
experience of ABCD. 

COMMUNITY ARTS CENTRE PRACTICE6
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⊳ After we were done cleaning up, we started 
working the land and beautifying the space. 
Besides the art programmes, food security was 
a project we started, to speak to the problem of 
hungry participants who come from struggling 
homes and find themselves at the Philippi Arts 
Centre wanting to learn how to dance, for example, 
but getting distracted because of hunger.

⊲ From those participants, came 
our Philippi Art Centre Dance 

group. The very young ones from 
10 to 14 became our traditional 

dance group and the older ones (16 
to 20) became our Contemporary 

Dance group. Both groups are 
facilitated by experienced and 

professional facilitators.

⊳ For those who don't like 
performing arts, we provided the 
visual art programme. An idea then 
came to have a Fun Day dedicated 
to the kids, looking at academics 
and artistic elements. We bought 
some equipment and set up a 
programme. Experiential learning  
was how we approached it.

⊲ We had an issue of having more  
girls coming in than boys at the centre. 

We had meetings to try and solve this 
until we decided to do a DJ Class, 

which saw more boys coming in and 
feeling included. The aim is to actually 

take them to camps and teach them 
about teamwork.
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Philippi Arts Centre – Asset Inventories

CULTURAL ASSETS

»   PRINCIPLES, VALUES, BELIEFS 
Family and friends, school, sharing, love, respect

»   CUSTOMS, TRADITIONS, PRACTICES 
Going to the mountain, sharing, church, swimming, 
sharing oral tradition

»   CULTURAL TECHNOLOGIES AND INDUSTRIES 
Trending clothes, clay sculpture, drawing and painting, 
marimba, djembes, house, Kwaito, parks, TikTok, 
Facebook, Instagram

»   CULTURAL GROUPS AND ORGANISATIONS 
Soccer, cricket, choir, Philippi Village, Ithemba Labantu, 
Umxhentso, Philippi Arts Centre

SOCIAL ASSETS

▲ Mapping the assets in and around you.
What is there?  Who is there? What are they offering?
You begin with the people (social networks) you know 
directly; that makes your inner circle. Then you expand to 
the networks you know through other networks.

This helps you know what’s there and what you can use 
as leverage when negotiating with stakeholders. 

▲ Another part of mapping assets is seeing your community 
as it is set up and knowing your position in it. This activity 
reveals how differently each of us sees our community and 
views authority. Debates come out of this, because not all 
perceptions are the same. There is a saying that says, “we 
see things as we are, not as they are.”

It’s important for us artists to investigate our perceptions 
of our community and if needs be, change it to suit the 
collective vision.
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PHYSICAL /NATURAL ASSETS

▲ These are physical maps of the community which show the proximity of the community arts centre to other community assets.

ABOVE: These are our low-hanging 
fruit... what actions we can take 
without too much effort.

LEFT: Here you can see our vision 
for our community. These are the 
principles and values we bring to our 
community work.
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6.2.1 Introduction
As a facilitator introducing an ABCD approach, it is useful 
to build a new language which breaks through people’s 
conditioning and encourages a shift towards focusing on 
community assets as opposed to needs. There may be 
some resistance from community members and even within 
our own organisations, if people are used to operating from 
a needs-based perspective and they are stuck in their own 
comfort zones. 

Unpacking and shifting thinking about the very concept 
of poverty itself has proved to be a powerful approach, 

for all development workers strive to address poverty in 
some form or other. Yet the understanding of poverty tends 
to be limited to material poverty. The psychological and 
spiritual aspects are often ignored as they are often hidden. 
But they can be very dangerous. By defining poverty in 
its different forms, the understanding of the group tends 
to broaden. This activity also tends to reveal that poverty 
is universal and can affect people from all walks of life in 
different ways. It may also be possible to tackle poverty at 
the root if we understand it in all its forms. 

6.2 Exploring Types of Poverty
ADAPTED BY ELIASOV FROM COMMUNITY CONNECTIONS, 2006, CITED IN ABCD COMPENDIUM

Task
6.2.2 Exploring Types of Poverty
Ask the group: what is your 
understanding of poverty? 
As community workers or development practitioners our 
work is about fighting poverty; so what exactly are we 
trying to fight? Usually people mention material poverty – 
no money, no shelter, being hungry and cold. On a piece of 
flip chart or cardboard paper, you can highlight Poverty of 
Stomach as one kind of poverty which is very immediate. 
Highlighting that there are still two other kinds of poverty, 
ask the group to think deeper. Sometimes, Poverty of Mind 
and Poverty of Spirit are revealed. The facilitator can also 
highlight the three types and ask for examples, as well as 
the opposite: Abundance/Freedom:

»  Poverty of Mind: ignorance, superiority/inferiority 
complexes 

»  Poverty of Spirit: depression, arrogance, dependency, 
greed, loneliness

»  Poverty of Stomach: insufficient food, clothes, shelter

Ask the group what they understand to be the opposite of 
poverty. What state would we have if we had no poverty 
in any form? Is it possible to have a state of abundance 
or true freedom – freedom in mind, in spirit and freedom 
from physical suffering? Discuss the conditions that create 
freedom and abundance, using and growing what we have, 
at the same time addressing poverty in all forms.

ABOVE: Phillipi Arts Centre members work 
together to beautify their centre.
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6.3 Building Trust  
and Relationships 
A key element of good community work is to build trust 
within the immediate team and the broader community. 
This is sometimes more difficult than it might seem. 

Some pointers include the following:

» Make people welcome: To make the 
collaboration work for everyone, investigate 
what rituals are important to make people feel 

comfortable – this might include thinking about the times 
of meeting, the choice of meeting place, how information 
is managed, what languages are used, how the meeting is 
managed, etc. How can you include the diverse range of 
people you will need to bring together to make this work?

» Take time to build relationships: Getting to 
know people through doing practical tasks 
together can be useful in this respect; taking 

time for a check-in so that you learn something about 
people’s personal experiences. Caring for others (and 
ourselves) is important. 

» Participation: Try to involve everyone in 
meetings. Make sure that the purpose of the 
meeting is clear, set a process and determine 

together rules for participation and decision-making. Try 
to stay focused on actions and getting the work done that 
needs to be done. Make sure that everyone is heard. You 
will need to limit the time of those who always talk, while 
inviting participation from those who don’t. Avoid gate-
keeping if at all possible; in other words, preventing certain 
people from participating in processes, due to differences 
of opinion or other reasons. Give away power so that power 
is shared, rather than held by one person.

» Get started: It is also important to get 
started, and to take concrete steps towards 
working together. However, every time you 

meet, you will also need to reflect and review, improve and 
grow, and continuously add people to the collaboration, 
learning as you go. Waiting to begin until “we are all ready” 
or “everyone is represented” can be self-defeating. Rather 
get going, but keep open to change and development as 
you evolve. Doing is learning.

» Transparency: Disclose self-interests – 
understanding why people are there and 
what they hope to gain, for being part of the 

communal process is important to having people work 
together in a trusting environment. In Phakama: Making 
Participatory Performance, the concept of “give and gain” is 
central to the communal experience of making art together. 
Everyone has something to give and everyone has 
something to gain. Articulating this at the start of a process 
of working together can be helpful to build transparency 
and trust.

» Accountability: Do what you say you  
are going to do – this is the first step to 
building trust. Hold others accountable for 

what they have said they will do. Monitoring activities  
and achievements can help people to feel that they are  
on track. 

» Conflict management: When conflict arises 
(and it is inevitable that it will), manage it 
calmly. Revisit your vision and mission, and 

see whether this helps you to resolve the issue or debate. 
Find a process or person to facilitate the resolution of the 
conflict. Separate the conflict from any ideas about right 
and wrong. Make sure that all sides are heard and that you 
listen carefully to what is being said. Don’t burn bridges by 
allowing emotional responses to take over. If you are not 
able to resolve the conflict internally, it may be time to find 
a neutral person to mediate for you. 

» Communicate: Make sure to check that 
you are being understood. Reflect back to 
people what you think they understand if you 

are not sure that you are on the same page. Be honest 
in your communication and then try to attend to people’s 
objections or concerns. If you keep communication 
channels open, it is generally possible to find solutions. 
Ensure that what happens in meetings is recorded and 
shared timeously and that there is a feeling of progress 
from one meeting to the next.

» Give acknowledgement: Ensure that  
people are always acknowledged and 
thanked for their contributions. Be welcoming 

and practise gratitude. This will go a long way to building 
trust and engagement. 
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» Celebrate when you reach a milestone, 
and reward and acknowledge those who are 
going, as well as those who are staying. This 

builds a sense of community cohesiveness.

6.4 Ethics of Community 
Engagement 
Ethics are a code of thinking and behaving governed by 
personal, moral, legal and social standards of what is 
considered “right”. 

It is important to reflect on these since they will shape 
the direction of your choices and actions, consciously 
or subconsciously. Since ethical issues are often multi-
faceted, it is important that Community Arts Centres work 
on their ethical guidelines and policies before issues arise.

Perhaps the key idea is that you should “Do No Harm”. 
This is the basis of the oath that medical practitioners take, 
called the Hippocratic oath after the Greek philosopher. 
So sometimes the best action is in fact no action at all. 
In addition, there is what is known as the Golden Rule. 
Common to most religions it has been stated as: “Do to 
others what you would have them do to you”. These two 
principles underlie most ethical considerations.

So when you take action, you want this action to be 
the best for everyone under the circumstances, not just 
the best for a few. This can be difficult to determine, but it 
basically means that you are actively striving to better the 
situation for all those in the community, considering all the 
various persons upon whom the actions might impact and 
trying to see the situation from their various points of view. 

Artists who work with communities as collaborators or 
contributors to their work need to consider how to create 
a platform for collaboration that empowers those who are 
engaging with them.

Another key concept in ethics is respect:
»  Respect for every person involved as a unique individual 

who matters; 
»  Respect for each person to be able to determine what 

they need and what is best for them and their community; 
»  Respect for people’s basic human and legal rights, thus 

refusing to take advantage of others for gain of any kind; 
»  Respect for people’s privacy and confidentiality, thus 

getting their consent to share information or for their 
participation in some part of your programme. 

Often ethics are complex, and some situations need a  
great deal of discussion and reflection before action 
should be taken. However, considering ethics carefully 
and working in an ethical way will ultimately enhance the 
reputation of your organisation and your programmes 
within the community. You will be more trusted, will be able 
to recruit support more easily and will be seen as more 
credible and effective.

Organisations and individuals may also find themselves 
in legal trouble if they cross ethical boundaries (for 
example, if they bully staff members or abuse participants 
or misuse funds). There are also legal requirements to take 
action in certain circumstances: for example, it is necessary 
to disclose any suspected instance of physical or sexual 
abuse or neglect of children to the proper authorities.  
It is therefore extremely important to have a code of  
ethics that is understood by all those involved in the work 
of the centre.

Conflicts of interest are also considered unethical if 
not declared and a remedy found, since here someone’s 
personal interest may influence their actions in some way. 
Even the appearance of a conflict of interests should be 
avoided. 

If there is a conflict of interests, it is important to disclose 
it and to find a way to remove yourself from the decision-
making or space in which this conflict exists. 

See Toolkit: Governance for  
more on these issues 

Task
»  What are the ethical commitments or values that will 

guide your work in the Community Arts space? 

https://www.standfoundation.org.za/wp-content/uploads/2023/02/Toolkit-002_Governance.pdf
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Ethical behaviour then means actively striving to do what is 
right for all participants and for the community, and treating 
everyone involved in the work of the organisation in an 
ethical way. 

It also means living up to your responsibilities:
» To team members
» To participants and beneficiaries
» To funders
» To the community

To do this you will need to involve the community in 
decision-making and foster community ownership of the 
programme as much as possible. This can also help you to 
secure the protection and support of the community, which 
will benefit your organisation and work in the long term.

6.5 Strategies of 
Community Engagement
Common core principles for community  
engagement are to:
» Be community-driven
» Have community relevance
» Build collaboration and partnerships
» Build capacity
» Attend to process
» Recognise multiple forms of knowledge
» Be action- and outcomes-oriented

Forms of community engagement can range from 
consultation (where those driving the action strive to listen 
to the experiences of individuals or communities), to public 
engagement (which means there is a two-way process of 
listening and sharing expertise, often between specialists 
or researchers and community members, or between 
government entities and the communities they are meant to 
serve), to direct involvement (where a range of people from 
the community actively contribute and are involved in the 
design, conduct and shaping the results of the action).

Three broad strategies for community engagement are:
»  The popular education model, which draws on the critical 

pedagogy of Paulo Freire (1993) and aims to democratise 
education, particularly for those who have been excluded 
in the past, or whose knowledge is not considered to 
be important. This approach focuses on the need to 
engage communities to identify a problem and generate 
solutions to bring about personal, social, political or 
environmental change. Augusto Boal’s work in Theatre 
of the Oppressed, which includes forms such as Image 
Theatre, Forum Theatre and Invisible Theatre, was deeply 
influenced by Freire’s thinking. Many techniques have 
been derived from Boal’s approaches and are used in 
community engagements. 

»  The action research model focuses on social research 
with action to bring about social change and is based on 
the work of psychologist Kurt Lewin. Action research can 
be used to create artworks both within community spaces 
and as the basis for art that ultimately moves beyond the 
community in which and for which it was made.

»  The participatory model is where communities are 
actively involved in researching, organising, identifying 
community issues, planning actions, and implementing 
and evaluating these.

While these strategies are used in research, they are 
equally used in the creation of community-based artworks. 

Empatheatre is an example of a methodology that has 
been developed in South Africa and combines elements 
of action research and community participation. While 
Empatheatre is not strictly speaking Community Arts, it 
has worked extensively within a variety of communities 
to create powerful plays based on local experiences and 
then to use these plays as a way of engaging the same 
or different communities in dialogue about the issues the 
plays raise.

Task
»  Consider your work in the light of the above core 

principles. Where is your organisation strongest? Where 
does your organisation need to pay more attention?



52 | DEFINITIONS, ENVIRONMENT AND ROLES 

COMMUNITY ARTS CENTRE PRACTICE6

Case Study
Empatheatre 
Taken from www.empatheatre.com  

Empatheatre is a research-based, theatre-making 
methodology that emerged from friendship and solidarity 
between artists, academic researchers and responsive 
citizens. The process begins with extensive action-based 
research in which co-participants and key partners work to 
identify matters of concern and a pressing central question. 

Through these research explorations the team works 
iteratively to shape the research data into an engrossing, 
relevant and true-to-life theatrical experience. The 
theatre production offers new ways of seeing different 
perspectives on a complex situation, and above all honours 
the participants’ narratives. The script is first performed to 
participants and partners to check the credibility of the play. 

Performances are then rolled out to strategic audiences. 
Audiences are made up of people with different levels of 
agency, power and privilege in relation to the matter of 
concern. Audience members are invited who hold diverse, 
even conflicting, views on the central concern represented 
in the play. 

Post-play facilitated dialogues with the audience allow 
for another layer of reflexive data to emerge in relation to 

the issue of concern. In this way Empatheatre is a method 
of conducting and publicly interrogating research that 
democratises the way in which we surface and co-create 
knowledge.

Ulwembu: Over the course of 2015, a dynamic team 
of storytellers, playwrights, theatre-makers, academics 
and researchers explored a growing concern on the rapid 
increase of smoking heroin in communities around Durban, 
in KwaZulu-Natal. Locally the drug is known as Whoonga, 
and is usually a concoction of B-grade heroin and a variety 
of other toxic chemical components. The result of the two-
year research and play-making process was a powerful 
theatre production titled Ulwembu (isiZulu for spider web). 
The creative team consisted of Neil Coppen, Mpume 
Mthombeni, Dylan McGarry and The Big Botherhood made 
up of Vumani Khumalo, Phumlani Ngubane, Ngcebo Cele, 
Sandile Nxumalo and Zenzo Msomi. To create the script, 
the group listened to oral histories and testimonials from 
a broad cross-section of Durbanites, and transformed 
these accounts into an unforgettable documentary-theatre 
production on street-level heroin use in the city. 

RIGHT: Zenzo 
Mnsomi and 

Ngcebo Cele in 
a scene from 

Ulwembu at the 
Playhouse Loft, 

2015.

Photo by Val Adamson

http://www.empatheatre.com
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What is advocacy?
ADAPTED FROM ARTERIAL NETWORK’S ‘ARTS  
ADVOCACY AND NETWORKING TOOLKIT’ AND  
IETM’S ‘A FOR ADVOCACY TOOLKIT’

The Arterial Network’s ‘Arts Advocacy and Networking 
Toolkit’ builds upon the definition of the International HIV/
AIDS Alliance of Advocacy as ‘a process of influencing 
people in positions of power, be they individuals, groups or 
institutions, to bring about favourable change in policies, 
laws and practice’. The toolkit also defines advocacy as 
‘what networks, NGOs, community groups and institutions 
use to make changes in their environment, community, 
workplace or government, by raising awareness’.

So advocacy is therefore “the act or process of 
supporting a cause or a proposal” in order to create  
change. It implies both communication and action 
– advocacy can be variously thought of as arguing 
for something, defending, pleading, recommending, 
communicating, educating, enlightening and inspiring. 
However it is also organising, meeting, planning,  
protesting, demonstrating and taking action. 

It is targeted in its approach, in that you are hoping 
through your advocacy to build support for your cause.  
This support might be from others who share your ideas  
and values, or from those who may have the power to  
make change possible, but may need a lot of persuasion  
in order to act. 

Advocacy can happen on multiple levels. It can happen 
within a family, a community, a nation or across the world. 
Effective advocacy hinges on continuous education and 
communication among supporters, decision makers and  
the public.

In order to get support for community arts, it is vital that 
there is sufficient advocacy and lobbying of government 
and other key roleplayers to ensure that the community 
arts have a voice. We have seen a growing visibility of 
community arts organisations and centres over the last 
years as Covid-19 has had a deep impact on the survival  
of community arts and artists. 

Advocacy through dialogues such as the Shukuma 
Mzansi series, and through other parallel processes, has 
meant that there is an increasing presence of community 
arts in proposed policies, charters and indeed in the White 

7. Community Arts Advocacy 
Paper. Community artists must continue to push for the arts 
at the local level to be supported.

When designing an advocacy strategy, IETM suggests 
that you consider 5 key questions:
»  WHY do you want to engage in advocacy? Define your 

goal and objectives.
»  WHAT do you plan to do? Define how advocacy fits  

with your organisation’s strategy and mission; quantify 
the efforts in terms of human resources, money and 
working time.

»  HOW do you plan to achieve your goals, deliver your 
message, and carry out your activities? Shape your core 
message, your actions (campaign, petitions, etc.) and  
the tools you will use to reach your objectives; define  
a monitoring and evaluation system.

»  WHO will be your targets, your allies and your 
opponents? Analyse the context you work in and define 
who you want to influence (your targets), as well as your 
actual and potential allies and opponents.

»  WHEN will you deliver your message? How long will your 
advocacy action last? Define an overall timeline – from 
now to the moment when your goal will be achieved, and 
the crucial moments to take into account.

WHAT DO YOU PL AN TO DO?

Gather evidence
As you build a case for your advocacy message, it is 
important to have your arguments supported by the facts. 
Gather existing knowledge and build on it. Look to see 
what evidence there is for your argument (what data and 
research is available). Consider how you can use the 
existing evidence to define and focus your appeal. You may 
want to use resources from organisations such as the South 
African Cultural Observatory (SACO) or Business Arts South 
Africa (BASA) as part of your argument.
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Shape your core message
Define your message by preparing a one-minute message. 
This should include: 
»  Your statement
»  Some evidence 
»  An example
»  A call for action

Then elaborate on this core message to create longer 
statements, which are more complex.

Connect to important voices
Do this wherever possible. Use your social media networks 
to identify these people. 

As an example, Kumi Naidoo, formerly of Amnesty 
International and Greenpeace, wrote this article 

as he launched a new foundation to support what he calls 
“artivists”. It is a powerful call to philanthropy to support 
grassroots arts and culture. 

Read the article here: https://medium.com/@
kuminaidoo/an-open-letter-to-the-philanthropic-

community-harnessing-the-power-of-arts-and-culture-for-
2fc79cab43a9 

This type of resource may be greatly useful within 
your advocacy strategy.

Define your actions
Here you look at your objectives and then you build a list 
of actions to achieve each objective. You will then consider 
who to involve, when the action should happen, who will 
be responsible, and how much it may cost. You may also 
want to reflect on your proposed actions to see which are 
going to be most likely to succeed. Prioritise and order your 
actions so that you have a clear path for  
your advocacy campaign. Decide how  
you will monitor and evaluate the  
results and within what timeframes.

WHO ARE YOUR TARGETS, ALLIES 
AND OPPONENTS?

Advocacy is all about influencing people, so it is extremely 
important to work out who has the power to take decisions 
that could bring about change, and who has the power to 
influence those decision-makers.

Targets: These are the people who you know you need to 
reach. You may decide to reach out to them via email, since 
this gives them an opportunity to consider your message 
in their own time. However, there are also many other 
strategies. Inviting them to attend performances or to join 
your board may be a way to bring them onside. 

IMAGE BY STORYSET ON FREEPIK

https://medium.com/@kuminaidoo/an-open-letter-to-the-philanthropic-community-harnessing-the-power-of-arts-and-culture-for-2fc79cab43a9
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Allies and Opponents can be defined within a spectrum 
as depicted below. These groups of people also need  
to be identified and they will need to be targeted in 
different ways. 

Consider what platforms need to be created in order to 
bring them into supporting your cause, while activating 
those who may agree but are less involved. Build 
partnerships and alliances wherever possible and reach 
outside of your sector to do this, since this will make 
community arts more visible in society. Make sure that 
you utilise the traditional media as well as social media to 
amplify your message. 

Even your opponents need to be engaged, so ensure 
that you create the right platforms for this to happen. Try 
to remain in dialogue with those who disagree with you, 
by looking for common interests. In this way you can build 
broad-based solidarity over time.

See figure below.

CONCLUDING THE CAMPAIGN

Finally, make sure that you think through how your 
advocacy campaign will end. What happens if you  
don’t succeed? Will you adapt your tools, methods and 
message, and keep going, or will you give up? How will  
you communicate with your allies about how and why you 
are ending the campaign, when finally you need to end it?

Consider your exit strategy and how you can best utilise 
the success and/or failure of the advocacy campaign to 
ensure that you continue to survive and hopefully thrive  
as an organisation and a sector.

THE ‘SPECTRUM-OF-ALLIES’ (SOURCE: ‘ACT! 2015 ADVOCACY TOOLKIT’, PAGE 47)

Active Allies
Decision-makers and influencers 

who agree with you and are 
fighting alongside you.

Active Opponents
Those who are actively working 

against you to undermine or 
oppose your efforts.

Passive 
Opponents

Those who disagree  
with you, but who aren’t 

trying to stop you.

Passive Allies
Those who agree with 
you, but aren’t doing 

anything about it.

Neutral
Those who are neither 

for nor against your 
issue, and who are 

unengaged.

Least powerful

Most powerful
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Artist: an individual who:

»  Creates, or gives creative expression to, or recreates 
works of art in any discipline (music, visual arts, 
theatre, dance, literature, film, design, craft) and/
or who does so in an interdisciplinary or cross-
disciplinary manner;

»  Works vocationally in the arts, seeking to make their 
primary living within the arts; and

»  Self-identifies as an artist and/or is recognised as 
such by the public, by critics and by their peers 
[UNESCO’s 1980 Recommendation Concerning the 
Status of the Artist].

Arts and Culture Network/Forum/Federation: an 
organisational form for action-orientated collaboration, with 
its actions directed to governments, civil society bodies 
(CBOs/NGOs), educational bodies, the private sector or 
to the public at large. Its main functions are coordination, 
support, advocacy and promotion.

Arts and Culture Organisations: organisations (or groups), 
formal and informal, that are using creative arts and/or 
heritage – either theatre, music, dance, visual arts, crafts, 
design, film, multi-media, literature, memory work or other 
art forms – to present, entertain, educate and train.

Audience: refers to people who ‘consume’ the arts, 
whether paying or not. ‘Markets’ refers to that part of the 
audience that pays for the arts. 

Community Arts: a huge spectrum of practices connected 
by the belief that the arts are essential to human life 
and that everybody should also have the right to freely 
participate, create and enjoy. 

Community Arts Centres: important institutions for cultural 
development in marginalised communities providing 
physical spaces for inclusivity and the promotion of 
access to arts engagement, making and training for all. 
Community Arts Centres serve to provide opportunities 
for the participation in arts and culture at the local level, to 
provide for cultural enrichment, expand the participation of 
communities in arts and culture experiences, and to create 
opportunities for income generation.

Community Arts Organisations: are those organisations 
based in and/or providing a developmental service to 
communities, using arts, culture or heritage, beyond 
economic development alone. They may be income-
generating or not, but the artistic activities generally serve 
the community in which they are based. Community arts 
organisations may grow and expand beyond the founder/s 
of the organisation and bring in expertise from outside of 
the direct community.

Community Arts Practice: that which involves community 
arts professionals creating opportunities within 
communities for people to develop skills and to explore and 
develop ideas through active participation in the arts.

Culture: the way people live together, interact, compete 
and co-operate; key to achieving inclusive development, 
to strengthening social bonds and cooperation, and to 
fostering creativity and innovation.

Cultural Ecosystem: the interlinked and interdependent 
system of cultural organisations, groups, sites and places 
(as well as those non-cultural elements that support such 
systems), including both independent and state-run place-
based arts and culture centres and organisations, as well 
as state-established and independent arts and culture 
networks, which lead to the creation of cultural value and/or 
the demand of cultural offerings.

Cultural Expression: acts of cultural participation that help 
communicate messages of change, affirm shared and/or 
suppressed heritages, build social cohesion and ease the 
sufferings of populations struggling to affirm their dignities 
and freedoms.

Cultural Networks: a form of organising (i.e. soft 
infrastructure) and not organisations (i.e. hard infrastructure), 
establishing such bodies to improve co-ordination and 
communication, and enhance participatory decision-making 
in order to further local cultural development. 

Economic Development: economic growth and the 
generation of wealth, the best of which contributes to 
broader social wellbeing.



DEFINITIONS, ENVIRONMENT AND ROLES |  57

GLOSSARY OF TERMS

Human Empowerment: programmes that build human 
capabilities are central to community empowerment. 
This suggests work that engages with the cultural value 
systems, knowledge and wisdom of individuals and 
communities in order for them to be more active, as well as 
productive, citizens/residents.

Indigenous Arts: arts reflecting the values, beliefs, ideas 
and forms of original communities and people, and created 
and performed by them and/or their descendants.

Indigenous Knowledge Systems: the Indigenous 
Knowledge Systems (IKS) developed and maintained by 
South Africa’s indigenous peoples pervades the lives and 
the belief systems of a large proportion of the country’s 
population. Such indigenous knowledge manifests itself 
in areas ranging from cultural and religious ceremonies 
to agricultural practices and health interventions. 
[Introduction to Indigenous Knowledge Systems Policy of 
the Department of Sport, Arts and Culture]

Local Arts and Culture Centre: represents an arts and 
cultural management and leadership capacity for arts 
and cultural programming at a local level, which enables 
communities to access arts and cultural activities (as 
participants), experiences (as audiences) and a range of 
ancillary social and economic benefits. Key to this definition 
is a shift away from primarily thinking about an arts and 
culture centre as an infrastructural input (i.e. a building) 
and a shift towards thinking about a centre more rigorously 
in terms of its outputs, or what it actually ‘does’ (i.e. its 
programme).

Participatory Governance: the engagement of residents 
in civic life is seen as central. This suggests that processes 
and tools for ensuring participatory engagement are vital, 
including those that allow all voices to be heard.

Social and Cultural Infrastructure: at a local level is 
identified as significant for democracy and participation. 
This suggests the need for such facilities physically 
close to, accessible for and having relevance to local 
communities.

Social Cohesion: the extent to which individuals and 
communities are integrated, creating a coherent, united 
society, functioning in the interests of the greater collective 
good. When there is social cohesion, diversity, non-
racialism and non-sexism are key elements of civic life. This 
suggests clearly articulated programmes to further this 
objective.

Socio-economic Development: recognises that economic 
concerns need to also address social concerns and that 
qualitative changes in the structure and framework of 
societies are needed to better realise conditions to improve 
the lives of citizens.
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